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The Social Basgls of Art Critleism
Helmut Hungarland

In this paper 1 propose to discuss what I eonslder a basile
problem In art eritielism. -- ths possibility of reconciling divergent
value fudements within the framework of a theory which 1s opposed to the
notion of absolute and universal valuss, In selsetins this problem I do
not want to sugrest that thers are no other problems in art criticlism, or
thelan mxkmx evaluative eriticlsm of the sort advocated here is the only
kind of eritieism., I am well aware of the many questions in criticlsm
whish are in need of sélution; hmvu:é-. I believe that many gquestions,
now heatedly debated, will be elarified in the gourss of my investigation,
and I eall the problem "baslic" bacause a gpreatme number of the discussions
that arise iIn eriticlam are, in many instances, Glﬂlﬂllﬂ' connected with, If
not redugible to it, I shall Introduce the problem by deseribing the com-
erete situstion In whiech 1t arises. The situation which I have in mind

1= one In wileh two people who look a painting diszgree in regerd to ita
assthetie walua, B { Por econveninea' sake I shall erll thesme poople " per-
eiplents®,) "Maagreemsnt™ In this context ia defined ans a divercence

of oplinions, Interests, desires, attitudes, ete. on the part of the wvarious
perciplents conecerned In repard to an aesthetic phenomenon.In actual
situations such diverzencles are expreassed by the fact that one person

| Ip&rﬂpian‘t}- prefers = nt_:ill-lifa by Fleasso to a nude by Senoir whish
is 1liked or approved of by another person fperciplent).

Assuming that a certain mmount of agreement in regard to the

. walue, or disvalus, of csrtain forms of behaviour; situations, or obfects,
_eri, -



i3 a necessary condition for the susccessful funetioning of a soelally orgeni-
zed cultural group, and assuming that art 1s subject to the general con-
ditions of cultural behaviour (and not en extra-cultural phsnomenon), 1t
would seem that one of the tasks of art critisism is to clérify, mediate
and, if poasible, reconclle such divergenslés as deacrlbed sbove. The
specific rejection of a theory of absolute and universal values, that is
to =say, the acceptance of a relationsl theory of welue as the framework

in which such mediation is te take place; should meke it abundantly clear
that zwswweikixktomw I am mot surcesting that reconoiliation is always
poasible or that it should be nchieved under all condltions or at eny
price. _

If we accept the condltlons of cultural 1ife and growth referred to
gbove - and I gannot see how they could be rejected = then we are con-
fronted with the dilemma whioh modern grt critlelam hgs to fase 1 avaluatiw
eriticism presupposes some sort of aystem of atandards, yet many art
erities ( and I should count mysell among them) :-ajufat the notion that
2ll works of .2rt can be Judped in terms of kism standards that are applle=
cabls to all of them and that are relevant to works of all times and pae
paricds. The study of the history of art and of the history of ideas
provides 11ttle evidence to support the notion of sbsolute and universal
valuss, but a great desl of evidence to the contrary, In addition, one
must point out that such = syvstem is undesirable from the viewpoint of

goelal cooperation, beocause thwose who sdvocabe it, too often tend fo en-
force one partisular set of valuas (allezed to ba shaclute and universal)
and not permit of any diversense of valuative acts or decislons of differ-
ent Individusls.
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These facts have led some authors to sugegest a way out of the
€1lomma which, .as far ag I can ses,; Is net & solution but rather an eva-
sion of the problem. Tt kas bsen argued by some authors that, since
bhuman beings rem as Individoals are unicue, and that, since works of art
are unigue value structures; divergencles caoncerning thelpr value are In
meny easfes inevitable and, if occeuring, not reecneilable. It is, of
course, not my intention to deny or doubt the unigueness of Individuasl
struetures, animate or inanimate. However, 1t sesms to me that a theory

whigh stresses unlquensss exclusivily and whigh, Iin cemsequsnges, denies
the possibllity of evaluative critiecism, iz not mdequate in the senae
that 1t does not asecount for z number of fapgts relevant to oriticism
and the situatlions which neceasltate ths passing of wvalue judmments.
™e srgumenta often sdvencad against svalustive eritieism can be sumrma-
rized as follows. The ¥ avaluantion of a phﬂnqmannu prasupposes atandards
in tarms of which 1t ean ba judsed, Standards, howaver, imply élnssas

and sinee works of art are not elassiflable bul are unigue, we cannot have

evaluative eritlcimm, It 1s consistent with this poaition that one holds
that 1t is the eritields functlon to interpret the work of art, but net
to pass judgment, The first argument sesams to ms an attampt to justify

what 1s clearly n preferenge for a particular kind of value =-- the wvalue

of uniquenass and/or oririnality -- by an appeal to thn'prinnipla that
a thing is identigal only with 1tselfl, However, 1f we wish to apply the
relation of identlty In.this manner to things, (not restrieting 1t teo
names or symbols) then 1t 1s applicable to @ll instances und has no par=
tieular and axeclusive ralavanca to art. In thla senss; any event in
physics ia "unique®, yet the usefulness of classzes and standards in
phvaies ¢an hardly be denifed. Similarly, every human beine is Tunique®

in this sense, naverthaless ths possibility of gln:nirinuﬁiﬂn and the
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exiastence of standards of beahaviour cannot be doubted. That is to say,
if one denies the possibility of establishings classes and standarda fop
asathetiec objects on g;rnund‘a of thelr uniqueness, then the establishing
of ¢lasses and standards In all othsar fislds can slso be denied on the

same crounds,

In regard to the eritie's funetioning only as an interpretar, the
following comments are offered., Since a critie usually does not inter-
rret worka of aprt chosen at random and indiseriminately, but presumably
takes an interest in the the work of art whisch he interprets, he hag, in
Hlunt:l.ng gertain works of art and rejecting others, applled some sort of
standard. In view of the faect th:t the eritie, by interpreting a certain

work of art, wante to arouse interest in an sudience which may be indiffer-
ant bto this work of art, I fail to ses why ha should pratend to an
attifuds of indifference, which in fact he does not hold. The request
thet a oritle should state Wim the conclusions which he hus reached
eonsgernine the aa_;th&tin valus of & given work of art, u.huuld not be
interpreted to mean, and does not Imply in any wey, that he should force
his judement upon others, or that he should cling to one spproach and one
set of standards exclusively,

Furthermore, it should be pointed out that in our pressnt culture
eritliolism doss setually take place and is generally considered to perform
en important funstion; 1t oecurs in educatlonal institut¥ions where
the work of students is graded. Gritigism published in journals and news-
papears functions in faet (if not in intemtion) as & Wwlue judpment; alse
the whole system of juries, awarda, prizes, sete, would becoms meaning-
lsss without a criticliam that solnowledmed walue judgments,.

The problem which a theory of art ecriticism should solve is therefore
not whether somparative walue judgments are possible, but 1t 1= rather
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the problem of evihlving an approach which facilitates comparative
evaluations without falling baek upon a system of absélute snd universal
values, The approagh proposed here 1s based upon the following threa
essumptions ¢ (1) Notwithstanding the individumlity of percipienta, it

iz possible to to reconcile divergent preferences and Interastaj

{2} in eertain situations, 1t desirable that an agreement comcerning the
value, or disvalue, of certain phenomena bs achieved (which does not

wesn that agreement must, or can be schieved in all situations and under
a1l eireumstances); (3) notwithastanding the unlqueness of individual
warks of art, they mar be Eammwead conslidered compnrable intsr se within
the deseriptively definable limits of their respective classes or atyles,

The third sssumption sbove ralses the question of classification

of worka of art, Thils guestion I have dimcusased fully elsewhare Lﬂﬂﬂ_-.,

for ths purpu-tul-]lar this discussion, I restrict myeelf to a brief summary
of the main points of those investigations. Any phenomenon can be classi-
Tied in meny different waye and the sdequacy of = nartluulgr system of
classifieation depends upon the purpose for which it 1s to ba used.
Similarly, the guestlon of how wide or how narrow a given cless 1a to be,
is a matter of practliesl considerations,The major question with which we
are concerned ias, of course, "on what basls are we to classify worka of xwk
art ?":, In repard to thdt guestion, the Tollowlng comments are offersd,
Sinse, In tha oritfelsm of works of ths visual arts, ons is dealing with
ebjects that are percefived visually, no s stem of classification, com-
parison and evaluatien ¢an be adeguate thet is riot beosad upon, and in
eonformity with, the prineiples of ihe paychology of perception. In saying
thls, I do not advoecate what has besen sometimes called & “pursly formalist
epproach” « that would,in faet, be in contradiction to the request that
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attentlion be be pald to the psychology of perception., I am saying, however,
that if one considers objecta primarily as visual objects; then the first
step in olassifyling bhem must be in terms of visually perceived simi-

larities, Thase similaritlss arse pestslt slmilarltles; rather than

eimilarities of secperate single chorzscterdistlics. By that I mean the follow
ing : one oan dlscover the same sheda of Peddish- 3 let us say, in
Bembrenfitts Hendplkle Steffels st s Window and Miro'a Composition {(1833)

and henea 1t would bes permissible to cloesify the two picturas on the basis
of that similarity; Howsver, I should hold that percelived as wholes, as
geatalts, the Rembrandt and the Miro have so 11ttle in common that, in
terms of our approash, they are Insomparable inter se. In practice, =&
grest number of egriteria whigh are used in oriticism wre derived from

the ¢lasses which have besn establjished through art histoyical studies;
not only have such classes been applisd to works of art of past perleds; ut

they hava also been appliad, on the strangth of slmilarities, to contampoe-

rary works of art,

The problem, then, consisss in analyzing the accepted alaﬁsiﬂ:uti-um-
or stylas, and in showlng why wae pﬂrﬂeitﬂ'aa. nimilur? paintinras which are.
sald to belonr to the same style or class., Furtharmore, in cases in
whioh we heave sz vet not devaloped usefunl olass concepts; &s ie the case
of a great deel of modern art, we must endsavour to discover tha gestalis
in terma of whielh such works of art ¢an best be seen s u.niﬂqd and Eax
coherent wholse., Wolfflin, in his Prineiples of Art liiai:ngz? ‘has ssigb=

1lished two clzsses - linear and painterly - which are relavant to two
kinds of arty 1t 15 now necessary to add new elasses 1ln order to be able
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' _ to evaluate adequatelythose paintings which do not fell inte either
of TGlf1ints two classes,

Fesling Justified In assumine thet In the visual srte descriptively
definabla olasses ¢an be, end haye been, used, we msy now turn to &n
analysis of some of the iuﬁgiimtinna of ‘the above sssumptions. In view
of the well-lmown faet that one and the same wopk of art can have g
@ifferent welue for different pereiplents, the notion that a work af art
must have one, and only one, assthetls wvalue for all perciplonta i_n =
Jected ss untennble, From this it follows that, in cases of disagreement,
the Mtarﬁubja:::ﬁs::guu of 2 given work of art Iz undetermined until
the end of the discusalon -- such o velue osperges durdng the discussion,
The guestion with which eritielsm is concerned is; therefore, not whether
& pareiplent fecls, or can fesl, In 4 sertaln way towards a work of art,
but rather whathor it 1s desirable (from the eritlets point of view) that

ther worda, the gquestion 1s not whether a work of art has positive
1"'1r;iﬁﬂtlﬂ.h but rather whother two perciplents san agree that 1t should have
r i -

positive value.

If we consider the reaching of such agrssments as the aim of criticism,
tws possible ways @b of schileving such an alm saem to be offersd.
(1) Pereipient A requests perciplent B to accept his valuation of the work
of art In question (or wice wersa). (2) In a process of exchange of obser
vations and Interpretations, either of the two percipients discovers, or
both discover jointly, new aspects of the work of art, and sueh discoveries
lead sither one, or both of the perclpients to adopt attitudes different
from the ones held proviously,
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ieesrding to the poslitlion assumed hers, the assthotle valus of
a work of mrt cannst ba definsd indspandantly of the satisfection of
a parelpiant’s expectatlons. The problem with whleh we ars deaiing here
sonsists In changing & percliplent's expectations towards a given work of
art, In othar words, LQLmnrm'& mdoptes a nepative altl tude towards
Henry Moors's Geolining f‘iﬂuﬂ. and if it consldered deairable that he

ndopt a positive attitude towards 1it, tohen thes nrir.in's task consists

in pointing out te him, that, by assuming a differant sat of expectations,
he may be able to adopt a positive attitude, and thus galm assthetic
ariir:mﬁim from an objeat that seemed to offer little or no possibllity
s+ eugh satisfaction prior %o tha digensaion, Since art critlcism is
not coneerned exslusively with the percipientls sttituds, but raliier with
the sondttions Within the work of art towards which sueh attitudes ere
taken, it would seem negesssry to point uut- thoae sspacts of the work

of art which, in the eritic's opinion, would maks a changs deslrable and
justifiable.

I should like to dlstingulsh here batween two kinds of statements i

I{'.I.‘I' Stetemants concerning the consequences of a change of attitude;

such statements might bo galled "inducdements"; theyep=siipcsel proedis-
pose a perclipient to a change of attliude and expectations; and

(2) atatements coneerning the aspects of the work of art towards wihleh
a changs of attitude is sald to be deslpable, and which, if approached

relavantly, will yield the conseguences snnounged In the Mndusement”,

The statements eonstituting the Indugement are derived Crom the delinitlon

of sesthetie valus and art. If becomes eclesr, I think, tThalt ths ﬁ‘uluﬁu-
mant, 1,e, the definition of art and of aesthetic walue savs little about

the sssthatie gqualities of the work of art, but is rathar a statement
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of tha rﬁlﬁﬁhich art and assthetlc valus should play within a given
cultural group, and the soclally spproved reastlons whish & percipient
ahould havs when confronted with a work of art, For example, il
aesthatic walue 15 defined as "pleasurs on the part of the beholdar®,
then tha part af ths dalinition which constitutes the Inducement
uaﬂﬂ!ﬂt{:i?,ﬁé;ﬂ;ﬂﬁ:tiﬁn that the parcipient will gain more pleasure
iT Le udnptsAannrﬁa the object which rhe eritic urces him to adopt,
and it alse asasures tha percipient that it is soelally accepisble gnd @
proper Lo experisude plemsure when having an aesthetic experiencs,
 Indugsments sre nageasary but not sufficlent for an effective
art orlticlsm. Ihey are necessary In the sense explained sbove; they
are Insufficlent beczuse they do not mpecify Mow and in what ways the
prediotsd state of sstisfacilon is to brought about - thay mearaly
predlet, or urge, that « state of satiafsction is to bae achieved, and
the justification of achieving satisfaction ia not derived from thn_
seathetie guallitiss of the worlk of art, but from the system of walues
sangtionsd by & eultursl proup. Let us Imagine, for example, s critls
who adiressed another peroipient with the intention of arcusing his -
interest In, and changing his attitude towards van Gogh's Sunflowers .
If this eritie tells the pereipient that he will experience plaassure

Decanse the work 1f besutiful, the oritic hes merely atated what 1s the

~Pproper resstion towards beauty (in unotier sultural setting the proper

resction might well be moral elevatlon, stc,) But the eritic has not
ateted why the work iz suppossd to be besutiful, or in what respects
& work nf art 1n wideh the pereipient ia supposed to taks an interesat
éiffers from one in wiish he i%?%hppﬂﬂﬁd to take an 1nﬁara=t. == and

that is, after all, the lssues about whish disagresmwents are apt to

grige,/
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arise. 1In most pases the eritiecs have, of soursge, not restricted themsalwves
to mersly assarting thntE::tI:ﬂ of art 1s beautiful, dynamle, mesthetisslly
valueble, morellv elevating, or whatever Lha case =may be, but they haove
reneraily attemnted ‘o lend welsht Lo their inducements by saying that |
pleasure will be axperisnoed because the work is besutiful bagcause 1t

is interrated, harmonious, wivid, ets. etoc. Unfortunately, such a fusti-
fieation confuses the famie instead of clarifying it by introdueing
suoh value gualities as “hermony ", "intssration”, "vividness®, ste., and
treatine them &a if they ware oblective properties of the work of apt ,

T™e evaluation of & work of art involves the evaluation of the

runétian of its components., “he fuonction of componen £8, hHowever; cannst
be Judred without a Imowledge of the u':'l:li;l_ﬁa_l'_.:l':ra which 1a to be attained
by thatr finetlonine, Since our pduitiﬂ; implies that criticism cannot
be basad upon the assumption thot there ia ona, and only one, objective
Tor ell eomponents in 811 works of art, it follows that eriticlam must
be preceded by an agpreement ooncernine the objec tive in relation to
vhigh the funetlon of components is to be judeed, Failure mi:h:h
results elther In meaningless criticlam or Implies that all componen ta

in all works of art perform the same funetion sand that the manner in
which they are supposed to function 1s known and understocd by sverybedy,
Such an assertion eould only be supported by confusins the apacific
perceptual and apsthetic funetlon of components within the work of art,
wlth the role asoribed to art snd assthatic velue in & sultural ETOUp .
For example, if the role of mssthetic valus and art is defined as that
of glvine moral elevition, thu;z the pereceptual funetion of the caomponents
is not that of miwimgk being morally elevating, but of acnleving a
perceptual objective, and it is the suseessaful achieving of that
objective which brings about the moral elsvation <- otherwise onas
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would have to claim that certzin colours are morasl snd other colours are
immoral. What 1s meant by "percsptual function" of components may be
furtier explainesd by comparing two paintings belonging to two differsnt
styles, In Rembrandt's The Jewlsh Bride the pietorial components, coloum
and a‘nh.pn_u, -are combified in & partloular manner to creazte the impression

wWhiersns
af a third dipansion on a two-dimansional ﬂurfﬂ.ﬂ-ﬂ;ﬁ in Vondrianls

Composition in White, Dleck and Red tha colours and sh ﬁ:& "i""h‘“‘"’
W iCh tenmﬁmmp;naaiun af u two-d ons
in n menner mmw X H N MR .._._-1._ ey .
compoaition on u two-dimenasional Hurfhnﬂ.

nnxn&hnmggﬂunzkgﬁgu!ﬂngq
rasthatie

If one grants that the perceptual;funsgtion of components in

different workes of art is diffarent - and I cannot aes how this could
be denied «- Lhen the necesalty of reasching an acracment consarning the
aeathetic percepitual objeotive of & given wirk of art for ths purposes

of art eriticism Is obviouns. The Insistence upon judzing works of art
and thsir somponenta in terms of relevant objectives raises fmmedlately
the question, ¥ How can ona ﬂﬂtﬂm:i]'lﬂ which af a mumbar of pumﬁ!:ili
objactlivas 13 relevant to a given work of art o

Accordizng to the position maintained here, 2 work of art can hava,

and trobably has, mors than ons objsctive. Fprom a purely uuadumiq—ﬁhaﬁg_
retleal noint of view thils statament could be interpreted to mean that sny
m+f a pregtleally snlimited number of oblectives 1s applicables to sny .
givan work of art,; and that, tharefore, 1t is imposaible to obtain the
aFresment necendary for oriticism. (3y impllication, thla would make any
svaiuative or comparative oriticliss Imposiible;) However, such 1uta;-
pretation Is noft necessarily implied br the above atatemsnt, :I:H:II."' dozs

it arres with the known empirical Cacts =-- agreoments, whiech Tormed the
basis for e¢riticism, have been achieved (usually in the form of tacit
nssumptions rather than in the form of expliclt announcements). But
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Hut even if sush agreements. never had been sehieved, this fact would not
nredlude the possibility of resching then now, or 1; the future, nor
would It Invalidate the corrvectnsss of tha EEREX  Teasoning presented
hers, Fortunately enough, the lomleal reasonine s hare not in contra-
dietlon to the evidence of exrarience.
‘The common cultupa] baskeround, the traditions, =nd the purposss of

those conesrnsd in the process of ¢riticiam serve to elininate quite a p
numher of possible objectives considerad by them m»x to be extrems,
arbltrary, or irgelevant., Few critics today, to give but one example,
would insist on considering (and condemning) Dagas! Eallet Dangers

in terms of the Neo-Classioliat elarity of Poussin's compositions,

¥ithin eultural groups certaln habita of parcoption have been Tourmed
wihich are relatively stable and relatively uniform; The relative stabie
11ty of such persaptual pattarns froguently hides the problem 4lseuased
Lere (ard Introduces ansther one). Sinee ths aprrossh to works of art
ie shared by a majority of mmewipnimts people, 1t is taken for granted
that it is the only possible and proper ap-roagh to all worlks of art,
For exsmple, .88 long as the Classieist werceplual pattern was dominant
and accepted by the majority, all works of the Baroque perlod were seon
&3 deperting Ifrom a "natural® way of looking at peintings, and were
condammed accordingly,
While the relative stability snd uniformity of perssptual patterns

£s the bagis of orranized eritielss, it craates, on the other hand, the vary

problems with which we are concerned here. Disagresments concerning the
masthetle value of works of art frequently, if not resulafely, occur when
new stylas ;; art arise which cannot be nrt?iui:ad in terms of the
prevalent, aecepted patterns of perseptulon, Thus, when Honaigur Wolff
Hescribed the works of Pisarro, Honet, or Sencir as lunztie; when Np;
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Kenyon Cox dencunead wen Gogh and Gsusuln as med men, and when Fleasso
or the Surrealiste are condemned &8 Insans, we have an 1lluaipation
af the inatﬁ.i:y on the part of perelplents to break away from accepted
perceptual patterms. All too oftan, one condemns as bad anything that

@iffers from one's ageustomed munner of perceiving, without an effort

to at least inquire whather thweass new worka sould not be considered in
torma of spme kind of new perseptuanl patiern (and thus be found to
glve satisfaction).

The Two major sonditions for en adequate ard criticism dﬂﬂm
ac far %ﬁrﬁ ¢ (1) that,Iin cases of 4ivergense of opinion, tha wvalue
of a glven work of art emarces duplng the dlscussion eoneernines 1t3
{Ej that, although "indusementa® (in the sense In whish we used the
word)} are necessary, there ls need for an acrsemant conaerning the
mannar in wiich one can ashieve the mhrdmutéwm sestheotlc satlafastion
whioh is pxamin pradisted (promisad) in ths Induceoment,

The following exmmpls will, II 10pe, 'ﬂmﬂiggﬂrmahim
involved here. ILeb us suppose that 2 critic is tryins to perauadas
shothar person that he i1s wréng in eondemming a still=life by Bracqus
‘beeasusse "tiings don't loalk like that In regl 1ife"; the critie will
point ous Lo this pesrson that such stondgrds sre mot releavant to
Hraggue's manney of painting and he 1511 urzs him to approach the
painting in a different way, i.e. more relevantly., 7het arpuments
ean the eritic advance im support of his suggeation without £xiiing
refarring to his personal tastes and preferences, and without invoking
the authority of allesed sbsolute uznd universal sesthetic laws 2
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‘The followlng supgpestlon 1s proposed in answer to the above
questions A ceritie, whon urging another person to look at o partieular
painting in a new way, in fact says : ¥ if you approsch this painting
in a new menner, then you will gain more satisfection from it (than
vou are likoly to get i you a]:-pmm_ihfin your present m;,r} e In other
words, he atates an hypothesis and we st ask,; how can such an hypo=
thesls, which contains o reforence to a percipimits snjovment, md
hence a subfective factor, ba verified without makine the verificatien
dependent on subjective and individual preferences (of either oriticf
or ths other percipient) ? For our purposes the following three controls
can be offered. (1} An bypothesis concerning t;;:mﬁ:hn of a painting
is relevant 1 contents mim. are asserted, or underatood, to be preasent
can be shown to be present. Any content, prosented dlrectly or sywbow-
iieally, 1s a component ol a work of art und 23 hange of importance to
art eritieism, Thus, if one wants to interpret and criticize a painting
presenting two female Iigures, one nude, one oclothed, 1t ia important
to Jmow what, In the context of the composition, thess MMgures represent,
Without imowlng (a) the contents of Titien's Sacrad and “rofans dove

enff  (b) wileh of the two [irurss representa sacred =nd whieh profane
love, ‘an interpretation and eriticism of tne ploture will at bast ba
incomplete, quite likely to be misleading, and wrong from the point of
view of the history of ldeas. (2) An hypotiesis concarning the
gesthetlc objective of a painting is relsavant, if the aestietlic expression
of golours,xmdxlines, ond shapes in the composition is in sonformity
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with the mesthetlc expression which these cclours; lines, mnd shapes have
within the cultural tradition to which the pereipient belongs, or other
‘raditions which he has come to understend, The term "nesthetic express-
ion", as usad hera, rafers to the faet that certsin coleurs apd shapes
nre habituslly assocligted wlth certain atates of mind and feelinge, olg.
certain dark golours are usunllr asscoelated with sadness, mulnnqhal'ig

and mourning, others with gayety, ata:f To ba suprs, such asscclations are
culturally conditioned, =s for instsnce the use of the colour blask

as the eolour of mourning in Western civilization, but thess associztlons
are relatively stable and the expressiveneas is usually sxpevisnced as

& guality of the coleur and devistlions are sxparienced as ﬁisturhiﬁg

== &8 one would experience mEmxitixisoehimy dlstuwrbance should s funeral
marsh be played in walts rhytlm. (&) An hypothesis concerning the
gastheatie abiective of & painting 1s relsvant if it ean be shown that

the plietorinl components arae present which are alléged o brins sboub

by thelpr funetion and interrelations the kind of objective whigh the
work of art ia n:aurtnﬁ'hn have. For Instance, the hrpothesis that
Rembrandt?s Saul snd David is & peinterly composition (1n the sense
in which W81ff1lin has definad the term) oan be suprortad by pointing out

that the golour arems merge, that clear sontours are n'rni:'i'lli, that tha
1ioht 18 concentrated in a fow arsas, instesd of being svenly distributed,
that a elear asymmetry 1s avolded, ete. ete.

It oan justifiably be claimed that the three controls presented
above are Independent of a percipisnt's prefsrences and that the verl-
ficatlon of the hypoethesls concerning the sesthetlo objective of a
palnting depends, s doas any seientifie inquiry, on the imowledge snd
intesrity of the investigator, Iconologlicnl studles ars matiers of

Empirteadinguterc
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factual empirical inauiey and so are Investigatisns concerning the
aasthaﬂn expresaiveness which certaln eolowrs, linea, and shapes have
for certain culturzl groups. The third control offered involves a Jmowe
ledra of sueh soncepts sz "printsrly®, or "linear" composition, and nln!'.lar"

s
conceptsy If such ¢oneepts =re not Imown to tho othsr pereipiant, then ‘;

L

the eritic will have to develop them in a procass of cooperation, the
eritic makes, In sush o case, certain predicilons (concsrning the fusction
of components in relation to mn objective) whalch, if they nre wonifisd,
fusktPem  Jostify She assuwptions on which the predietions wers based.
(Thia %e, of course, nothinz Hut the ordingsy progedure in experimentsl
investizationa;) Durlng the brocens of ke verification the oritie

-
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must support hia assertions by referring sonstuntly to nﬁ!mmhlﬁ piatorial
fastors, and he must sulde tha observer's perception by meana of a
deseription which operntes wlth constant cross-references betwaen
what tha eritis claims the parciplent should smee and these factors In the |
puainhjng wiilsh would support such elaima.
In the ;!I'ﬁﬁﬂﬂing mn parta of this peper I have endoavoured to :
show that disapgreements concerning the aosthotic walue of works of avt
ean be reconelled In = reansoneble manner, 1.o, Ehakrimnspessx in &
mammer thet does not dopend mm  exclusively on an emotionsl appsal and
~which doos not depend cn ﬂnmrra;l and laws allesed to be absolute, Of Mﬂl‘ﬁ
I do not elalm that all dfsscpeenents wil1 disaprear and that sll
valus Fiupmemizx judmments ji:mt!.-l_‘l'n‘d in the manner defaribed sbove will
be found seespiable br =11 coneerned -- sush & olulm would be In conflist
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with the basic sssimptions of the approsch adwocated here, However, I
do bellsve thet greater clarity und a desres of mhtual tolerande cen
be sonloved-if n ressanabls method is smployed. Por example, If ons
perelntant, Y4 ,objects to & painting by Resbrandt bocatss the contoup
1inea ara not elser, haoauge fipures and gurrounding n‘tihqﬁp]:?-'r? u‘h-'qiiu to

merge) bacmusa the maln figures are not arransed symmetrlieally nround a
cantral axls, -ote,, than parcipient B ecan polnt out to him thal the

set of axpectatlons whisch A brings to ths Fembpeondt 1s not relevant to it
{but 1s eather relavant to a palnting of the linesr kind, s.¢. Palma
Vechlo), During his mmﬁmﬁaf-mﬂ £ nesd not inwvoke iIn any way his o
parsonal prafsrenca, his 1lkes, or dislikes of sithar ths 1insap or peine

!
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terly dad of patnting, After such an interpretation A wight be willing
and able to adopt 4 naw ast of expectations and obtaln sesthstic satise
fuction whera ha previously szperisneed frustration end disappointment,
fm the othar hand, A4 might not be willing to clisnge wint he considars
his eritaria for assthetls asstisfaction; however, if B's Interpretation
was gt all pelsvant to tha plotorial faots, 'f:‘hun__i shotld at lezst be
aols to nmmrﬁe’qami the 1irralevance of linear m-iﬁ:-ia t&mntﬂ-imﬁ}
to painterly worls of art. If 4 %a at all tolsrans, he should bs able
Lo understand haw and why othars may gain aesthetis satisfastion whigh
he, rm- raasons of his own, 13 not able or willlns to obtain.

At tha berléining of this psper I pointed out that a sertain
amount of asreament In resard to values 1s a necessary condition for the
suscessful fungtioning of a sulsursl group. Thes I‘BME?;!;.‘;LM of sugh
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1) 1Af perciplents believs that they agree, the problem 1s hidden; if they
do, in fact agres, then problem does not arise.

2) of; H.Hungerlend"Problems of Deseriptive Analysis in the Visual Arts®
JeAasth, wol., IV (1945) 80-28; MSugrestilons for Froecsdure in Art Cricieisn

JAsath., wolj; ¥V (1047) 1689-195: "Consilstenoy =s a Criterion in irt
Critisiam™ J,hesth wol. VII (1043) gé=llz,

3) Holnrlch WS1Iflin Frinelples of Ar: Hlstory NHew York Tg¥% 1033;

i) It is assumed here that "assthetlc expression” is distinguisiable _,f : |
from "self-expression” and from Toulfural expression™; Yself-expression™
refera to the fapt that 1t la sometimes posalble to infer an arilsi's

perapnality tpnita Tpom his use of certmnin shapes ond coloursy "euliural
exsression” pefers to the faet that 1% Is sometimes possivie o infer gor-

tein gameral chiarasteristiss of s onlturnl poricd from the use ang hmﬂl&u"l

af certain themes or comrositionmnm schemas, J
£} %he reliablllity of the prediction can be further tested by applying
whatever resilia have been achieved to other, similar works of art. Sines
the working hypothesis ia first stated iIn regerd %e only one work of art,
its eonditions are mxm met 17 this particular osse n peroipient does in- ..I
desd paln mors asestheile sstlafaction. Obviously , our cese will be
'stran.in;::hgm& if n widser range of spplioability ecan be shown «- as Indesd
Gan LT &
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