PSYCHOLOGICAL PROBLENS

in the

HISTORY of PAINTING.

By:
© R.W. Pickford,
 M.A., Ph.D.




L HS (#) +$ , -. /01203

4% §78t% $%$ 9%:

1 (<=>74@;=( @= 4AABCD>C
@8 E#FSHIG | 8 $I ! : #J16! K 86: $1 $K: $Ki #1 | K i85 E#FHG | § 185 J1 1 G W+ tuas: L

KE8$ #KHMSG $OPKE t8FE (8% F#48! 6 Kié WK F J! ) 15$4$ ) FK#RI 6l &
FK 8% $ F$ IWUUK? | F7$%N (8$%S O +$ Kl é$: L 4% N 6 ) F&$ 6F 8F & +$ $D)!19%: N
F K!&$ Ot §K: (JFE$ 68% : $i$sb! KL

HS%

P* 4% -./01203

#+5%8%: +G ! ""H#3W AAPQRL-SIL P! G 6784 'H ¢8% Utkh$ aF! K # 8%y  +G 8% 4#8! L

4% §78t% $%$ 9%: L
@8% O! M Bhl !i$Ie$: F7FIK%E #KF#68! VS: JI 1 GIK7 #K &  @%5$ - W BKiS: CiFs% P! : $
2 TH D) Difgft K X " #S% AAPL

I #$% AAPL

W S DF% Di%$K8! O$  F MOFG
=L Y!Z-.23

4KK 4+ N 252/ -13[ -.23



"5751: EF157EG3



PREFACE.

This book was written with the aim of testing the extent
to walch the main principles aznd conclusions of Bartlett's
"Psychology end Primitive Culture” could be applied to a branch
of culture in an advanced socisgl system such as our own. The
decisicn to take peinting s the branch of culture to be used in
this study was due to my own Interest in the subject, with the
inspireticon of numerous discussions on art and the psychology
of art with a Scottish painter, the late Allan D. Mainds, then
at the Glasgow School of art as a Lecturer and subsequently
Professor of Fine Art at King's College, Newcastle-upon-Tyne.

He introduced me to the study of the Glasgow Group of Painters,
many of whom had been his personal friends. Some of the ideas
underlying the book germinated in a joint W.E.A. class on the
psychology of art, which I took with him at Milngavie, Dumbarton-
shire, (1931-2), which was attendesd by some enthusiastic artists.
Mainds firmly believed that Science and Art could combine to

the advantage of both, and, considering the matter later, it
gecemed to me that dne way in which this combination could be
effected would be in the study of the history of artistic
developments and traditions in terms of social psychology.

Thus the possibility of testing oub Barbtlett's ideas, in which

I had become interested at Cambridge, in their relation to
edvanced culture, took concrete form throhgh Mainds's influence,
though he did not suggest the actual problem or how to desl with
it. Bartlett's scheme for the psychological study of culture
was adopted because it seemed to be the most likely to be

fruitful, after aanamination of several other schemes.




The main difiiculties to be faced Ifrom the start were
psychological, historical and aesthetic. These mey be touched
upon here in reverse order. Yhe gesthetic side was ruled out
in principle by the conception of the work as a psychological
study of historical problems rather than ol aesutnsvics. Nevertheless
many of the problems of aesthetics were forced upon the attention
and had to be faced and solved in the course of the work, because
in tracing the historical and psychological threads 1t was necessary
to be able to see how they were interwoven with the aesthetic
thread before the structure could be unravelled. Thus the
aesthetic thread had to be identified and recognised although it
was to be kept in the background.

The historicel prcblem was difficult. The data given in many
- books and monographs on art were incomplete, 1inadequate or even
contradictory. Some were relliable and adequate, but in many the
enthusiasm of the authors for the aesthetic problem and its
ramifications had 1ed them to overlcok the demands of historical
accuracy and the need for objectivity and the verification of
detalled informstion. Meny groups of artists were studied in a
preliminary search for suitable and reliable maﬁerial with which
to’Work, and scme had to be abandoned on,qfcount of the confused
nature of the informaticn given about them by their respective
historiaﬁs and Dbiographers. In some cases, when a palinter was
Studied with & view to utilising dats about him, as with Crome,
the central figure of the Norwich Group, satisfsesctory information
eabout cruclal matters was found to be completely lacking. This
might have suggested to the unwary that the painter, such as Crome,

for instance, was independent of contemporary tradition in a direct
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way, that he was 1little influenced by bredirions—end the social
background. Similer conclusions micht be arrived at in stwdying

other painters if detailed information were lacking, and a wholly
false impression of the development of art mizht arise. In
addition, a lergely imaginary reconstruction, such as that of
Crome's 1life made by Mottram in his very interesting book on
Crome, was useless from an historical point of view. In some
biographies the authors had not used data which actually were
aveilable, a defect moderately easy to remedy by combining Emk
material from several sources. Difficulties arose on other
occasions because it happened that there were regl differences

of opinion between authorities. Then the doubfful data had to
be omitted. In the historical partspf the book a serious effort
was made to include and make use of data only if they could Dbe
verified from several sources, though this rule wss spnlied lenient-
1y where the reliability of the information seemed adequatbe.

The psychological problem was much less difficulty and it
will be explained in more detail in the Introduction and elsewhaere
at aporopriate points in the tezxt. McDougall, following James,
has been outstanding in his contributicns to the analysis of
human motivations and their social implications and developments.
Rivers, on the side of social anthropology, and Bartlett, on the
side of social psychology, have made gocod use of his lead. Ruth
Benedict, Margaret Mead and Bateson have followed somewhat new
lines. Freud has contributed more than McDougall to the under-
stending of social motivations, but the full study of Freudian
interpretations of art and its relations to social psychology

ralses many complex problems better reserved for a subsequent
work.
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Most ©1 the ook wes writlten Lebween 1¢d4 enc 1838, and I heve

)

mede sericus attempts to meet the criticlsms which 1t has recelved,
On the sdvice of one critic in 1939 various additicns were made tc

all the ch:pters. Oﬁ the advice of znother critic, Chapter VIII
wes then excluded because he thourhs it irrelevent, and the 1éngthy
Iné%oduction was reduced to a shortened form which simply drew the
peader’s attention to the mein problems of the work. Parts of

the original‘lntroduction and of Chapter VIII were then published
es a sepacate paper in thé Britieh Journsl of Pegvchology, entitled

"Social Psychology and Some Problems of Artistic Culture”. The

pemainder of the book ( which did not -include Chsnters IV and VII,

-

éiﬁ@e they were added later), was accepted for wublication in full
By Professor Jamesg Drever as a Monograph Supplement to the British
Jou?nal of Psycholagy. Thinking that the publication of the whole

Woﬁ% would be extravagant of psper in wartime, and that the many

Paggs of historicel and biographical materisl would add little to
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the’ clarity of the theme for the average resder, I made an abstract
’ﬁhich included the original parts and conclusions, but which excluded
:nmsy of the historicsl data. In writing the book I had taken care
to QVOid any theoretical interpretations which were not amply
Supported by reliable evidence. By the exclusion of the historical

.
f mater;a1, however, I was a2lso able to meet one of the harshest i

dticisms of the book ‘in its first form, namely that it was |
f"aﬁéufdly" overloaded with data. I did not and do not agree with
gthat criticism, but was willing to meet it if possible. I asked
Proféssor Drever to publish the abstract in place of the whole

work, and it sppeared in 1943: "The Psychology of Cultural Change
N

in Painting".




In 1944 Chapters IV7an VII were added in response to
‘criticisms thet the theme would be more convincing if it
were more widely applied to déia-in the history of painting.
In response to further criticisms, made in 1945, that the
‘WOTk was weak (and Gtherefore open to cbjections) on the
theoretical side, the originaliintro&uction and Chepter VIII
have been re-constructed in improved .and expanded forms and
are again included together with a general Conclusion.

Parts of Chapters III and IX have been read as papers
to the Psychology Section of the British Association (1934
and 1936 Meetings), and narts of Chapters V and VIII were
resd to the Scottish Branch of the British Psychological
?Society (1934 and 1935).

In the present version I have included a number of
‘illustrations, as meny and as suifable as possible under the
jvery diffieult conditions at present, when many reproductions
both of well-known and of“unfamiliar paintings are out of
print or otherwise unobtaingble. I have elso added twelve
‘relevant papers as appendices, with notes indicating in
ywhat ways they are related to the Thesis.

R.W.Pickford,

i',~,@%bruary 19486. : Psychology Department,
o . : " Glasgow University..
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INTRODUCTION.

Rivers has said that to him, “asrto mostvstudengﬁ of the
subject, the final aim of the study of society 1s the explanation
of sccial behaviour in terms of stcholﬁgv.”l Apart from the
manykractlcal aims of social studies which do not necessarily
depend on making psschologlcal 1nter\retatwons of sociological
data, and apart from the possibility tihat there might be some
sense or senses in which sociological evert s were not open to
psychological explanation, this statement could be teken as a good
provisional conception of sociazl psychology. Continuing his
ddséussion, Rivérs indicated two peths of inquiry/Whiéh he
regarded as methodologically distindt: the one, specifically
sociological, is concernsd with the study of customs, institutions
and in general with ceremonial and material cﬁlture in an objective
way; the other, psychological, is concerned with the interpretation
of socisl phenomena in terms of instincts, =mnidmswkwy cmotlions
sentiments, ideas, beliefs and other familiar psychological
concepts.2 He himself concentrgted chiefly on what he called
the sociclogical method, but it is clear that he regarded this
as the esséntial preliminary to a psychological ana;ysis, as
We may see from the concluding sentence of his work on the history
of Melanesian society. “Indeed," he says, "......1t 1is because
Wwe can only hope to understand the present of any society through
a knowledge of its past thet such historical studies as those of
which this book is an example ere necessary steps towards the

construction of a science of social psycholngy."S In the

1., '
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collection of his antlwopological and psychologicel pepers made
posthumously by Elliot Smith, to which reference has alresdy Dbeeun
made,l many of the most interesting psychological problems of
primitive 6u1ture are touched uprn, and in one place Rivers
indicates that he would regard the psycholeogical interpretation

of our own culture a2s being possiblyv even more difficult to us than
that of Melanesians and other peéples whom we may approach as
outside observers. "If the task were lald upon me of learning to
know the minds of people in regard to their social actions by
means of direct inguiry, my own experience would lead me to regard
the prospects of success as greater among ¥s such people as the
Melanesisans than among the inhabitants of an English of Scottish
'village."g This commeht mekes the problems of the present work
especially interesting, because it is an aﬁteﬁpt to combine the
psychdlogical end scciological methods of Rivers, and to apply
them to painting as an@xample of material culture in our own
Western civiligation, though pafts of the dis_cussion will be about
Eastern art.

The immediste theoreticel basis, the hypotheses to be tested
out, will be taken meinly from Bartlett's psychological interpreta-
tions of primitive culture? Many of Bartlett's ideas were based
upon or derived from Rivers!s work, and might be regardsd as a
Systematic formulation in a specifically psychological shape of
notions inspired by kivers, with expansion and elaboration on the
theoretical side. No attempt will be made to summarise Rivers's

wocrk here, bout Bartlett's more psychological formulations will be

zﬁivers, (IT)
kivers, (II)
(1
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taken a¢ the basls for further study. The present work will
eim 2t the ianterpretation of changes of culture and related
phenomena 1in the history of painting, in terms of the human
motivations, impulses, sentiments snd ldess which underly and
influence them. Bapglett'!s hypothesés and interpretations depend
on the instinct theory, and therefore this Introduction will be
concerned at first with the exposition of a form of that theory
and with its defence. ~ A review of Bartlett!s psychological
formulation of the problems of primitive culture will then be given,
and this will be followed by an explanation of the reasons for
the selection of the particular mabterial dealt with in the historical
chapters. PThe Iintroduction will conclude with %hote about the
organisatioﬂ of the book and.of the material in the historical
and theoretical chapters, and with a brief summary of the Iptroduction
itself. |

In summarising Bartlett!s Psychology and Primifive Culture
1t is very Qifficult to give a simple and contrete explanation of
a2 book which is both complex ané abstract. The summary, however,
is a necessary part of the srgument, and cammot be omitted. In
the parts of the later ghapters which depend upon use of Bartlett'é
i1deas, I have tried to avoid making the sssumption that the reader
has breviously grasped these ideas in full, and it may be better

for meny readers if they leave out the summary at first and return

to it for rmmxxmmz¥ consideration at the end.



Fuﬁdamental M@tivétion Tendencles.,

.Painting is no exceptibn to the general rule that every
human activity is the expression In sowe way, uvsually very complex,
of certein impulses which are fundamental in humen nature. These
will be envisaged in the present work as belng simple in their
most elementary forms but as mcdifled and combined into highly
complex and specialised modes of interest aznd motivation in the
humen adult. The teaching of McDougall has been largely ilnstru-
mental in leading to this general view of human impulses.l The
most elementary forms of these impulses or instincts are never
experienced in isolation by adults, and very rarely if ever even
by children or adolescents. It is possible that they may be

experienced in simple forms by infants, but probably all such
experiences will have been completely forgotten b the age of

five years. These instincts willl have undesrgone continuous

change and transformation since birth, snd these changes are

brought sbout partly by the maturation of these impulses themselves,
partly by the influence of experiences, including frustrationa

\

and gratifications of all kinds, and pactly by the individnal’s
efforts to adapt himself constructively to his environment, even
when those efforts fall of immecdlate success. Fundeamental
motivations are subject to repression, when they pass into the
qnconscious but continue to influence life indirectly; they are
modified by sublimation, when their visdlence is reduced and their
immediate bidlogiéal aims are changed into socially more acceptable

forms; eand they are reduced in immediate intensity of effect

by projection, when they seem to the individual to belong to

1
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other people so that experiences them as motives

of others rather than of himself. They are highly plastic and
undergo many changes and modificatlons. In spite of gll these
points, however, it is not difficult to meke a convincing hypothesis
sbout their simpleét gqualities.

Fundamental human motivetions are %Euped round four chief
mod-s of biological relationship beﬁween the organism and its
physical and social envirnnments.l These four modes of relation-
ship are: (L) Food-seeking and alimentary; (2) Defensive and
aggressive; (3) Sexual and reproductive; (4) Comradely and
soclal, in so far as not implied by the other three. These
modes cannot be treéted as stereotyped reaction patterns or as
mechanically separete classes of responsse, The exact number of
Particular reactions or tendencies involved in them may be difficult
or impossible to determine; it varies from person to person,
from time to time and from one occasion to another. The fundamental
modes of motivation taken together are the basis oub og%hich the
nvmerous particular and specific reactions of the m%pure individual
are constructed. Often they even seem to defy logical analysis,
because the relationship_s between them, at least in man, must be
worked out more in terms of emotional meanings than of objective
reaction patterns. Thus the meaning of food-seeking, for
instance, may from the very start of infantile 1life be bousdd up
with comradely feelings and with dependence on the mother, as

Suttie? has emphasised, and with undeveloped sexuallity, as Freud

Supposed. If 1t is bound up with the need for protection, it will

——
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easily have, or come To have, defensive meanings snd may lead to
aggressive behaviour when there is deniael or frustration, even

when unintentional. In this sort of way, thé fundemental social
tendencies oi assertion, comradeship and submission, which have been
explained by Bartlettl, in elaboration of McDougall's ideasz, may
become linked up with seXual,'defensive, aggressive or focd-seeking
impulses in very intimate ways.

It does not seem possible to agree with the earlier forms of
Freudian theory about sexs, (a) that a2ll human motivations can be
reduced to terms of a single and originally undifferentiated libido
or elementary sex tendency, or (b) that both "ego” and "sex™
tendencies must be distinguished and are sufficient to account for
all forms of motivation. The elementary sexual tendency in
either form of the theory would, of course, be sexual only in a~very
wide sense of the term, because, in the psycho-analytic work which
has defended its use, it has been s gxual chiefly because mature
Sexuality was the most central line of development from iv, whilc
other mature motivations were more indirectly derived from the
Same source, and abnormelities came from persistence of its infantile
forms into adult life. The earliest menifestation of libido was
more like a capacity for sensual gratification in general than
like a sexualrimpulse in the specialised adult sense, and this
vVery quality coupled with the Interest in the continuance of 1life
are the essential attributes of mature sexual desire. An equally
unacceptable theory was put forward by Freud later®, He then

suggested that "life" and "death™ instincts, sometimes referred to

cq 172 - N N . - -
&8 "1ibido" and "aggression", might be viewed as the fundamentals.
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These correspond to the earlier sex and ego T‘nstincts, and were
formulated as a result of three main considerations: (a) the
apparently inherent perversity present in individusal 1ife of the
"pepetition~compulsion" observed in the persistence of neurotic
sgmptoms; (b) the virtual immortality gained by Protozoa through
conjugation with exchange of half-nuclei followed by reproductive
fission (this conjugation is not the same aé the sexual reproduction
of Metazoa, but may be regardszd as its precursor in evolution);

and (c) Weissmann's conception of the immortality of the germ-plasm
and the mortality of the somatoplasm of Metaioa such as ourselves.
Thus individuality seemed to Freud to be directed towards death

and extinction, and he identified g1l egoistic tendencies with
death-sesking, while sexual functions were life-giving and the
individual was bilologicslly compelled. to abandon his égoistic ends
(seen, for'instance in the repetition-compulsion of neuroses) in
order to serve & reproductive needs. This theory, though
interesting and suggestive of many important psychological and
biological possibilities, is most unfortunately narrow and
perverse. Despite the immense importance of Freud's coantributions
to psychology, it is not poséible to found a science on a basis

at once so materialistic and psssimistic as his fundamental scheme.
It does not follow necessarily from Welssmann's theory that the
individual seeks death, though in melancholia some certainly do;
nor is the conjugation of Protozoa strictly comparable with Ruman
sexual reproduction; and finally, - an intensive study of abnormal
psychology does not, as Freud thought, necessarily commit us to

the view that "repetition-compulsion" is an inherent necessfity

counteracting the ccnstructive impulses in individual life.
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It is not easy to prove that the individual i1s necessarily self-
seeking in 2ll respects, and his very obvious self-seeking-ness
may come from reactions to frustration, from defensive and even

from sexual (libidinous) sources. fie camnot reduce all the

egoistic components of sexual gratification, food-seeking, defensive,
aggressive, comradely and other impulses to terms of a "death'
instinct, nor all their components which tend to serve reproduvuction
to a Mife" instinct. DPalbiez has expoundsd and criticised the
Fgudian conceptions discusesed here in an excellent mannerl, and,
while he shows that Freud always tried to rebut acéusﬁtions of
"pan-sexualism”, and took a dualisfic view, setting off "ego"
'against "sex" at first and later "death" against "1life" instincts

he also shows that these dualisms are open to serious‘objecﬂxgns,
which need not be discussed more fully here.

A far simpler and more convincing hypothesls will be the
assumption that there are four elementary modes of biologlcal
relationship with the environment, ss mentioned above. We may
kill and eat to live, in one sense, and in another killing and
eating may satisfy destructive and sggressive needs, and both of these
aspects may be combined and be present in food-seeking at a very
early age, as they almost always are, but primarily it %% is true
to say that we eat neither to live nor to destroy, but to satisfy
hunger. We are endowed with the capacity for hunger biologically,
we want to eat and thus sustain 1life; but this is a proposition
Compleﬁely different from saying thet we eat in order to live.
Similarly it is true that we are endowed with sexuzl and parental

desires, and that repreduction ensues from them. We are also i
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endowed with capacities for fear and anger, which lead to self-
defence. Socisl 1life is sexuel in many respects, involves the
comptadeship of food-seeking in groups end is greetly influenced
by aggressive and defensive tendencies, but these do not exhaust
its nature. Most psychologists will agree dhat it also involves
impulses which are speﬁifically social, which are not derived from
other instincts, and these have been called assertion, comradeship
and submission. An gdequate account of social life is not possible
without them, though they, like other instinctive tendencies, are
not sharply separate.

Tyus the psychological position is that there are four
groups of complex tendenciés, as mentioned sbove. In carnivores
the food-seeking grmoup includes hunting, killing, eating, digesting
and the elimination of waste products, always in o manner
cheracteristic of the species and appropriate to the animal's
Oorganic structure. In herbivores and ffutt eating animals it
includes a parallel but slightly different group of tendencies.

subsists on

Man Bﬁﬁ?ﬁ a mixed diet and 1% equipped bath physically and
bsychologically with appropriate functions. The defensive-
aggressive group includes all forms of hiding, fleéing from
danger, and attack, and many of these impulses usually arise

- from fear and the feeling of insecurity. The sexual group




includes the seeking of sex’partners, matihg and all parental
tendencies, and in this group probably the filial impulses nust
be included too. . In the social group all forms of mastery,
partnership and the desire‘for other peoples?! company, dependence
andrthe tencency to seek authority will be placed. This group
may be less cleerly differentiated than the other two, because,
for instancé, the sexual and defensive tendencies both involve
partnership in certsin ways, and the defensive tendency often
involves the acceptance or the assertion of mastery.

It may be said that these motivations are fundamental,
because: (a) They represent four distinct modes of relationship
between organism and enviromment; (b) They are not reducible
completely to any smaller number, although the social tendency is
the least clear ¢ the four; (¢) The impulses underlying them
never need to be learned or btaught, any more then inbelligence needs
to be taught, although the vastness of the variety of the modés
of their expression is the result of experience, habit and
learning, just as the meny modes of application of intelligence are
due to experience; (d) No human motivation can be found which is
due to any other fundamental tenda#ncies. Without these tendencies,
as McDougall seai d of the instincts he described, the human organism
would be like a steem engine from which the fires had been withdrewn.
Religion, art, philosophy, science and many other branches of
human interest and knowledge, are not themselves explained away
when we attribute all motivation to these fundamental tendenciss,
obut without these tendencies man would not be inclined to puréue
such ends. McDougall's eanalogy is, however, not altogether

sound in every detail. These fundemental tendencies are not




getual sources of phlpsical energy. Tnpey are sources of psycho-
logical motivafion, which underly all the activities of man,

whether intellectual, moral or hebitual, because in thelr absence

no behaviour would occur at all. Intelligence 1s quite different.
It is not 2 source of physical energy or of psychological motivation,
but is purely instrumental.

In the formulation of these four groups of fundamental needs,

drives or instincts, it is possible to meet objections to McDougall's
scheme of fourteen instincts:l escape and attack; mating, the
parental instinct and the instinct of anpeal; food-seeking and
repulsion; the gregarious instinct, primitive passive sympathy,
assertion, end submission; the constructive instinct, curiosity,
play and laughter. The principal objections to his particular
scheme, apart from objections to the instinct theory in general,
which will be considered later, mey be expressed as followss
(a) With so large a number of instincts it 1g difficult to show
that they are all independent sources of motivation; (b) McDougall!'s
criterion that a characteristié and unanalysable emotion distinguishes
each primary impulse is very difficult to apply, because it is no
more easy to be certain that a primary emotion has been identified
than it is that the impulse under consideration is irreducible.
The instincts in his list have been re-grouped above to show their
éssential relationships. (1) Escape and atback fall into a single
defensive-aggressive class and Subservé the same general biological
end of self-maintenance against opposition or danger. {2) The

mating and parental instinchs, on the adult side, and the instinct ?

1McDouga11, (I1), Ch. V. l




of appeal on the side of the offspring, are components of the
sexual and reproductive system. (3) The instinct of repulsion
is the negative side of the fcood-seeking tendency. (4) The
gregarious and social tendencies form a fourth and closely

linked group. In d=fining these four groups it is not necessary
to utilise the very difficult criterion of the presence of
charactéristic and unanalysable emotions which McDougall has
suggested, though in general it is true, as he says, that each
tendency usually has a dimtinetive emoticnal accompaniment. Thus
escape 1s attended by fear, pugnacity by anger, mating by the
sexual feeling, parental and childlike behaviour by tenderness,
food-seeking by hunger, repulsion by disgust and the gregarious
and social tendencies by assertive, comradely or submissive
feelings. These emoticns are interpreted 2s the motives of
behaviour by "eommon sense®, but, as McDougall has pointed outl,
the essentigl motivation must be regarded as the conative impulse
eéxperienced in the excitation of the instinct, and the emotions
must b#viewed as modes of experience which accompany the workings
within us of the instinctive impulses. The feelings, however,
cannot easily e taken as infallible criteria of the instincts,
and it is much more Satisfactory,(a) to start from a purely
objective bilological standpoint, and to define the four functions
of essentisl organié importancé as the basic instinct syétems, and
(b) to agres from the start that each of these four systems is
neither completely independent of the others nor unanalysable in
itself. McDougall's remaining instincts, curiosity, constructivenessé

play and laughter, do not form a fifth group sccording to the criteriai
|

|
YicDougall, (II), pp. 121-5 snd 526-8. |



adoﬁted. Curlosity is probably a complex expression of other
tendenclies; cénstructiveness is not a separate instinct, but is
the éxpression of life itself and is present in them all; play

is am expression of other tendencies in partial, incomplete or
undeveloped form; laughter is a composite of sociai and protectivea
impulses, sometimes comradely, submissive, derisive or hostik,,
frequently or perheps always protecting the individudl by diverting
attention from distressing experiences. Repression, sublimation
and projection are not instincts. They are no more sources of
psycholg ical motivation than is intelligende, but are purely
instrumental.

This Introduction is not the place for a longer analysis of
these motivation tendencies, although it will be necessary %o
dlscuss some objections to the instinct theory in the next paragraph.
We have, in practice, to consider what modes of relationship with the
social and physical environments are chiefly represented Iin a given
human response or interest, and how that particular expression
of them has arisen in the course of the 1life and de%elopment of
the individusl concerned. These problems might, if we insisted,
be treated as if in terms of the indivi,dual alone, but in fact
they always imply social nsychology, because the cultural and
social patterns must be taken into account as conditions of the
individual's behaviour snd of all its modifications. The purely
individual view would be incomplete. Hyman motivations and
human behaviour are tremendously influenced by the cultural pattern
end socizl enviromment, sand, although the fundemental tendencies

are physiologicelly inherited, with considerable individual
Varlations, actual behaviour can never be explained solely by
reference to specific instincts of the individual.



Possible Objections to the instinct Theory,

It is necessary to point‘out fhat the conceptions of
these fundamental tendéﬁcies must be treated as dissecting
instruments for the investigation of behaviour and experience,
and must not be allowed to become a scheme of faculties which
are brought in ad hoc to explain the living organism. It (S
always the orgenism (or group) which "tends", just as it is
the organism which perceives, feels, remembers or imagines,
and it always does so in relation to particular conditions
or circumstances. It is not perception which percelves or
thought which thinks, nér is it the instinct which tends.

The objections which are now frequently raised against the
instinct theory are sound because that theory has been misused.
They are properly directed against the misuse and not agelinst
the theory, for psychologists have been inclined to forget the
organism in talking of the instincts, just as in the medical
profession there is avtendehcy to think of a patient as a
"lung", "heart" or "leg" instead of a person.

The theory of four fundemental motivations discussed in
the previous paragraph is an instinct theory and would be open
To any objections which can be sustained against instinct.
There have been three principal forms of objection to theories
of instinct in men: (1) That humen bie¢logical motivations
are of the nature of vague urges, while True instincts, as
often found in the insect world, for example, are definite
behaviour patterns subject to little or no variability;

(8) That the analysis of human urges into a dozen or so

specific instincts, as in McDougall's scheme of fourteen,




for example, does not correspond to the multiplicity of the
actual beheviour patterns of man or explain them; (3) That
the instinct theory 1is an argument In a circle, starting with
the assumption of the conclusion 1t should reach, and then
postulating in other terms precisely That which has to be
explained. These objections may be considered 1n order.

(1) Some biologists, of whom Julian Huxley 1s an example,
insist firmly on the first objéction, that instincts are
relatively fixed and automatic patterns of behaviour and
the indefinite urges found in man are not instincts. There
are three reasons why this is not a valid objection to the
instinct theory. Firstly, the degree of fixity of the
relatively rigid patterns of behaviour achually to'be observed
in the animsal kingdom is very variable indeed. The most
rigid patterns are found among the insects, but many workers
have shown thst Fabre and Bergson were not justified in assuming
that instinct was the expression of perfect mechanical adepta-
tion. The wosition was summarised with characteristic clarity
by Hobhouse in 19011, and has not materislly changed with
increasing knowledge of animel biology in the succeeding half
century. Absolute mechanicel perfection is the exception
rather than the rule, and I have svent many hours watching
insects which have confirmed this generalisation. Every
Stage of flexibil ty between perfect rigidity and the vast
plasticity of human instincts will be Ffound if we lcok with
sufficient care.

Secondly, jast as man has evolved towards a form of

Diclogicel adaptation which is lacking in narrow specialisation
Wobhawnse .
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on the structural side, so he hesg alsc evolved s Ifoym ol
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psychological adapntation which lecks innetely rigl

pecialisation of behaviour patterns. Intelligence, also

w0

elmost completely unsvecislised, and exbreme lexibility of

innate pabtterns of instinctive response, are tihe foundation
of men's achievements, which are highly developed and very
specialised on the cultural side. In other words, his
specialisations are acquired and nct innate. Thirdly,

licDougall and the other principal advocates of the ins

1.

inc’

i

ct

theories have 21l insisted strongly that these theories rest
essentially upon the flexibility of human instincts, and without
this plesticity, as it is often celled, the theories would
fail completely. Those who sev that the rigidity of instincts
compared with the plasticity of human urges 1s an objection to
the instinct theory are therefore involved in a form of verbal
apgument. In order to be anle to attack the theory of instinctes
they are assuming that the advocates of that theory hold a
view which in fact no psychologist wishes to defend;

(2) The second objection to the'instinct theory is that
the analysis of humgn urges into a relatively small number of

A . ‘

Specific instincts is not possible, because of the great variety
of human impulses, and because of the many acquired responses
found in man, which, it is seid, are not based on instincts.
To this objection there are two answers. Firstly, the
instinct theory wes never aimed at the sort of anslysis against
which the objection is raised. For example, an American

student of psychology who was strongly opposed to the instinct
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theory, polnted out to me that there is no human instinct to
find taovles in a restaurant and sit at them when hungry, though
hungry
it 1s possible thatfcows do tend to seeck a grassy pasture.
He saild that ¥s®mesm McDougall's food~secking instinct could not
explain the "caf4~bahaviour” of man, which, though possibly
a form of food~-seeking, was constructed out of a thousand-
and-one acquired soclal habilts. It nmust be explained in
terms of the cultural pattern, not in terms of instinet.
This, however, is a wholly valueless objection to the instinct
theory, because no seriocus supportep of the theory ever made
any such claim as that to which the objection is made. What
they claim is that the thousand-and-one social habits expressed
in man's "café—behaviour" would never have been acquired
except by a being one of whose principal motivations had all
his life been the tendency to seek food. The supporters of
the instinct theory do not deny the importance of the oulﬁural
Pattern in explaining the particular form taken by the food-
seeking impulsexm in that particular group of human beings,
but they do deny that the cultural pattern could explain the
behaviour without the inétinct. Indeed, without instincts
there would be no cultural patterns. In mcafélbehaviour’
many other instinctive motivations are involved, especially

and :
Social{ sexual, and the habits in gqguestion are a complex

integration R e e R B SR PRI,

built up as a result of the
interaction of instinctive urges on the one hand and pressure

of the social environment on the other.
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Secondly, it 1s not possible to show that there 1s any
acquired response which is not based upon instinct. Vernon,
in discussing this problem, haé cited smokiné, and seys,
Certainly it 1s not innate, and it is very difficult tot_race
it back to the gregarious, sex, self-preservative, or any

other of McDougall's propensities."l

Spoking is a good
example to discuss, and many other examples will occur to

the reader, which couvld be dealt with in parellel and
appropriate ways. A soldier in the Tunisian campalign of

the recent war _, who had been a non-smoker, sald that he had
acquired the smoking habit because he had nothing to do for
long periods of time in a tent in uthe desert, and there were
plenty of cigarettes. Smoking, he thought, had notnimg To
do with any of his instincts, but hed been learned because he
saw that other people found it a gocd way or filling in their
time. When he smoked, however, it was easler to get on with
his companions e2nd he lost hls temper less often, from which
we may infer that smoking expressed a soclal tendency and
also served a self-protective end. Moreover, since he had
nothing to do and was very isolated, most of his normal impulses,
especially the sexual ones, were necessarily unsatisfied.

It had been this in part which had made him inclined to

lose his temper with his male companions, becsuse he had
tended to resist them when unconscious homosexual impulses
were activated in the absence of normal heterosexual contacts.
He weas not in the least neurotic, and the same thing'might

easily happen to many normal men. Smoking, however, helped him.

iVernon, p. 5.




The sensusl plessure of the cigarette on his lips was a
pertial substitute for sexual satisfaction. In other cases
it is clear that the smbker is inclined to hide behind his
pipe - an antisocial tendency; to blow smoke unintentionally
into the feces of his companions - 2 more or less legitimate
expression of unconscious aggression; to make a very strong
smell - a curiocusly acceptable substitulfe for infantile anal
interests; and so on. A woman sadd that when she smoked 1T
cleared her thoughts, and claimed thet she did it for this reason.
To understand this, however, we must refuse to be trapped into
dodging the rescl issue, and we must ask why her thoughts needed
so much clearing. It was due to the fact that when she sat
down to do economics she tended to think of her boy friends.
Smoking relieved the sexusl tension, since it was a partial
substitute satisfaction, and she became able to work again.
It is very well known that many men are able to endure hunger
more éasily when they can smoke. For them it is a substitute
for food, and, though incomplete, is & sufficlent substitute
to allay immediate hunger. Some people can think better or
work better when they smoke, because it clears thelr thoughts;
it gives
others can relax better when they smoke, becausefan illusion
of occupation, a substitute for all the duties which they feel
half-consciously compelled to perform instead of idling. It
is the very fact that smoking can partly satisfy so many
instinctive impulses that makes it a highly popular and

attractive nabit.
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(3) Tne third objection to the instinct theory claims
that this theory gives explanations by postulating as "propens-
ities" precisely those forms of behaviour which are to Dbe
explained. Thus, it 1s said, the instinct theory is an
illogicel form of ™explanation', and, 1f we can explain
parental behavidur by invoking en instinct of parenthood,
then we could explain religious behaviour by a religious instinct
or stealing by an instinct of dishonesty. The ®raving for

strong drink might be due to an Malcoholic propensity", so it

could be said, just as the desire for the mvoldance of danger
is due to an instinct of escape.
There are three ways in which this objectlon may be met.

Firstly, every explaedmation in scilence turns out itself to be
s/

in need of further explanation. For instance, if we ask

why a train is more difiicult to Stop than a mote car, the

; explanation is that it has gréater inertia. Inertia, however,

| might be simply a word for what could be defined as "diffi culty-
of-stoppingness". This would seem to be an argsument in a
circle unless it was reslised that inertisa wés’explained by
mass, and that the principle of mass is valid gnly provided

we grasp that mass itself must be understood as the degree to

;i which a body 1s acted upon by gravity - and so on. Similarly,

4 when we say that reproductive behaviour is due to the sexual

instinct, our opponents may reply that the sexual instinct

é might be defined as "tendency-towards-reproductiveness",

which is presumed in the very nature of the problem to besolved,




but the sclentific validity of our position lies in the

fact that the sex instinct itself must be explained. In

the same way all explanations in science serve only to push
the problems further back and themselves need to be accounted
for in turn. Explanations in scilence are elther generalisa-
tions of common attribuﬁes or postulations of causallty, and
are hot ultimete; sciance does not zkwxmm give an ultimate
explanation of anything, whether it i1s physical or biological,
and psychology 1s not in an exceptional position. |

in the seoeond.place, _
B e Xk ficdessex 1n meny if not in all cases, scientific

explanations are unable fully to account for the gqualities

and attrivutes which they analyse. For example, consciousness
or conscilous control of behaviour appears to operate when there
is a certain level of complexity of integrations of functions
in the nervous system, but few psychologists wodkg agree that
conscibusness is fully'accounted for either by nerve fibres

or by integration. Even‘some of the most elementary qualities
of physical substances are not fully accounted for by knowledge
of the properties of the elements cavbined in their production.
This important principle 1s a commonplazce of physics and
chemistry, and the Gestalt psychologists have made great use

of 1%, showing again and again that the properties of the
"whole" are not to be explained away in terms of the "causes"
or "elements” which were integrated in its production.

Social life may be analysed into terms of the behaviour of

Individuals, but its gualities and attributes could never

have been predicted from a knowledge of the individual alone.




Instinctes are to be viewed as integrations of response
pattern within the complex possibilities of the nervous
gystem and the receptor and effector organs - in other
words, as potentialities of mwkr the whole organism. The
explenation in terms of reflex paths and of sense organs,
muscles and glands, however, never fully accounts for the
psychological nature of instincts. It is principally for
this reszson that a strictly mechanistic analysis of organic
behaviour 1s never possible, and with increasing knowledge
it seems more remote than it did a century ago. Instincts,
on their level, are in thls respect like consciousness and
purposive control on a higher level: they are directed
towards the achievement of certain ends, and the integration
of stimulus—reéponse patterns within kewis them is determined
by those ends and varies w'th the varying conditions related
to their achievement. The instincts therefore represent

& certain level of organisations, =nd they are explenations
in the sense that they enter as components into all forms

of behaviour at this or at higher levels.

Thirdly,
Smorwkikxy there is a confucicn of issues in the objection

To the ié;tinct theory that an instinct might be postulated
in explenation of eny form of behaviour. It is not true

to say that an ™slcoholic® propensity would explain the
craving for strong drink, or an instinct for dishonesty would
explain stealing, orra religious instinct the tendency to

go to church, as scientifically as the sexual instinct explains

mating. The craving for strong drink, and the tendencies to
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stesl and to go to church, and many others, unlike the mating
beheviour, are nobt biologicelly fundemental. A psychdogist,
observing the present-day popularity of contraceptives, end
noticing the tendency of people to avoid having children,
suggested to me that a good case might be made out for the
existence of an "anti-parentel" instinct. No such case
could me made ou%, however, becsuse it is easy to account for
the use of contraceptives to prevent pregnancy, partly in
terms of the qualities of the urges themselves, since the
mating impulse is not satisfied in the majority of people
xxxIex®EX by the presence of children, partly in terms of
normsl modifications of these urges and partly in terms

: hese
of perverse modificetions, All eé—ﬁ?éeb cheanges are the
results of complex interactions bebween fundamental sexual
and reproductive impulses (which are highly flexible and
plastic in man) and the pressure exercised by the patterns
of the social and physical environmments, coupled with the
influence of intelligent adaptations, some of which, in this
case, segm to have gone astray. Th*s is a very complex problem,
and cannot bé analysed further here, but it is clear that the
craving for strong drink is also a complex pattern of response,
variable from one individual to another, produced by modifica-
tions, elaborations and perversions of the fundamental need
to drink, which is a component of the food-secking tendency,
and resulting from many reactions between the individual and
his enviromment. The religious interest of man is a

complex integration of many tendencies, and, again, cannot

be reduced to any special biclogical urges, though probably




fhey are all involved in it. Biology end psychology accept
aé fundamental only those tendencies which cannot be accounted
for as variations, modifications, perversions and combinations
of other tendencies, and, in the explanstion cf behaviour,
the influence of the environment as a determining conditim
of response 1s always taken into account.
A further objection tofthe instinct theory has sometimes
been mentioned, and perheps ought to he touched upon here.
It is said that the instincts, being universal characteristics
of the members of a given specles of animals, cannot account
for differences between individual behaviour which are often
of verw@reat importance. Such an objection is unsound.
The instincts, like all other known biological ard psychological
characteristics, are subject to individual variation. It would
human
be as sound to say that{ vision, since it is characteristic
of all men, cannot account for differences between the sight
of individuals. Intelligence is univeraal in man, but 1t
can eccount for vast differences in individusl behaviour
owing to its great variability. Vision, = universal'potentiaﬁﬁ%

and 1s extinguished in the blind.

- is also very variable, = Not

all aifferences of individual behaviour can be accounted for
by differences in instinct, but there is nothirng in thé
instinct theory which precludes the variability of instincts
from accounting for certain of these differences, although
instincts are so much modified and so elaborately combined

in the adult that differences of innate equipment in instinect
may be difficult to find. Hence it may be concluded that

the instinct theory is sound and readily meets all the

objections resised against it.




Psychology and Primitive Culture.

In the Introdqction to his work on Psychology and
Primitive Culturel, Bartlett has explained that his book is
a study of social structure and of social behaviour in terms
of fundamental tendencies to thought, feeling and action.
He points out that the soclal implications of these fTendencies
need to be recounted in detail, and he gives this account in
relative

the second chapter, but he mentlonsfpermanence in varying
sttuations as their fifst characteristic. He passes on to
ask whether explanations of social practices end culturad
changes are to be carried to the last extremity in terms of
the individusl's responses. He thinks, however, that;the
group itself must be regarded as, a determining factor in many
responses, and therefore it is doubtful that strictly individual
psychology will ever account fully for kssswmheiEsxsf soclal
bractices and changes of culture, down to the last detail.
He says it 1s important to accept certain practicel limitations,
however, beyond which the explanations cannot be carried when
dealing With the origins of cultural practices: (l) Questions
of ultimate origin must be given up as speculative and =z
unanswerable; (2) Customs which originated before a period
being studied will be trested as conditions of response and
not fully analysed; (3) Customs originating within a period
under consideration must be explained.

Bartlett's book is not a study of beliefs, attitudes or

ideas, but of the determining conditions of social tendencies.

1Bartlett, (I), Ch. I, The Approach to the Problem.
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These determining conditions are essentially the material
thet the tendencies deal with, whether thst material is

~artistic, religious or related to warfare; whether 1t 1is
concern:d with tribal customs, gatherings or practices; and
whether it is a matter of initiation ceremonies, marriage
rites, mesmmmEkagy agriculture, fishing or hunting. Ehis
"material® is, in fact, the whole range of ceremonid and
material culture. The fundamental tendencies are essentially
the same in primitive as in adveanced cultures, but the conditlons
of their operation are widely different. The psychology of
primitive culture will be largely taken up with the study of the
interaction of these tendencies, their effects upon each other,
how they combine and conflict, and how they operate in the
determination of the relations of group with group, af group
with individual and of one individual with snother. Social

facts and data are accepted as psychologlcally determining
conditions.

A review of man's social motivation tendsncies follewsl,
and Bartlett criticises McDougall's list of soclal instincts
and points out that the fundamentally soclal tendencies are
assertiveness, comradeship and submissiveness, of which the
first and the last imply =a relationship of superior with
inferior, while the second does not have that implication.

He stresses the importance of these impulses or tendencies
in various social situations, and in theilr power to determine
particular menifestations of other instincts. Other socilally

important tendencies are conservation and constructiveness,

—

1 A .
Bartlett, (I), Ch. II, Fundamental Forms of Man's Social
Reactvions.
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though these mey not be fundamental Instincts. The activit

[

of The comseTVative tendency are highly seleofive, while
constructiveness varies greatly with its setting. Ritval .end
social convenftions are important as psychological conditionsg
which determine individual behsviour, and thus there are
tendencies which may be said to inhere iIn the group. These are
lgroup difference tendencies', which cluster round soclal
institutions and conventions, and which affect the soclal
behaviour of the indiﬁidual. Qur interest may become fixed
upon these group difference tendencies either because we wish
to explain them in terms of social circumstences, tendencies
and conditions which led up to their formation, or else because
we may need to use them in expiaining other determining factors
in man's socilal behaviour. The question of ultimate origins
of group tend:sncies, however, must be set aside, and the study
of more and more specialised tendencies of thls kind will be
study of

needed in social psycﬁologv, together withAindividual
motivations of many kinds.

In the next chapter Bartletge%ég%giébthe psychology of
the folk tale.l The problems of its absclute origin, he says,
heve been overstressed in the past, and it has been treated
too simply and without adequate emphasis on its nature as a
social productf3 There‘is a close connection between comradely
qualities in the folk tale groups and the conservation of the

pas

tales which they exploit. These tales also express many

differences in the groups to which they belong: they mirror
Tthe cheratteristics of the grouns, and the persistence
of these characteristics leads to the

R X
2dBaru]_e‘c‘\:, (I), Ch.III, Psychology and the Folk Story.
Cf. Macguisten and Pickford.




conservetion of the teles. The folk taele groun is usually

a comradeship group, but submissiveness, comredeship and
assertiveness are all fully expressed in the tales which

are told. Submissiveness readily passes over into one of

the other two, and i1¥ often happens that particular expressions
of these motivation tendencieg may depend on the settings

which are due to other instincts. The influence of the

group of auditors on the form and the content of the tales is
very marked indeed, especlally in anything connected with laughteg
and astonishment. Group difference tendencies select the direc-

tion of a theme, but individual instincts end impulses settle

the cholce of themes themselves. Instincts are well represemted‘
in the teles, some more than others, while the nature of the
environment, the particular sphere of primitive culture
concerned and the individual peculiarities of the teller of
the tale, determine the exact modes of their expression in
detail. Curilosity appears to have a great effect in giving
rise to stories, but rarely is it represented itself in them
in an undisguised form. Combinations of conditioﬁs, tendencies
and factors similar to those which operate in the production,
persistence and enjoyment of folk tales are found in other
fields of activity in the primitive group. |

The problems of the conflict of tendencies and their
re-inforcement are very importantl. The folk tale group
is-essentially comradely, but fear, which is largely excluded
from it, finds expression in the religious and ceremonial-

forming group impulses. The relation of fear to religion

1Bart1ett, (1), Ch. IV, Phe Conflict of Tendencies and their

Tutual Re-~enforcement.
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is interesting. Fear is often collected into the religiovs
channel and expfessed through it under special conditions.
Tne fear-provoking ceremonies which centre round religion
are in the hands of specialised groups whose function 18 to
deal with fear which might otherwise cause conflicts in group
life. In other cases confiicts betweent_endencies often lead
to the apparent inhibition of certalin tendencies, which,
nevertheless, may vet persist and break out again. Curlosity,
dominance snd sex impulses mey play this part as well as fear.
Social reversicns may result from the persistence of repressed
groups, but often no special group ig required to maintain
the vimlity of suppressed tendencdies. Probably the persistence
of many suppressed tendencies 1s due to the general unifying
influence of primitive comradéship. The desires for play,
dancing and ceremonial may support or be supported by other
tendenclies, and thus give examples of the re~enforcement of
one impulse by another.  Mjtual re-enforcement, however, is
to be distinguished from integration, and it is possible
that soclal epproval gles rise to the most marked examples
of the re-enforcement of tendend _es.

Bartlett goes on to deal with the contact of peoples.l
He stresses the importance 6f the psychological factors in
group contact, and distinguishes this from borrowings of
culture, In contact of grow s incoming peoples scttle

within a group and their culture combines with or is absorbed

1
Bartlett, (I), Ch. V, The Psychological Study of the Contact
' of Peoples.




by that of the indigenous pcpulation. In borrowing certain
individuals travel from#heir homes and carry cultural materisl

or the knowledge or practice of ceremonies with them, zs a result
of which the péople they vigit may adoot these cultural elements.
In group contact it is probable that comradely relations fevour
the hermonious blending of incoming with indigenous cultures;
dominence of the incoming people favours displacement of the
indigenous culture by that wh'ch is brought in; 1if this dominance
is due to superiority of culture and is coupled with harmonious
relations between the groups, then replacement of details of
the original culiture by new material and the growth of complex
conbinations tends te be favoured. The conservative tendency
is highly selective, and its selectivity depends much on the
degree to which transferred elements of culture fit in with exist-
ing patterns and tendencies, Transferred elemcnts aré conserved
where old group attitudes may be applied to them, but social
constructiveness is not to be explained in this way, because
there is, in addition, what must be called the constructive
Tendency. Dominance, comradeship and submission determine the
choice of material and cultursl elements to be selected for
combination, but group difference tendencies determine how they
transferred.
shall be dealt with in the new setting when Eﬂ@%?ﬁﬁﬂﬁﬁ Specially
brominent tendencies in an immigrent group may find expression
in the particular mode of selection and combination of cultural
elements, just as outsbtanding qualities of particular individuals
effect the mode of borrowing, but the efiect of prominent group
tendencies is less felt in contact of groups then individual

tendencies in the borrowing of culbural material or ceremonies.




Borrowing i1s to be contrasted with group contact as a
mode of cultursal change.l The problem of the extent to which
borrowed elements are 1ifted.out of their o0ld settings complete,
or transmitfed in combination with parts of their cultural
settings which cling to them, is very important. Other
questions srise about the influence of wvarious factérs in
borrowing, such as the effect produced by the peculilar
personelity of the individual who transmits the material or\
ceremonies. As an example, Bartlett discusses the Peyote
cult, which was introduced into the culture of the Wié%bago
Indians by Rave, who héd learned it in Oklahama. At first
1t was non-religious; then it was attachecd to the old
religious culture of the Wimnebago; then Rave became hostile
to the o0ld life, and accepted the position of the prophet who
had brought 2 means of adjustment to the Whiﬁe civilization.
Later Hensley appeared snd introduced definite Christian
practices into the Peyote cult, but meny of these were in
the nature of re-interpretations of the old Winnebago customs
and ceremonies. This was the cembined result of Ravels and
Hegsley's teaching. Then came a split inwhich those Wﬁo
had treated the Peyote cult fromhthe old standpolint separated
from those, mostly trained in the Eastern States, who treated
it in the new way. Ravel!s special interest in ceremonial
was an important individual influence in the borrowing and the
form it took. = Group difference tendencies were also very

important, and it was these which ensured the ebsorption of

1Bartlett, (I), Ch. VI, Psychological Factors iq%he Bransmission
- of Culture by Borrowing.




The new elements of culture in terms of the existing practices.
This in turn led to a conservative devslopment not in any way
foreseen or planned. Rave was a comradely leader, and socdial
co-operation was of great importance for the constructive
changes, though indididual foresight was not. A further

point of mﬁch interest was that the old group of the Winnebago
tended to interpret the new cult in terms of the old ceremonies,r

# b
and they accepted 1t ih a conservative meanner. The younga? |

group, who had Eastern tra’ning, tended to interpret the cult ,wi

4 i
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in terms of new ideas, and they treated it in a constructive
menrier.

In the diffusion of borrowed elements, Bartlett says,
the first step is theilr attachment to practical endsl. f
Thus material culture tends to ba assimilated in whdes, but |
ceremonial culbure 1in fragments. Much interest attaches to the,
exact mechanism by which diffusién takes place. There 1is i
an important difference between pessive possession of
cultural knowledge and the active practice of ceremonies.
Speclal groups tend to form to deal with borrowed elemg nts,
and these gréups respond to the influence of the community.
Arts and crafts tend to spread and to be simplified by the
breakdown of group distinctions in respect of their possession,
but ceremonials, always largely dependent on fear, tend to !
break down later owing to the over-specialisation of the
groups which possess them. The spread of culbture is to be

eXplained in terms of the interaction of the groups concerned

lBartlett, (I), Che VII, Psychological Factors in the lefu31on
of Culture. ;




exnrEmse® and not in terms of the so-~called failings or
peculiarities of the savage or primitive mind. The formation
of cultural patterns due to the group influences abk work
is impcertent, but the =mky study of the detailed organisation
of perticular groups, &nd especlaglly of the characteristics
of outstanding members and of leaders, will explain how
particular elements are selected and emphasised or omitted.
| Special devices operate in the eleboration and simplifica-
tion of culturel, end elements of ceremonial culture may spfead
but change in significance 1n new communities. It is therefore
Important to study the different mechanisms involved in the
spread of culturel elements and in the assignment of meanings
to them, which may vary considerably from one setting to
another. New meanings may originate in the individual Interests
of outstanding men, but group difference tendencies are also
speclally important. Reduplicaetion is one of the most

frequent modes of elaboration. Conscious analysis plays a

part in the aelaboration of culture, but, even at primitive levels
it is less freguent then generslly supposed, and always implies

the impa_tance of the individual, often as a member of a

[ —

Special elaborating group, such as a group of priests, who

play a special part s groups in the elaboration of religious
culture. The individual may influence the elaboration of
culture simply by his personal position in a group and not by
deliberate construction. The new 1is generally introduced from
outside, however, by borrowing or contact, and is not often

Produced from within by individuel invention. Simplification

1Bartlett, (I), Ch. VIII, Special Devices in the Elaboration
and 8imnlification of Cuplture.




may occwy owing to the passage of cultural elements before
their interpretations are transmitted, as when designs of
ceremonial significance are copied with unwitting omissicns.
Many devices develop to counteract the decadence which might
arise in this sort of way. Exceptional snd pecﬁliar
cultpral survivals ney be evidence of decadence, which, .
again, mey be due to the over-wide spreading of rites and
practices or to the over-specialisation of groups.

Bartlett seys that theidevelopment eand further application
of his scheme to the prdblems of primitive culbure must
depend on the intensive psychological study of particular
communities.l The line of development of social psychology
would be similar to that of individual psychology, greater
and greater emphasis being placed on difference tendencies,
in the one case thoseof gfoups, and in the other of individuals.
As we pass from primitive to modsrn culture, the psycholggical
factors remain little changed, he thinks, but the multiplica-
tion of groups and sub-groups and the direct influence of
importent individuals, together with improvements in communica-
tions, tend to be of increasing significance.

The general conclusions of his book are interesting.2
He thinks that the first step in the development‘of a social
psychology, whether of primitive or modern cuitufe, will be

theFormulation of a scheme of basic conditions of human

1Bartlett, (I), Ch. IX, The Inbensive Study of the Special Group.

2 .
Bartlett, (I]i Ch. X, Conclusions.



response in the group, and a study of thelr relations to the
material environment. It is more impar fant to consider the
inter-relations of the responses taken to be fundamental
than to discuss thelr precise status at length. The basic
responses, he claims, are canable of objective treatment?

and are never to e regarded z2s sole conditions of behaviour,
ard therefore the instincts csnnot be sszid to be identical
with thet which they are called in to help to explain. The
underlying scheme he proposes will eapply, he thinks, to
primitive and to modern culture, though there are great
differcnces in relative emphasis and in complexity between
earlier and later stages. Finally, sociagl psychology must
proceed from a study of the broad and generalised respoﬁseg
of the fundamwntai scheme towards a detalled analysis of
particular institutions and tendencies in specific groups.

It must show how peculiar features of group behaviour are
constructed upon the basis of diversities of individual
response. Thus the psychology of primitive culture is a
preliminary to a psychologicsl analysis of modern group life.

In a later workl; Bartlett haes discussed more fully the

psychology of leadership, saying that there are three types of

leaders: the institutional, the dominant and the persuasive.
They correspond to predominance in the individuals who are
leaders of submissive, assertive and comradely impulses.

In his studies éf remembering, he has explained tThat there

are three principal kinds of data with which the social

IBartiett, (II), Ch. Pt. II, Ch. VI.



psychclogist hes tb deall: (1) A1l experiences and conduct
determined by sccilal fectors actually occurring within a given
group; (2) All experiences and conduct socially determined
but not by a group sctually vresent; and (8) Conventionalisa-
tions, which are changes cccurring iq% given technique or
expression of tendencies that result from the influence of

2 new social environment. This trestment of conventionalisg-
tion is worth comparing with Rivers's statement: "By convention-
alisation I mean essentially a process by which a form of
artistic expression introduced into a new home becomes modified
through the influence of the conventions and long established
technique of the people among whom the new notions are intro-

duced. It is essentially an ethnological process."2

1
Bartlett, (III), Pt. II, Ch. XIII.

®Rivers, (IV), Vol. IT, Ch. XXXI, p. 383.




Cgmments on Bartlett'!'s ¥iews.

Before proceeding further 1t will be an advantage to

make several criticisms of Bartlett's ideas about the relation

of soclial psychology to primitive culture. (1) His ideas

are often unnecessarily complex in expression. This is

probably due to his striving to be very explicit, particuler

and exact in his method of presentation, and is a gocd fault.
(2)In meny pleces, however, when it comes to the application

of these idees, howewewn, we often find that they seem too

simple to do justice to the date. Thus in his studles of

the folk tale and of the Peyote cult, which are two of his
best chapters, it is difficult to avoid the impression that
the beackground is perheps confusingly complex in theory,
while its application fails to be adequate to the complexity
of the problem. Noticing these two faults in his work

mede me decide to present the historical date of the present
book ingphe most concretse way péssible, inserting dates and
factual material of a verifiable kind at every opportunity,
even though it made the book less easy tc read. Theoretical
discussion wes then relegated to special sections, and not
mixed up with the presentation of data. Some critiqs, probahly
having popular Works on art in mind, have objected to this
method from the point of view of the reader, saying that it
made the book unreadsable, but‘I insist that it is by far the

most adequate method. In addition, in the theoretical parts I

have guarded against over-elsboration and complexity of analysis,

!
|



because I wished to avoid the impression#hat the book was
over-loaded on the theoretical side. (3) A third criticism
of Bartlett's treatment of the psychology of orimitive culture
is that he avoids =211 use bf the unconscious, though in
is studies of soclal reﬁ@mbeﬁﬁng he criticises the notion
of a2 collective unconscioms}iyhich I am not prepared to defend.
One of the results of writing this book, has, however, been
to convince me that the individual unconscious cannot be
left out of a study of social psychology which shall be
adequate to the great complexity of the facts of man's social
life. The development of this gside of the subject will Dbe
left for a later work, thouggfﬁppendices Sempdadd® will give
some idea of the importance of the individual unconscious
in relation to the psychology of art, and some references
to this matter will be made in Chépter‘VIII.

Sayce has utilised Bartlett!s ideas in an excellent way
in his studies of primitive arts and crafts.t He has given
the theoretical aspects in a more simple manner, expressing them
¥% =2s often as possible iﬂverms of concrete material, but
again, he hes not done jusfics to the real complexity of social
life, even &n a discussion so interesting as his account of
the diffision of the use of tobacco.

The present book was not undertsken in order to make a

theoretical analysis end criticism of Bartlett!'s ideas; and

to deal with criticisms of them in the abstract. What was

1

Bartlett, (III), Pt. II, Ch. XVII.
2

Sayce.




aimed at was a provislonal acceptance of Bartlett's ideas
and thelir application to the psychological problems Bf the
history of painting in modern times. The interest therefore
lies more in the applicatidn of these ideas 1in this new
setting than in abstract criticism of thé navchologlcsl
theories. This application is a an important step in
research, because it has often been sugpested and assumed
that the same psychological background will be applicable to
primitive as toavdvanced culture, but 1t has never been tested
out. If, as earlier writers, like Lé&y-Bruhl}-have claimed,
the primitive mind works in ways essentially different from
those—ei our own modes of thought, then the same basis would
nct be applicable vo both krXxe levels of culture. =~ If, on
the other hend, primitive mentality is.essentially the same
as our own, but differs, s Bartlett suggests, in the kind
of material with which it works and in the conditions under
which it must operate, then the begt way of proving thi§
will be to take a scheme, such as his, which isvexcellent’
in its application to primitive culture, and apply it in an
experimental spirit to our own culture, testeed Qur own
culture, however, 1s exceedingly complex, and the study hsad
to Be limited to a special fileld. The chdice fell upon
Peinting, but I have always had several other subjects in
mind which ought to be dealt with in & similar way; one of
the most interesting of these would be a historical study of
psycholegy itself, mhowing the influence ofhsocial factdrs

upon its development.

1
Lé;y-Bruhl.




Selection of the Data to be Studied.

The history @f painting was an uncharted field from the
point of view of research iﬁ social psyohology. The choice
of material to be studied in detaill was largely dependent,
however, on the following factors: (a) The amount and the
religbility of the data avallable concerning a given period
or a given group of painters; (b) The sultability of the
data for psycholbgical hendling, since meny Writerskend to
neglect data which are of grest psychological interest, though
their accounts may be both full and accurate in other ways;

(¢) The number and the kinds of groups which must be represented
in the history of painting if anything like an adegu@te and
rppresentative selection were to be made. At the same tTime
the limitations imposed by the size of a book had to be horne
in mind, and the amount of material to be presented in respect
of each historieal period or groﬁp of painters hed to be
adjusted to give g clear and accurate picture without over-
stepping the liwits of a single chapter. The =ExmEIEX®L
information available about Chinese painting, though it
suggested great psychological iInterest, was often conjectbural,
slende® in quantity relative to the vast periods of time to be
'covered, and always difficult of psychological interpretation.
The information about all groups of early painters in Burope,
and even about painters of the Renaissance, was inadequate

and often conjectural. On the other hand, Indian painting

was thoroughly well documented and relatively easy to

interpret, while Polish palnting provided an example which




was feirly easy to interpret and resscnably well documented,
though few sources of information about it codld be tapped.
Preraphaelite and Glasgow painting were both very'satisfactory,
but Surreslist art could not be included because 1t was too
recent for its higtorical development to be estimated with any
degree of confidence. Barbizon painting was also satisfaetory,
and Ryssian art was efficiently handled by its historians
within the limits of our actual knowledge of the subject, and
one hed to be careful that the conclusions drawn did not go
beyond the limits justified by the known data.

The considerstion of the kinds of groups to be represented
led to the final =Xm=Ek selection of Barbizon, Preraphselite and
Gjasgow painters, as eiamples of émail but influential movements
in the history of peinting; and of Mogul, Russian and Polish
rart es iarger group movements embracing subsidiary lines of
activity. In addition a short sfudy was made of Bushman
art in order to bring in a primitive group which has a very
highly specialised artistic culture, but the data available
for this group were limited. Almost nothing ia known of the
actual cbnditions under which Bushman art was inspired and
produced. It was decided to choose five European painters of
outstanding ability: Poussin, Chardin, Goya, Daumier and
Cééanne, in order to test the possible hyposhesis that if
they were approached and treated as individuals a result
different from that arising from the group studies would

emerge. No such difference was found.




Plan of the Work.

In order to help the reader to grasp the method of
approach to the problems and treatment of the data, 1t will
be useful to explain the general scheme of cénstruction of

the book. The first chapter deals with the five outstanding

painters who are studied individually, and includes a discussion
of the psychological problems arising from their study. In

the next three chapters small groups are de%lt with, one group
in each chepter. They are taken in historical order:

Barbizon, Preraphaelite and Glasgow peinters. Each chapter

is divided into two parts, the first4purely historical and the
second a psychological analysis of the historical data. In

no case was any interpretation made until all tHe data had

been collected, sifted and set forth. The next three chapters

deal in the same manner with large group movements: Indian,
Russian and Polish psinting. The eighth chapter i1s a study
of some selected psychological problems peleting to (a)
aesthetics, £b) psycho-analysis, (c) culture pattern theories“
and (d) the biology of group life. It was convenient to
collect these problers into one chapter. The ninth chapter
deals with the psychological problems and interpretations
which emerged or were implied by earlier chapters, and which
are now collected, summarised and ré—arranged to form a

continmious discussion. Since the amount of data available

about Bushman art was very small, thet subject is introduced
into this chapter, in its place in the section on group

contacts. I did not wish to give it the emphasis of a
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separate chapter. In the Conclusion there 1is é re-considera-
tica of Bartlett's hypotheses and an attempt to shcew how far
They have proved applicable to painting as an example of
advanced culture; There are four groups of Appendices.

The Iirst group coﬁsists of published parts of the Thesis.
The second consists of papers dealing with instinct and
ppoblems of social psychology. The third is a group of
papers dealing with the psychology of painting, misic and
literature. The fourth group consists of papers on the
application of soclel psychology to group games, which form
an example of ceremonial culture in our own society.

These appendices thTOW‘-additional light upon the stu@y of
social psychology, the psychology of art and upon the

pPsychological interpretation of problems of,advéﬁégavculture.

This In@poduction gives a short account of the four modes
of fundemental humsn motivations food—seekiﬁg, reproductive,
defensive-~aggressive and social. = It proceeds to a défence
of the instinct theory. A summery of Bartlett!'s work on the
psychology of prémitive culbure is given, and thié.isvfollowed
by a statem@nt on the mode of approach to the‘problems of the
bock. These problems are the application of Bartk tt's
Principles to an example of advanced culture in the form of
the history of painting. Statements are made about thé selec-

tion of data to be studied and in the plan of the worlk.
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CHAPTER 1.

’/
POUSSIN, CHAKDIN, GOYA, DAUMIER, CEZANNE.

It is necessary to discover in what ways the individuval
influences changes of culture and tradition, whether these changes
are constructive directly or through rebellion. The most
interesting artists in the history of painting ~ or of any other
art - are the men in whose hands constructive changes have taken
place, but it is not a éatisfaotory explanation of such changes to
say that they were introdﬁced simply by private initiatiwe, thus
attributing social construction wholly to the individual and to
nothing else. If this is done the history of art tends to becomne
a list of names of outstanding individuals, coupled with the
innovations associated with each neme.

All psychology begins with the study of the indi%idual, and
i1t will be useful to begin this investigation of psychological factors
in the history of painting by taking a number of painters who are
generelly a¢knowledgedrto have been particularly independent.
Pousgin, Cherdin, Geya, Deumier and Cézanne will be studied to
estimate threir degree of dependence on thelr social backgrounds;
to see how they were able to maintain themselves in the societies
in which they lived; to discover to what extent individual inspira-
tion may be traced back to pebsonal and back to traditional sources;
to £ind out to what degree these men were rebellious and to what
degree constructive.

Thesq painters are interesting because they illustrate
different modes of relatlionship between an individual of géﬁius

end his socisal setting, though these are not, of course, the only

pessible modes.






THE FIVE PATNTERS. |

Pousség}
Nicolas Poussin wes bern in the Normandy village of Villers,
“near Les Andelys,

in 1593 or 1594. His father was a professional
soldier, who, tired of the wandering 1ife of a fighting man of
those days, married the widowed daughter of the alderman upon
whom he was bllleted in Vernon, and settled as a peasant in Villers.
Poussin showed & passion for drawing as a child, but was not
encouraged in this by his parents. He was also very studious
and fond of reading. These two gqualities, shown in his earliest
Jears, forme:x the basis of his very learned and classical artistic
powers, of which employment of design and form in the expression
of mythological subject matter wes he foundatvion. ne had some
lessons in art from a nouen teacher, Jouvenet, and from Quentin
Varin, who came to Les Andelys in 1611 co decorave uvlle church or
Notre Dame there. Varin recognised roussin's genius and
éncouraged him, sand, when he left Lex Andelys, roussin wenc uvo
reris, giving his parenus no explanation. There he had great
difficulty in finding a savisfacvory teacher, and, alter woiking
Wim1$evefal mascers for short periods,; he met a man from Polton
¥ho offered him hospitality wich vhe ultvimace invenvion oi lnviting
him to decorate his chatesu. This friend has never been identified,
®nd, owing to unfoﬁ%een difficulties, the programme of decorations
Came to nothing. Poussin returned to Paris and to Normandy to
Técover from a Serious illness. Then he left again for Paris,
Mm;ekw made friends with Alexandre Courtois, who was keeper of the
King's cabinet, and who gave him access to the royal treasures
and paing ings.

ARaphael was an inspiration to Poussin, and the

tudy of the works in the king's collection led to his true
Sutro,
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artistic devélopment, through the influence of the mssters of

the Italian Renaissance. Poussin now wisHed above all to go to
Rome, and mede two unsuscessful sttempts, first in 1620, when he

was frustrated by illness, and again in 1622, when he was fvmstrated
by lack of money. In 1622, however, he competed with other
artists in the decoration of the Jesuit College in Paris,’ during

the course of fétés held to celebrate the canonizations of Ignatius
Loyols and Francis Xavier., He made six panels representing the piZlS
acts of the two fathers. This led to a strange friendship with khe
I’Galihufvt, poet Marino, indulgent and sensusal, precisely the opposite
of Poussin, who engaged him to illustrate his poems. The relation-
Ship with Marino, ocutwardly so odd because of the vast differe nce

in temperament between the two men, must heve expressed something
éssentially necessary to Poussin. It opened the way in his
imagination for the study of Classical mythology, and, as will

be seen, it led ultimately towards the most characteristic and
distihguished work of Poussgin, namely, the representation, through
his austere and formal genius, of Bacchanalian scenes, dances

and festivels. .Thus the odd combination first formed with

arino in real life came to be expressed in the form of pictures

in his mature art. Other commissions for paintings followed

that given by Marino, and Poussin was able to smave enough money

to travel to Rome in 1624.

In Rome, though working under. difficult conditions of poverty,
Poussin was able to study the great paintings by Raphael, iark=
Mich”"e1"=lngelo, Titlan, Giorgione and to examine the rsmax remnants
°f Greek ang Boman sculpture and architecture. He spent much

ti s
me with the ‘sculptor Duguesnoy, and a surgeon plaged skeletons

84 dead bodies gt his disposal for dissection and study. He
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ros a2l1so g veolurminous reader of the clsssics. At Cardinal

Re

3

berinil's receptions he met Cesslano del Pozzo, the cerdinalts
‘secretary, who became his friend and patron, and geve him much
halp. Pouséin wes able To pursue his own artistic glims and‘
principles in Reme, with indifference to all the current tendencies
towaerds sentimental and melodramatic palinting to which art had
descended 1in the hands of Guido Keni, Carraccl and Caravaggio.

A fellow student in KHome, Claude Gelle’e, afterwards to be almost

as distinguished as Poussin himself, lived in the ssame streect with
hire. Through Pozzo's influence he was commissioned to paint

"Phe Death of Germanicus" for Cardinal Berberini. Other commissions

ceme and in the 1630's Poussin made his reputation as a pairiter
in Italy. 1Ip 1630 he married the daughter of a friend who lived
In Lyons, Anne-larie Dughet, and xkxmm they setiled in Rome.
Gaspar Dughet, his brother-in-law, was greetly influenced by
Poussin, and became a painter of some reputation, who was for a
long time known as Gaspar Poussin.

In 1639 Louls XIITI invited Poussin to become Painter in
Ordinary. He 'refused, and, despite further persuasion, did not
agree to go to Parls for the King until pressed by another painter,
Le Maire, who had already settled there from Roue, Eventually he
agreed, a:d set out in 1640 in company with Gaspar Dughét and three

other French painters. He took with him casts and bas~reliefs

made in Rome for the decorations of the French Royal pelaces.

fas}

s o o /
18 T'irst impressions were veryﬁavourable, but he was over-=worked
i

in Paris and scon complained bittérly of the way in which his time

Was wasted over numerous architectural jobs end commissions for

painting/




which he scarcely had time to execute. It was especizlly

galling to be working among people who were wholly lacking in
artistic taste and judgment. He became more and more anxious
for release and to return to Rome,aiu‘;hough Louis XIII offered him
a pension if he agreed to establish an academy in Paris. His
wife, left in Rome, was ill and her heglth gave him much anxiety
in 1642, when he was at last able to return. With the death of
Louls XIII, and the fall of Noyers, who had been superintendent
of bulldings, he was relieved from the fear of being recalled to
Parlis, and settled permanently iIn Rome, though still oblige‘d to
superintend the moulding and copying of Italian amxk architectural
and artistic objects for the autllorities in Paris vh o were
responsible for the decorations of the Louvre. 1In France he had
made many wealthy friends who now became his patrons, and he
painted many Bacchanalian scenes, clsssical and biblical pictures
for them. Poussin also had enemies in France, but it 1s not
necessary to describe in detail all the frustrations and @#ifficulties
with which he met at their hands. He was always enduring and
obstinate, and gave away just enough to satisfy public and social
demands for the scke -of his mWE securlty, while he pursued his own
artistic aims.

In 1655 Louis XIV confirmed Pyussin's position as Peintqn
Ordinaire, and continued his pension. During his last years he
Suffered from ill km% health himself, and was also greatly
troubled by his wife's illness. She died in 1664 and he in the
following year. ’

Poussin was a classical painter of austere habits and outlook,
"ho may have been one of the most learned of artists. He lived

2t a time when French art was weak and vulgar, and when Italian art



showed the inspiration of the Renalssance reduced to exaggerated
sentiment and melodrama. He drove a consistent path through all
these difficulties of artistic convention and standard, and he
succeeded in combining the essential qualities of French subtlety
of form and design with the spirit of classical Rome and Greece,
coupling these aspects of art with the genius of his grand end
harmonious artistic vision. He faced poverty and wes undeterred,
and he faced the insistent demands of uncomprehending patrons,
which is perhaps mofe difficult, equally resolutely, even succeediﬁg
in glving them to some extent what they wanted while he pursued
and completed his own austere course unimpeded. His paintings

are perhaps artificially classical in some ways. He lived in

a fantasy world of the classiecal past, and converted it into an

art o:f‘b the present full of meaning for the traditions of the
future. He took infinite pains in the construction of balanced,
harmonivus and rhythmicael designs, so that, if "the light" is

the principal subject in an Ippressionist painting, in spite rabher
than because of the clessical and biblical mythology, "the design"
1s the principml subject of a Poussin. It is for the design

and rhythm of movement, worked out in three dimensions, that we admire
Poussin, and this sense of form is what he begqueathed to his

Successors though he lived in an age of flamboyant and meretricious
&I‘t. "
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Chardin,.

Jean Baptiste 3imeon Chardin, second son of the king's billiard marker, was

born in 1699, in Paris. Chardin's fafher wished him to become a billiard marker
>

too, but the, parental objections were eventually overcome, and Chardin was made
& pupil of P. J. Cazes. This teacher is an undistinguished figure in the
history of painting, but he seems to have given Chardin a good technical training,
though mostly in copying his 4ovm work rather than in drawing from nature.
Chafdin was later employed by N. N. Coypel, to whom he is supposed to have gone
because he was dissatisfied with Cazes, and Coypel, it seems, did set him to
paint objects as he saw thems In 1724 he was assistant to van Loo, and about
this time he shared a studio with a young é.rtist, J.AJJ. Aved, who had recently
been studying in the Netherlands, and who, though not distinguished, became a
fashionable portrait painter. An incident illustrating Chardin's early
independence of spirit is that, when asked to paint a signboard for a surgeon,
he did a dramatic scene sharing a Wwounded man being bled after a duel while thev
crowd is kept back by a gendarme, instead of the usual display of surgical
imstruments, The surgeon, after protesting against its unconventionality,
accepted the sign because it attracted popular attention. In 1728 Chardin
exhibited some pictures, accordiz‘lg; to the custom of artists, in the Place
Dauphine on the occasion of the Corpus Christi Day Procession, which ended
there, Thése pictures - two still-life subjects - were afterwards his diploma

Pictures for membership of the Academy of Painting, to which he was elected in
the / ' »




the same year.

Chardin was married in 17313 and in a few years had a son and daughter,
but in 1735 his wife and daughter both died and he was left with his four year
old son. This, his first marriage, may be assumed to mark the end of the early
period of his lifes In this period he did not become strictly the disciple of
any of his masters, but showed an early ability in painting, and in observation
as ocontrested with the imitation of classical models, together with some
1§dopondonm of mind, It is thoughf that Aved must have drawn his interest te
the work of the Dutch masters, Dou, Terborch, Metzu, de Hooch, Teniers, Vermeer,
and others, who were the inspiration of his arte These men were not "01d"
magters, but the modern Dutech School, in Chardin's time, and so his art, in
following them, was not a revival but a continuation of tradition. Chardin
was not very successful in painting portraits or other subjects which call for
rapid worke He worked very slowly and re-touched with infinite patience.

He also spent much time in adjusting his objects so that they would form a
harmoniously balanced composition within the limits of the canvas. In this
he was astonishingly successful, for it is most difficult to alter or cut out
any object in one of his paintings wi’ch'out destroying the entire structure,
Chardin was much interested in the illumination of the objects he drew, and
Pﬁyﬁ great attention to the details of the distribution of light and shade,
and in the effects produced by surface texture. Nost of the objects he drew
Wwere not of outstanding interest in themselves, though many of his paintings

&re sentimental, but, by attention to light, surface-texture, and delicately

bgl anced /
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balanced composition, together with a stress of the solid qualities of
objects, he contri.ves to make ordinary bottles, pots and pans vividly
*interesting without ever resorting to an illusory rendering of reality. He
is therefore called the first modern‘ painter, because, though he himself never
worked out of doors, when applied to a wider range of scenes and subjects his
principles are at the root of the realism and impressionism of the nineteenth
century.

A characteristic painting by Chardin - might be overlooked altogether by any
person whose attention had nd been drawn to its essential cualities. Every
time it is seen after these gqualities have been discovered, -howgver, it will
become more remarkable. Chardin does not worry us with unusual or difficult
subject matter. Indeed, he takes objects so ordinary that they will probably
awaken a friendly feeling in almost anybody - a teapot or frying-pan which
might have been in use a few minutes before he borrowed it from the kitchen.
When it is remembered how far Gauguin, for example, had to go to find something
excit%ng enough to paint, Chardin's genius is the more emphasised. He seems to
have found what he wanted almost within arm's reach, Probably the essential
quality of Chardin's work is best expressed by saying that he chose to paint
entirely ordinary and femiliar objects, and that in painting them he ‘seems to
have drewn a veil away from them, so that we have the impression that we are

seeing them for the first time. He undermined or avoided the conventional

habits /
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habits of perception and presented the objects, with all their reflected
lights and their colours and shadows, in an unaffeected simplicity. His other
great gift, already mentioned, was to arrange objects in a structural pattern
which can rarely, if ever, be altered. The balance and simplicity of his art.
recalls to us the combii.lation’of the same qualities in the famous Chinese
painting of Five Persimmons. Vhen these qualities have been fully discovered
in Chardin, the art student is contented to pass by hundreds of yards of bizarre
and gorgeous canvasses, and to spend a long time considering by what genius of
perception and mastery of btechnique Chardin achieved his effects,

Until sbout 1753 Chardin produced mostly pictures of domestic subjects,
genre pé.intings for which he had the subject-matter ready to hand.

1 . ; . w4 '
La Blanchisseuss", "Une Femme qui Prend du Theé", "La Gouvernante" - these are

titles of famous paintings of his done about this time.  These works were

well received by “he public, who recognised their "truthfulness” to na‘cuz"e,

and were attracted by the simple and homely scenes. Chardin was thus
encouraged, and was satisfied to continue in this relatively unambitious way.
Nevertheless, in 1740 the King bought paintings from him, and he had a number
of Royal and noble patrons, He is thought to have been very much occupied
with commissions, but worked very slowly, and even gave the impression to
contemporary writers that he painted very little and then only to amuse himself.
In 1743 he became a Councillor of the Academy, and in the next year he was
married again, presumably for the sake of his home and son. He seems , however,

to have been short of money, probably because he parted with his paintings at

Unnecessarily /
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. unnecessarily low prices, and in 1753 a pension was obtained for him from the
Kinge In 1754 his son, who seems %o ha*_ve been a gifted youth, obtained the
"prix de Rome", and at this time gave promise of becoming a distinguished
painter himself.

From about 1753 onwards Chardin turned more and more to the still-life
‘subjects for which he is famous - though he often made copies of his earlier
genre scenes, and many of his paintings exist in several closely similar
versions. Clearly he turned to this kind of painting because he was intensely
interested in the problems of illumination and structure which it offered, but
critics of the time did not realiss these aspects of bhis work, which are -well
understood at the present day, and they atbtributed his choice of small canvasses
and simple subjects to laziness. In 1757 he was granted apartments in the
Louvre, with other distinguished artists, and it is true that his time was much
taken up with duties, such as those of "hanger" of the Salon, to which post he
was appointed in 1761, In the same year his son, Pierre, went to Ror.ne to
study, but was regarded by the aubhorities as a resistant and unsatisfactory
pupil, and, beyond the fact that he returned home, it is not known definitely
what happened to him. Diderot, who was one of his enthusiastic defenders,
regarded Chardin as a great colourist - evidently he was not seen in the way
in which he is appreciated at the present day by any of his contemporaries.

He appears to have continued in money difficulties, as did the Academy, of
which he resigned the position of treasurer in 1774, on account Aof the

anxiety due to its finances. He died in 1779.

Chardin /
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Chardin may be regarded as a man with what was, at that time, an unique
interest in the simple appearances of cbjects, and in representing What he saw
before him, instead of rendering elaborate and complex historical and classical
subjects with more attention to the "proper" way of painting than to what was
geens He contrived, however, to satisfy the public by his connection with
the Duboh traditions, which .m.ade‘him understandable, and by drawing picfcures
of familiar scenes which appealed to people's everyday interevsts. He did not
have any direct pupils or followers: Greuze despaired of équalling him, and
Fragomiiard, whom he taught for a time, turned in a different direction. He
was not interested in making money by painting, or in becoming a leader of
current tendencies, and, apart from his successful compromise with the publiec,
which may have been quite unconscious, he was more interested in the actual

painting than anything else.

Goyase

Francisco de Goya y Lucientes was born in 1746, His father was a poor
farmer at Fuendetodos, and his mo’cher weas of noble descent, as indicated by
her surname, Lucientés. From about 1749 onwards Goya's father lived at
Saragossa where he seems to have worked as a gilder. Goya showed artisﬁc gifts
at an early age, and en‘oered’ the studio of the peinter Luzan in 1760. Luzan

Was a popular teacher, and a dextirous though. not very gifted painter of the
late /




—%.+,&) /0/1"0 23 4)315 &1"#04$ "# 06% 341/ )+ 7 10%/.))



\ late baroque tradition. He had already taught Franci_éco Bayeu, a pain’ber

* who btecame Goya's brother-in-law. At Saragossa Goya made an ideal friendship
with Zapater, who was also his btanker at a later time. His lette-rs to Zapater
are a large source of knowledge of Goya's life and doings. Goya seems to have
been an active young man, and was frequently involved in love-affairs, bull-
fights, and brawls. The death of three people in one of these brawls made it
necessary for hin to depart from Saragossa, and he went to Madrid in 1766,
Here he seems to have heen a pupil of Bayeu, but he had to leave Madrid for
reasons similar to those for which he left Saragossa, and went to Rome, as
far as is known without special pecuniary assistance. Tales are told of his
adventures at Rome, but knowledge is scanby. It is certain, however, that
in 1771 he %ook second prize in a painting competition at Parma, and was

|
there styled "Romain; é1ldve de lionsieur Vayeu". The visit to Parms was

probably on his way back to Spain, for he was in Saragossa again in 1771, and
was commissioned to paint frescoes in the Cathedral of the Virgin del Pilar.
The second period of Goya's 1life begins with the end of his student days.
He was employed as a fresco painter at and near Saragossa, and in a few years
returned to liadrid. He made a happy mam:'iage with Bayeu's sister, Jogefa,
Who bore him twenty children, of whom only one grew up. At Kadrid he met
Eengs, a German artist who was the most impo/rtant painter there, and through
him received in 1776 his first commissioz} to make a design for the use of
the royal tapestry manufactory, which was followed by others. He also

worked on paintings and etchings, and applied without success for an

appointment /

‘ Voqan (sic).






_ appointment as a court painter.

Although Goya's artistic work was relatively conventional at thig time,
he got into conflict with the authorities of the Pilar Cathedral, who,
together with the general public, criticised a fresco finished in the
Cathedral in 178l. Bayeu's criticism was also involved, and objections were
raised to certain designs which Goya sent in for proposed frescoes. It is
not necessary to give details, but the conflict was increased when Goya was
required to submit his designs in future to Bayeu, which incensed him highly,
and, after a careful petition had been entirely ignored by the Cathedral
authorities, he asked to be reléased from the work, and was forbidden to
continue it. The breach with Bayeu seems not to have been permanent, but
the incident shows that ’Goya was not at that time lacking in the independence
of spirit which was to appear strongly in his art la:’cer. It brought on an
attack of depression in him, however, with disinclination to work, and fears
that he was surrounded by people who wished to injure his success and répu’bation.
It was a year or two before these difficulties were fully vovercome.

\ An important development had occurred in 1778, when Goya was employed to
g0 through the royal collections of paintings, then widely scattered in

‘A« various places and ordered by Charles III to be brought to the new palace at
-~ Medride This gave Goya bthe chance to study all these works, which included
Paintings by Flemish, Italian, Freﬁch and Spanish masters, and he was most
interested in those by Velazquez, the greatest Spanish painter of the

:‘ Seventeenth century, who was almost overlooked by Mengs and contemporary

4 taste, /
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taste. Goya ebsorbed the influence of Velasguez, and made a
series of etchings after his paintiigs - this wes Goya's ['rst

long series of etchings. During the perilod 1776-1%21 Goya did
three series of designs for the royal tapestry manufectory, and in
these, as well as in his other work, there is a tendency towards an
individual style, withv an interest in Spanish xvorlcing,-class people
and in children. The weavers who hed these cartocns to work from
‘Were fortunate because the cartoons heve inexhaustible artistic
interest. Their subject matter 1s tremendously varied, and manyi
of them are masterpieces of desdgn and of lovely colouring. The
| slmplicity of trestment, adopted nresumsbly becsuse of the ‘technical
limitations of tepestry weaving, often sesms to have led Goya to
& speclally vivid and successful pattern of colouring or of light
end shade.  The "Parasol", with its graceful figures and flat areas
~ of cloud end sky, is a remarkable work of art even if the translucent
Sunshade itself is ®wovered over, but when we uncover it again, and
1t throws parts of the figures into luminous shadow, clearlywe
are locking at a work of the.greatest genius. Goya was not the
~ Tirst artist in Spain to use these genre subjects in tapestry
cartoons, but his sympathies with the ordinary person gradually
Increased and became important later.

After some delays he was appointed a Court palnter in 1786.

He was on relatively familiar terms with his patrons, the Duke of
- Osuna eng Cparles IV, and he became famous as a portralt painter.
In his portraits, and in most of his work, no doubt he was comfinéd
by the requirements of his patrons, but it iIs difficult to believe
thet he did not secretly intend to make meny paintings of

royal bersc:ages and grandees both magnificent and ridiculous.
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It would be unsatisfactory to stress an interpretation like this, which
comes simply from looking at Goya's work. The stolid and pompous appearance
of Charles IV or laria Louisa, or of the whole royal family painted in a
group, however, may be compared with the penetration and expressiveness of

some of Goya's best portraits, or with the wonderful vitality and daintiness

- of the "Maja with Red Shoes". Then it seems likely that Goya's irony,

which is so plain in his "Caprichos", to be mentioned soon, has not missed
its mark in the royal portraits. Whether he was clever enough to use his
irony deliberately or not is a difficult question, but,the undeniable
technical mastery of these portraits apart, the wonder is that his patrons
were content with the portraits if they knew much about Goya's other work.
Bron if he expressed his contempt for his royal patrons unconsciously,
however, these paintings are of great psychological interest, because they
show his unconscious meaning and his deliberate intention so well combined. ‘
On looking, for instance, at some of the many present-day inexpressive
porﬁraits of academic dignitaries, one sometimes thinks that artists reveal
unconscious attitudes surprisingly well. Later Goya undertook work in which
there was no need to hide his gift for ironic comment., However, in certain
Paintings for the Duke of Osuna, done in 1787, ineluding preparations for a
tull-fight, a pilgrimage, with a woman fallen from a donkey, and an attack

on & post-chaise, his realistic imagination was allowed free play.

The /



It would be unsatisfactory to sktress an interpretation like this, which
comes simply from looking at Goya's work. The stolid and pompous appearance
of Charles IV or biaria Louisa, or of the whole royal family painted in a
group, however, may be compared with the penetration and expressiveness of

some of Goya's best portraits, or with the wonderful vitality and daintiness

- of the "Majae with Red Shoes". Then it seems likely that Goya's irony,

which is so plain in his "Caprichos", to be mentioned soon, has not missed
its mark in the royal portraits. Whether he was clever enough to use his
irony deliberately or not is a difficult question, but,the undeniable
technical mastery of these portraits apart, the wonder is that his patrons
were content with the portraits if they knew much about Goya's other work.
Byen if he expressed his contempt for his royal patrons unconsciously,
however, these paintings are of great psychological interest, because they
show his unconscious meaning and his deliberate intention so well combined. .
On looking, for instance, at some of the many present-day inexpressive
portraits of academic dignitaries, one sometimes thinks that artists reveal
unconscious attitudes surprisingly well. Later Goya undertook work in which
there was no need to hide his gift for ironic comment, However, in certain
Paintings for the Duke of Osuna, done in 1787, including preparations for» a
bull-fight, a pilgrimage, with a woman fallen from & donkey, and an attack

on & post-chaise, his realistic imagination was allowed free play.
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The third period of Goya's 1life begins with his serious illness in
1792, from which he did not fully recover until 1794, though the apparent
length of his convalescence may have been extended, because he seems to
have used the illness as a cover in escaping from work for the tapestry
manufactory. He had suffered from ear trouble since the age of thirteen,
and this illness of 1791 led ultimately to complete deafness. The illness
was en important turning point in his career because it released him for
the time being from obligations to patrons whose artistic taste had limited
 the freedom of his worke The ear disease, complicated with psychological
factors, may have been a profound rebellion or escape-reaction.

In a letter of 1794 he mentions that he has been "making observations
for which works done by order afford no oppori:unity, not permitting
imagiﬂation and invention to find free play". It is not clear which of
his paintings are thus referred to, but in another letter he mentions a
drawing of a lunatic asylum painted in 1794, showing a fight between the
inmates and an overseer, an incident which he witnessed. It is clear
from later writings of Goya's that by "making observations” he did not
hean simply photographic representation, but expressive rendering of what
he had seen or imagined. The Duke of Osuna seems to have been a
Sympathetic patron, and in 1798 Goya painted for him four scenes of
Witcheraft and two stage ghost-scenes. Goya beceme first court

- Painter in 1794, and his portraits at the end of the eighteenth century

are / |



ere especlslly good in psycholgical insight and freedom of treatment.
It is well known how penetrating and expressive are may of Goya's
portraits. He has a gift'for perceiving the essential qualities
of & personality and expressing them, which rivels that of Rembrandt,
and his psychological knowledge and understanding of men may have
been wider than Rembrandt's.

Most interesting, however, of a1l the work done at this time
by Goya, 1s the second long series of etchings, called the Caprichos,
which were first published in 1797. = The etchings were intended to
be a pictorisl comventary on human vices and errors, and probably
conbeined some personal references. Goya used Spanish proverbs
to intensify the meaning of many of the etchings, but he also
tried to reduce thelr sharpness by writing an introduction to the
first edition, which, however, was not printed. He got into
difficulties with the Inquisition over the Caprichos, but extricated
himself with dexterity, and before 1803 the plates were sold to
the King, who evidently did not consider himself attacked. A very
interesting Capricho (75) shows an unhavpy palr, & men 2nd a woran
bound together back to back, struggling to separate, and s ove, with

Selnn
one clawed foot on a tree to which the couple may also be bound,

8nd the other on the woman's face, is an enormous and fantastic owl.

The etching is entitled, "Is there none who can free us?" This

night be g bitter comment on the marriage law and the social
Usapprovel of divorce. Tne owl might represent ‘overpowering and

Stupig conventicns which were also cruel. Another etqhing (42) shows
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j/‘b"bwo very self-gatisfied donkeys riding on the backs of men who seem quite
contented to bear their burdens without complaining. One donkey wears spurs.

The work is entitled: "Thou who canst not", which is the beginning of the

refrain of a Spanish folk song, "Thou who canst not carry me on thy shoulders".

It may be a very ironic comment on Spanish affairs: the well-fed donkeys

above are supported by the labour of uncomplaining men who are almost exhausted.

fnother Capricho (41) shows a monkey painting the portrait of an ass and making

it look very like a lion; the picture is entitled: "Neither more nor less".
This might be interpreted significantly in view of Goya's own cunning and the
complacency of his distinguished patrons, but it is easy to go too far in these

interpretations., 1

In the latter part of his life Goya tended to greater and greater simplicity
inAPaintings, and to keep to greys and quiet colours, and his interest in the

Mwiclas ses continued. An important event for him was the Spanish War of
Independence in 1808, after wi’cneésing many scenes in which he produced a
lumber of paintings and a third large r;erieg of etchings called "Desastres
gi}_a_@_gg_r_{g". These etchings were mostly done in 1810 and probably not
‘finished till 1820, and among them were included a number of scenes from
the Kadrig famine of 1811-1812. These Desastres, like the CaRrichos, are
 didactic; they show exceptional powers of observation, and no national or

other Prejudices interfere with the humanistic rendering of the horrors of

wr /
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“ war and famine. Goya also did a series of etchings illustrating bull-fighting,
in which hewas always interested. These, again, shor remarkable powers of
observation. And he made a shorter series, of "DisEarates", which are
expressive of his own ideas, like the Caprichos, and difficult to interpret,
though they are probably ancther commentary on humen life.

Goya died in 1830, and it is worth noticing that at the age of seventy-three
he made himself master of the then relatively new art of lithography. He had
& number of pupils but no distinguished followers. His work, however, had a
tremendous effect on the art of the nineteenth century, in the directions, on
the one hand, of free imaginative expression ("expressionism"), and on the
other hand, of free rendering of what is seen ("impressionism")., Like Chardin,
e was enormously interested in the illumination of the solid masses represented
in his paintings, and in the balance of those masses into structures and
designs, but his range of subjects and of human interests and sympathies was

vastly greater than that of Chardine
Daumier.

Son of a glazier and unsuccessful poet, Honord Daumier was born at
Yerseilles in 1808, His father removed to Paris in 1823 in the hope of
ﬁlrthering his literary ambitions, but he did not prosper, and Honord had to
earn hig living as a clerk, Daumier wished to be ’an artist, but his father

did not approve until Lenoir, founder of the lusbe des Monuments Francais, saw

Devmiertg drawings and strongly advised him to agree. Among his fellow

pupils /



pupils he met one who taught him the technique of lithography, anmd he was soon
able to earn a little money by his art., In 1829 he published a series of
compositions which included two political caricatures. These were seen by
Charles FPhilipon, a fanatical opponent of the government of Charles X, After
the revolution of 1830 Philipon turned his attacks upon the bourgeoisie and
Louis Philippe, and Daumier became a caricaturist on the staff of Philipon's

paper, the weekly "Caricature". It was essential to Daumier to earn his own

living, and be free fram dependence on a financially embarrassed father. He
had shown ability as a caricaturist, and, moreover, he was young and readily
influenced by Philipon's political agitations. Apart from these circumstances
there is no evidence that Daumier was anxious, of his own accord, to become a
revolutionary cartoonist, or that the career was chosen tecause it was likely
to be a permanent interest to him or to give full scope to his abilities when
natures He was afterwards to regret the choice profoundly and to make every
offort to escape from the trap in which it had caught him,

The second period of Daumier's life, from 1830 until about 1848, was spent

in his work as a cartoonist. "La Caricature” came to an end in 1835,

Suppressed by a law which forbade press-comment hostile to the government, and
Daumier wag employed thereafter by Philipon's other paper, the daily "Charivari",
¥hich aimed at social rather than political satire. The work of a satirist of
Manners was perhaps more tranquil, and probably more suited to Daumier's
tendencies and interests than that of a political cartoonist, for he had an

intimate /































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































