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Al AUBTRACT

This study cc.cerning instiration, tne vsycheological
phenouicnon walerl ing artisiic creatiou, was undertanen for
tne purzose of galunlig son2 iansi _nt into tue creative activity
of tue artist. ToLe metiiod emnloyed, wnile essentially that of
a psycnoclogis.l survey, was not zimel at the formulation of
statistic. .l data, tutl raiier &t a neaningful syntnesis of wide-

ly var_ i.: iuternrev.ticns of tie subject here under consider-
ation -=-- tneories proposed b, rullosochers, psychologists, and
artists in tue different melia. The necessity of this approach
lics partly ia the rec:lcitrance of tue sub ject matter to admit
of any purely 'vujzcilve' =olution, as ve shall sce during the
course of trne inguiry; furiinermore, it wzs believed that only
through such a multiple-aspect approacn cculd a just evaluation
of the v:ricus positious be attaiued.

Thez incuiry na, be ividet into two sections: (1)historiczal-
vhilesormuic 1, audl (£)znalytical-ns cnolc; izal. In the first
p-rt we s.all cocuasiler t.e views of iaspirztion vrevalent in tue
diflerent periods of history: the view of insniration as of super-
natural origin, tringing with it & revelation of the Divine, us
Plato und tue ancieuts Lelieved; the view of insniration as in-
esscntial, a fausiful flig nt of cthe ima, iuation detrimental to
tiae proiuction of art works L, raticual weans, as Sir Joshua

Aeynolds =nd the Aculewiszts neld; wuwe tiicory of inspiration as



iusi it into trutn, ¢-nerally hzving sone rhilosophical imvort,
~== the pusitiou held by Imranuel Kant and his idealistic suc-
cessors; tiie view of iusnir:tion zs an intuitive prasp of the
i.nzr ess:znce of an ovject or issue, as Zenedetto Croce and
“euri Bergsou tinou at; all ncse tueories, eacn iu its own time,
nas bewa 1uflueanticl in toe nistory of aesiiietics.

Iu tue seconl scction the nsycaownalyitic tueories regariing
the motivation Leuind artistic er.stiocw, ~long witii Freud's
study of Lezonardo da Vinci, will receive sore atiention. This
will be followed bty aun ex:miuution of artists' own descriptions
of tiieir states of 'insrmir=ticn', -ad of the degree of 'method-
icaluess! or 'snmountzieit, ! peculiar to certain iniividual artists,
such as Tectiioven, Leonurio, Tcuxilsovs:.,, Lozart, and otners.
Tiaull,, ao «ttewpt will be Lale to fornulute zome tentative con-
clusiois, =27 to sug.est sore furtler imnlica-icns of the visw

of iunlcetion sunporield by this thesis.
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CHAPTER I

ON NETHOD

The study of the psychologiczl aspect of Aesthetics
is as enthralling es it is difficult. Lying within the
domuins of both psychology and axiology, it is to some
extent a part of neither, tut as it were, an alien territory,
a formidatle wilderuess between the two. A4nd here in this
labyrinth of darkness, the Mini in its age-old 'quest for
certaint, ' is confronted with seemingly insuperable obstacles
which forbode the premature end of its innuiry. And the
¥ind oiice apain is a stranger outside the gates of what
should be its own province --- the Realm of Truth.

And yet this sirange predicazent in which the search
seers to terminate is paradoxically its point of origin; ---
Just as oue who is lost in a forest at night during a storm
may, if he does not despair, witness a manifestation of
pover aud nrajesty of overwnelming intensity such as would
have becen withheld from him hed he passed through the woods
on a sunlit aftvernoon, following a series of familiar land-
marks leadiag to his destinztion. In the latter instance
e would have been largely oblivious of tne nature that
fleetingly surrounded hin; in the former, he is, in the

moment of becoming acutely aware of that nature, one with






it --- one with the night and the storm and the roaring crescendo
of blind fury that resounds atout hime.

In like manner, the quest for truth must have its initial
impetus and continuing motivetioan in what is essentially an

erotional experience --- tne fervent desire to know. Disinter-

ested speculation lacss the power to overcome the obstacles

thet preseunt tuexselves aloag the wa,; intellectual apathy

ends in either nonchalant agnosticism or what is worse, dogmatic
sxepticism.

Cn the other hand, 1t should be acknowledged at the outset
of an incuiry of this nature tiaat no method yet devised is
without specific licitatious. The emotional element, if allowed
to run rampznt, would result in a naive subjectivism, which even
if true, would, lixe the mystical experience, remain forever
incomriunicable; the intellectual factor, with its predilectiion
for scientifi:z formulae capable of logical or emnirical demon-
stration, would likewise be at a loss to deal with certain phases
of the subject which lie beyond the scope of scientific psychology
propere.

For example, now would one sei out to determine a psycho-
logical measurerent of artistic insjgiration? By the value of
the work of art it creates? 3But this could be validated from
a psycholo:ical point of view only if we should assume the

equivalence of wiiely-varyiig standards of taste; but such a



siiifting of the artistic standard would tend to refute the
possitility of any standard of excellence and thus nullify the
results purvorted to have been attained by measurement. But if
on the otler hand, we postulate the existence of objective
criteria as determinants of ertistic worth, and of an abtsolute
standard in no way dependent uvon individual tastes, we have
tasen recourse to a braanch of study that telongs not within the
sphere of Psycholoz, at all, but within that of Philosophy.

And yet despite this inapplicability of psychological
measurement to artistic inspiration and insight, the fact
remains that tihe creative aciivity of the artist is essentially
a mental phenomenon. That is, the whole act of creation from
the iuception of tane idea tiirough its development into an
artisticall, expressive form (excludiang the manipuletion of its
purely material structure, which often cousists of rere trained
tecanical facility) is from its beginning to its culrination a
continuous psychological process.

Hence we are faced with the nccessity of admitting to our
incuiry two seemingly contradictory approaches --- the objective
and the suljec:iive; and like those medieval philosophers who
refused to sssert thie primacy of either reason or revelation,
but firmly held to botn, we ere presented the task of somehow

resolving the apparent inconsistencies involved in these two

sources of authcorit,« It may be that human finitude is the



ceuse of cur realiug iuto tneir claiis for validity a certain
discrepancy....we cannot perceive the puint at "'“ich the chasm
betwezn the two is bridged. Truth may indeed be one, but perhaps
there are several parallel roads lealing to that uaitye.

Faving Legun our iavesti_ation with an examination of the
difficuliies to be encountered in the study of the nature of
artistic imnsviration, 1t would be well to consider next the
methol of procedure and to ..ote tne furthner limitations which
may be imposed on and by the procecduree. From that vantage point
we siall be butter alle to recopuize and define the aims we may
reasonatly hope tc attain in this present course of inquirye.

The question of method evoxkes a number of problems which
are not to te disregarded. First, tuere is the danger that one
of the various interprctations conceruni.g the nature of the
sut ject may; come to the fore defending its position with such
veherence as to detract from the imnort of any views to the
contrary that the otiiers have proposed or may later venture to
sug.este In extreme cases this can result in the complete
aanninilatiou of all oppositione. Tyranny is ever prevalent in
trne war of ideas. This 1s particularly true in those instances
wihere the sutject is of a type ithat exuivits both highly con-
troversizl possitilities aul no cowwc.ocu freie of reference by
which to jud.e tiie arguments thal arlise. Evea in sciz=nce, the

most ‘'objeciive' braudk of kaowleige (iundee?, the whole 'tree',






soue may insist) there is still a coertain amount of disputation
£O0lng on as to tlie comparative reliability of 3ifferent methods
of hypoinesis-verificatione A4nd if this be tne case in science,
w.aat way we hope to acnieve in the way of unanimous agreerent
in such 'non-scicatific' fields as huran values? The problem
is a very real oaz, of wnicn the tweatietn century; is tringing
an ever more deepening awareuess. Ye witness not only a war

of ideus, but a war of idezls as well. As to what will event-
ually emerge from tiiis conflict, we may only speculate, and
hone....

30 much for Lne first protlem iuvolved in the method of
procedure. The seconi, ver; closely related to it, perhaps
even a part of it, is the difficulty osed by tiie personal or
'individualistic!' eleinent.e For Jjust as every work of art is,
as ~.ola wriies, "nature se=n tnrough a temperament", so too
every man becomes imbued with the eloquence of a dramatic actor
wnen czlled upon to dz=fend a position that is both near and
dear to his hneart. [uois 'iodividualistic' element is an inevit-
able sturibling-block. Tiie best we can do is to seex to partially
circusvent it by preseniiug viltn greatzr forcefulness those

argurents vhich run alien 10 our own orieuntz2ticn. This intel-

lectual arival.once, wnile liscoacerting at first, yilelds a rich
hsrvest in ths ead, and its value both intrinsic and extrinsic

rray well be inestim-ile.



A third provlew is created bty man's innate tendency toward
waat might be terued "tue comnstruction of bridges out inte
space™. In nis fuest for unlerstanding --- tnat is, for passing
from Lhe «Lovi O tne uLxiown, Laa ilavariably seexs to erect
soms siructure, BJ weans ¢f whicn ue unignt eacsily po from the
ong over to the othere. In scieatific terwinology this is kKnown
as tine process of hypotnesis-forzation; in everyduy life it is
the following-up of a %anuuch"; in pnilosophy it is philosophical
steculation --- Lonce the age=-old love of metaphysics, which
would illurine our minds to the ultinate end of all cuests ---
tne Absolute.

Tnese are but three of the more obvious Aifficulties with
which we sinall Lave to contend; no doubt, many more will come
to light duriug tne course of the iuquiry.

as for tne uetnod itself, we suall approach the problem of
artistic creation first of &ll from tue historical-philosophical
vies,oint znd seconll; from its aralytical-psycnological aspect,
taxing s our guiie not statistical dai=, Luil ratuer ithe theories
of ceunius and inspiration th=t nave ener ed in ihe courss of
time =-- ccnceived by piilosorhers, ps;:cnolo ists, and artists
themselves. The necessity of such an approach lies partly in
tne recalcitrance of tne subject matter to aimit of psychological
meacsurer-ent --- hénce, of a.y "nurely objective" treatment. It

is true tiat in receat jears nu:h investigation and experiment-



ation have beeu curried cn in psycnological aesthetics, ani
tests liave Leen levised wulch enizavor to detsrmiue one's
aptituie for achievement in the various artistic nediae. Certain-
ly one ougnt not to unierestimate tlie great coutributions such
studies huve made to eesthetic inguiry; :uor should one evaluate
t.ex solel, on tiie busis of what the; have accomplished up to
the nresent, withoul t:xking iuato consideration their potential-
ities for furcther coutributionus in the future, as their methods
and measuriag devices are improved.

1o derogatory implicaiion is intenied therefore wiaen we
state that these psychological tests of artistic ability beg
the question which is here at issue. They cannot do otherwise;
for progress in any scicuce is possible only within the frame-
wor< of a given set of presuppositiouns that form a coherent
8,Stvuwe  w@ 1a, dewand of an, scicuce ihat i{ bte not inconsistent
with otuer scieuces accepted as valid zreas of iacuiry; its

status as a science dermacds that it be cou:istent with itself.

w8 perceive @ new iifficulty in the noment we realize that a
proposel solution to a problem in any field of study, such as
psycs:.olo_ical aesihetice, for ex-mple, may exhibit both these
characteristics, i.e. self-consistcency znd lack of inconsistency

with previousl, accevted deota, without nécecssarily providing us

with on alequate exnlauctiou of a given subject matter. For

Just as a dictionary is circuitous in that it defines terms by



means of otaer terms wiich in turn require still further defin-
ition in the szme laungu=ge, so too each science forms a system
within itself; and ia this essentizl feature lies both its
strength and its weakness.

The limitation (if sucn it mey be called) of the rsycholog-
ical tests here referred to is that the) presuppose that which
they set out to rrove. For exemple, in relegating the concept
of .enius to a statistical position on a curve of distribution
of intelligeunce (which in itself nas been based on earlier
mezsurements) tne psycholo;ical statistician defines genius in
terms of precissly this statistical position. Should one
questiou the validity of the rneasuring device used to obtain
tae curve of distributiou, further investigation could decide
the issue as to wheiner or not it uwd been accurately established
ori inally; should oune, however, undertaxe to doubt the concept
of genius employed by the statistician, he would immediately be
obliged to forawulate one of his own, which in its turn would
re~uire its own corroboration by cobservatle, relevant datae In
the saie wa,, tests of artistic aptitude such as the Seashore
measures of musical talent, for example, rest upon certain
funiazental assumptious as to what cocastitutes aptitude in a
partizular art medium. If capacity for achievement in music is
equivalent to one's power of aural discrimination --- the acuity

of waich nay be objectively determined by means of finely grad-



uated tonal differeuces scientifically produced --- then beyond

a dourt such talent is "measurable™ in the strictest sense of the
word. Tut let it be suggested tnat the relationship between tne
cwo is one of correlacion ratner tnan ecuiv.lence, that factors
otner than trne sural must in the last analysis enter in to deter -
mine musicality, and at once a protlem arises --- that of ascer-
taining the significunce of the 'results' obtained. The test

is suoject to "proof"; that waicn is tested submits itself only
to jui_ment.

Tnis is not to szy tnat all judgments are equally reliable;
it is but to say that the wvilidit, of a test lies in its abilaty
to measure what it purports to measure aud in tihis alone. More
we canno. require of it. He:ein lies its hypothetical character:
If its initial assumptious be true, aud if its method be both
accurate zni czdequate, then the conclusions must be assumed to
be reliatle, =ince they follow from these premises.

we have already uoted the inapplicatility of any such
direct node of measurement to the subject of artistic inspiration.
Tne closest ansproach 1o an objeciive evaluation of the creative
nower of zny given artist is to be gzined only indirectly ---
tarough ¢ siudy of tnose art works of which that particular
creativiiy was productive. Aud naving entered into the sphere
of aest.eiic Jjui_.ment we no longer tread on strictly psycuologi-

cul ground. For ve are inuwellately faced with the need to state
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anl substantiate the cri.-ria of our judgrent, aud this of
necessity involves certzin non-psycholo:ical factorse. Our method
is no lon,er "purely® objective, but has pzssed over iato that
relavive otjectiivity to .uicn every scientific incuiry is sudbject
b; reason of its ultinate fcoundation uron a set of postulates
taat must remain 'unproved'.

And yet despite tuls rec:lcitraunce of the subject matter to
admit of psycnclo_icai neusurement, oue llscovers the indispens-
ableness of a psychological approach --- or we might cualify it
tnus, a psycholo ical-philosonhiczl approach --- for we have
seeu now aestihetic Jjuigm-nt must vlay =n im-ortant role. For
artistic ideas Jdo nrot exist in isolation, but only in the mind
o the artisticell -inclined iwdividuzl :znd later in the mind of
ti.€e seusliilve critic w..0o obssrves ihe finisned product; such
ije:s c.u be understool and evaluated only in contex: with their
psycholo. ical import. [o elimincie this element, ®"subjective"
tuou h 1t te, is to rzunder void not oaly the rarticular aesthetic
ileas theuselves, Lut the whole concept of artistic creation, and
to rerove tuenr from ih:t fabric in which 2lone they can find
meanifig.

Thus, wiile thils approach would wppear, at least theoretically
to result in the deuial of ti2 sutjective eleseut, in actuality
(fortunziely or unfortunstel,, devendiig upon one's point of view)

it does no ruchn tuinge In the firet plazce, the n»nsjcholorical and

R
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pnilosophical theories to e discussced here were at their times
of forwn.lation excelleut examples of "briiges out into snace”;
sowe of Luew, coustrucied oy such m-ster architects as Imranuel
Kunt, Sie muns Freud, end Georg wilnelm Friedrich Hegel, have
erdured descite tiue perioliczl or eveun incessant avalanche of
criticisuy nurled & zlust tnene Tnese trilliant monumental
structures bear testimony to the fuct tnat t.ue suljective
elenent in xuowled e (i.e. tnat waich defies "proof") nezd not

be, 1adeed, is not merely an ingeuious device based on man's
finitude, but ratrer, a wvirror reflecting his inherent nobility.

Let us therefore btegin our inouiry with a study cf the

major historical th-wories of wrtistic iuspiration.
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CHAPTER II

-3
ot}
[}
I
to

‘ZDIAIORY RCLE CF THE ARTIST

Inspiration, tne psychological phienomenon underlying
artistic crestion, mey vell be called 'the sesthetic mystery
of the zges'. Ever siance nen first began to coutemplate
beauty in art and to speculate on its essence and origin,
the compelling force behind its coming iuto being has been a
subject shrouded in darxness.

There is iu man a sense sympathetically responsive to
tnat whicn he is unalle to comprenend. He is alternately
drawn to ani repulsed by what he can.ot understand. At tines
his primitive instirct to fear the unknown has led him to
avoid it v all costs --- we witness this in the morbid dread
of objects of taboc among modern primitives who will risk
deatin ratner than couwe into coutact wiih 'the forbidden'; more
often, nhowever, tnis peculiar ambivalence has resulted in a
fory of religious awe or deilicatiow of the uncomprehended.

It becuze 1nvestel wi.n varicus supernatural powers which man
might invoke for succour in times of troutle or dangere. The
object during this process geuerall; uunicrwent personification
as well as deification, 2nd there evolved those attitudes today
referred to as auimism, totemism, anl the so-called ‘'mana

reaction'.
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Yence, 4t was aluwcst iuacvitalle that men with his peculi:r
tendency toward ‘'anthropomorpgnization' snould aserite to the
force behind artistic activity a certain super-human divinity ---
a genie who was said to iuspire or 'breathe into' a few chosen
ones the sacred nysteries, the secrets of the gods. This idea
wes prevelent as late in manxind's history as the Golden Age of
Creece, When vie find Plato speaging of the *divine madness of
peeis": "The poet is a light aud winged and holy thing, and
tnere is no invention in him until he has been inspired....

For uot by art loes the poet sing, but by rower divine;”1 and
elsewlicre in the Jon we read: "The gift which you possess of
spea<iug excellently about Homer is not &n art, vut an inspir-
ation: there is a diviunlty woving in you.‘2

By the time of Plato tne coucept of the 'genie' had under-
gone a traasforration, which may perhaps h.ve consisted of 1little
more than a change of terninolo,y. Here in tue da,s of ancient
Greece, mention is made <f the lluses as divine instigators of
creative activitye There is nowever at least one funiamental
distincticn between the two concepts --- that whereas the genie
was envisazed as a largwly persoual guardiian or tutelary divinity
of the individual voet, the FMuses were resnonsibtle for the larger
spheres of the arts tner.selves. The actual process, however,
remained ithe same --- the Divine spoxe to men through a human

mediator, the artist.
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This attitude toward iuspiraiion as an animating force or
power transcending any nere human faculty, in which the artist
fulfilled the role of pussive nediator, was largely responsible
for ihe veneration of the poet, Fomer. True, he ascribed to
ihie gods certain qualities which in man would appear contemptibly
base, but nevertueless his words were not to ve gquestioned, nor
to be taken lightl;. For when he spoke as an oracle of the gods,
he spoxe with divine authority, and lLis statements were therefore
iufsllible, rezariless of how corrupt such views might appear to
the ®just nen® who sought temperance in all things.

hoszer is here uwentiuned beczuse tnere is in the Greek
attitude towzrd him an wiristaxkable incongruity. It is true that
the Greexs conceived of tne pods cf Lt. Olyrpus as titans, or
Phuman beings writ large®, wiho were to some extent subject to the
sawe Jjudgments of fate as men. 3Zut nevertineless, that mankind
was exthorted to seek wisdom, Jjustice, and the 'zolden mean' is
sowewhat inconcistent with the notion of its gods as sinning
a,ainst tnis mezn. They could hardly be recarded as exemplary
figures. It is not difficult ia the li ht of this to understand
the wisdom of the Greek doctrine of 'man, the measure of all
things'.

There is, of course, something not to bte overlooxed in the
attempt to resolve this incongruity in the Greex attitude, and
that is tne variety cf religious trenis. The uneiucated masses

had tneir Iiounysian rites aad orgies; but aside from this, there
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are to te found in the writings of certain of tne philosophers
and *wise wen®", notably Plato himself, traces of a religious view
of a suspiciously monotheistic cast. Thus, in the Timaeus we see
references to a Demiurge or Divine Architect wio fashioned the
world after the pattern ¢f the ideal Forms, hampered by the prin-
cinle of matter. Ploiinus too, in certain mystical treatises
ascribed to hiw, speuxs of tae Divine, implying a singularity
rataer than a zultiplicity of formws of divinity. It may be that
tnese and otiiers amwoug tne anclent Greexs wno nail locked into
*the nature of tnings" were filled with a conviction of the
reality of only monotneism or polytheism, but were forced for
various reasons --- perhaps to reuder their outlook consistent,
or perhaps to remain in xeeping with the predominant spirit of
their tice, to . ive at least 'lip-service' to the other.

Flato's well-known reniniscence theory, which conceives of
the soul as in a previous exictence having witnessed tne beautiful
world of Ideals, Lears a resemblauce to the poetic insight into
the rLeautiful and the true. we noie this particularly in the
S, mposiuw, whicih so eloquently descriiles the mystical ascent of
tae soul through tue vorious sia.es of t.ue perception of, and
love for, tne beautiful. "He wio has been iustructed thus far
1a the thiugs cf love, anl wno nas learned to see the beautiful
iu due order aud succession, wnen ne coies toward the end will

suddenl; perceive a nature of wonirous bezuty...a nature not
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fair in on: roint of view z.d foul in znother...but beauty,
avsolute, sepair=ie, simrle awud everla=ting, which is... imparted
1o tiue ever  rowing czid perisuning Leauties of all other things.'3

There is, to Le sure, a seuse in which Plato did not intend
thls ascent to be interpreted as applicable to poetic vision.
I'lato 1s .orn betw-en scorn fo; the artist on the one hand anud
extirere a'wirestion of him on the other. His own artistic nature
exncbles him to ar ue «ith fiery elocuence from either point of
vievi, paradoxically. He seldom completely alandons himself to
uncuzlified eulogies of the poet, and in those rare instances
whnere he does so, he cannot refrain from maxin. references to
the poet's pathological character. DPoetic madness ray indeed
be divine, re says in effect, but it is none the less madness.
The progressive ascent to ideal beauty ®"in due order and succes-
sion" is wmore thne Jjourney cf the philosopher, who leais a con-
templative life, than of the frenzied poet wirto in a moment of
intense emotlon expounds truths beyond his ovin comprehension.

We encouanter in Plato as well as so frequently elsewhere
a segregation of the emotions and the intellect, with the asser-
ticn or at least implication that these two polarities can never
be recoaciled. The one always appcars virtuzlly to exclude the
ovner. Cf the two, tne forcer is Ly far the more to be guarded
ascalnste Emotion coastitutles tiue uaninnitited side of man's

nature --- "tne many-headed monster", wnich would maxe of him a
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slave andl then consur.e nim. The poet in the state of emoticnal
exaltation geuerally asscociatei «ith 'inspiration' comes under
the sway of the passious to the utmost degree. The impulse to
create casts over hiz 2 spell, and uander its influence his
iutellect .ni will are powerless to taxe the reins; as Shelley
writes in his "Defence of Poetry":

Poetry is not lixe reasoning a power to be

excited accoriing to the determination of the

will. A wan canunot say, "I will compose poetry."

The greatest poet even cannot szy it; for the

nind in creatiou is as a fading coal which some

iuvisible iufluence awuxkens vo transitory bright-

ness; tnis pouaer arises from «ituin; like the

color of a flower saicon fades aul chauges as it

is developed, aui the conscious portious of our

nature are unprophetic eiither of its approach or

its departuree.

The e€lenent of spontuueily, tlie asparent lack of conscious
ieliberation, is almost universally ascribed to the process of
iusyiration. e shall consider some apparent exceptions to this
later on, in a 1iscussicn of methnoliczl versus spontaneous artistic
creation; but even there vwe snall find no actual contradiction of
tnis principle, <ince so-called 'metnodical' artistic creation,
if it be the work of genius, is cap:tle of explanation according
to the theory of "exteuded ilormant inspiration®. Suffice it for
Low to cunclude ti.ut a ceritain de.ree of spontaneity is a primary

fucior in zll artisiic 'inspiration'.

It i.as been snown that 1ospiravion in antiquity was set in a



18

suners.tural perspeciives. It nad about it the chnaracter of a
revelation or a ypropnecy, the poet being the vessel or ilnstrument.
This view was iuflueutial aii quite comzonly ac:certed up until
tue litter nalf of tae eighteenth century, whein man's newly-
discovered instruzent of knowleage, 3cience, began to assert
ivself. lore receuntl,, inhe wiveus of 'depth psychology' with its
treory of tue suicounscious nas iouwe wmuch to displace, =znd all but
overturow, e view of iusvirction as revelatione. Sowe still cling
to a version of tiis theme «i L.e preseut time, intersyersed with
scireuniific v.riztiowns. Evidence, nowever, is to be found which
suisteuntiates tne existence of a relatively nure form of it even
as late =s the tire vhen Nietzscue was writing:

If one nud tne least vestige of superstition

oune could nearily refrain from supposing himself

to be werel, lae iacaraation, nersly the mouth-

piece, mwerely the ne ium of nigher forces. It

merely states the facts to say that one has

revelation in the scnse that suddenly with

ineffable certaiuty aud precision something

becores vicitle and auiible that shakes one's

soul to its foundaiions. One nears, one does

not searcn; o.e receives, one does not ask who

glves; like lightning an idea flashes out,

aspe.ring us something uecessary, without any hes-

ii.vion as to for. --- "] rever had a choice.'

But one need unot subscrive to tue theory of inspiration as

divine rev.lation to realize triat there is that quality in it

wulch seems to defy explanation by tne psycrnolozical laws assumed

to Le operaztive in ‘ordinary' t.ouzht rrocesses. The principle
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of causality is applicalble to the menial plane as well as to the
physicale. Zvery idea tends to call {orth another, which by reason
of sure proreirtiy of rclatelress directly follows it in the train
of esscciations
Sut wnet are we to szy of artistic insrviration, which often

avpears to Le without any su:sh 'prevaratory' series of ideas ---
and winich geuerally devmarts all too soon, taking with it the
clarity of iusight tnat betoxened its nresence? Here even any
ment:=1 preliwvinacies or expectziion seem unnecessary. The bio-
Jraonies of artists zre filled with narratives of instances when
i the course of an eveulng's stiroll a sudilen flash from out of
.nowhere strucs tiiem, carrying with it tre counviction that if it
could tut finl expression, it would imiortalize that moment.
Cf such an occurreuce A E. Sousmai, for example, writes,

A8 I went aloug, taninxing of nothing in

particular, there would flow into my rind

witan sudlen and unaccountatle emotion, some-

times a line or two of verse, sometimes a

wnocle stanza at once, =zgcompanied, not pre-

ceded by, a vague unotion of the winole.®

“ut besides this apparent isolzilon of 'iusnired' ideas,

taere is Lo be found in the works of art created under their
iufluence an unusual de;ree of comprehensive relatedness. The

artist in giving coucrece form to these ideas perceives minute

coiniectious cu’ relutious among tne individwal partis, so taat
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the expression of the whole in some way illupminates each of its
constituents. Relations heretofore passed unnoticed sudienly

tase on grasat weaniug, aad it is this bond of meaning that unites

artistic fragments, meaking of them a complete work of art --- a
true exnression of artistic inspiraticne.

Since there 1s a peculiar ambiguity in popular parlance
over the differeit meanings of inspiration, let us now attempt
to distirg.ish bctween two of the more common uses of the word.
There is tae coanotatiou employed in tie discussion of the
'‘revela.ion iheory' --- narely, ipsignt; aud this is in accord
with tuae modern concept of artistic insviration, where it is
believed to be a necessary f.ctor, a prime reguisite behini the
proZuction of works of art. <The two thzories differ, however, in
one very important respect: that whereas the former is a passive
insight impartel to the consciousness of the artist, senkrecht
von oten, so 1C spexx, the litter is cn active insight wherein
tue artist is no nere meliatory iustrument but contains within
himself the source of that iasig nt.

There is wuother usage of the word 'inspiration' --- the
sense in wnich a person, place, or object is said to evoke an
emoticnal or intellectucl inclination in the artistic iadividuxl
to comremora.e it in art. Thus, tie composer writes for his

bclov=d ’
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0 dauxe nicht fur liese Lieder,

lI'ir ziemt es danxkbar Dir zu s2in;
Du gabst sie mir, ich gebe wieder
Was jetct und einst uni ewig Deine
Dein sind sie alle ju gewresen.

Aus Dei.er liebern JLugen Licint

Yeb! ich sie treulich abpeleseu,
Kennst Du die eigi.eu Lieder unicht?'

I is ia tule s.me seus2 taat Napoleon Beonaparte may be said to

have beer t.e inc.ir.tion of tue Eroic. S mphouy. This typre of

‘insvir:.tion' mey endure uuto the . r.ve, ur muy vaiilsh when

'tae pule grey dawn of rearon' once z ain appears on the nhorizon,
or wnen tune canflicts of life iuterfere. We do not know wheihar
tne tender sentiwent that called forth the composer's *#¥idmung"
lested or not --- we lixke to ituink so; tut we cdo kuow that in
the cuse of the Eroica, Beesthoveu, with his faith in Napoleon
suwteered wnd nis adnirziion for in goue, is said to have torn
out e title page beariung the dzlication end to rnave writtien on
the score tihe iuscription, *In merory of a great man® --- with
the funeral murch of the second uovement providing an ironic
tousn of hwror not originzlly intended.

This form of iuspiration hus beyond doubt exerted a tremen-
cdous iuflucnce on the creaticn of many great works of art, and it
would be interestiing to unilert..e a survey wiih the purpose of
gelulug some iusi ht i1.to its scoupe.

ilevertieless, ulie prese..t iaquiry will Le confined to the
first meaning ascrived to icspirailow, which may be called
‘general' or 'alstract' ins iration, ic cs much zs it is deriv-

ative from the tot.l psychical bein, c¢f the artist, both past end
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present, siwice it involves memory as well as association and
intezration. In the uniting of these three by means of artistic
iusi:nt there is forzed in tne present consciousness of the

artist a mood cr momeatzry stzie of intuitive creativity wherein
certain elenents frow past werce.tion «und introspection are called
forth, cr 'abstracted' from his psychicecl history in order to find
exrression in a work cf art.

The other t,pe of inspiration, of wnich Napoleon in the case
of the Eroica is an exixzple, might be called 'particular' or
‘concrcete! inspir:iicn =-- a scvurce c¢f an artistic idea embodied
in « purticular fecture of the objective or imazin:zry worlie. The
ianclusicn of 'imegiawary' is importaat, for . reat works of art have
bzen produced thut were based on non-gxictent entities --- 2s for
exzmple, tiie axcient sculpturing of ceutaurs, end the various
mythic:.1l Leings znd monsters inhatiting m:ny litcrary oroductions.
Modern zrt too m.y have 'concrete inspiration' deprived of actual
existence in the world of fuct --- namely, certain shapes and
colors lacsing aa organization corres-onding to zn occurrence in
'tne worll of objective reality'.

Peruapys the best means of disting:ishing iue one from the
other is to suy simply that 'concrete inspiration' refers to

the object thzt inspires, while 'alLstract inspiration' refers

to the psycholo.iczl state or srocess itself. It is with this

latter as defined at tue beginning of the introiuotion =-- "the

psycnolo,icul pnenocienon uaderlyicg artistic creation", that we



siell be couc:irned in the followiug iuquiry into the nature

of artisiic ins:irwiicle

23
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CHAPTER III

ART AlD REASON

Aesthetics, tine pnilosopny of tne fine arts, is not a new
br.ncn of vniloso.niczl iunquiry; uor is the psycholeogical
iuvestigution of beauty in art «nd nature a study to be regarded
as an outgrowth of that comparatively young science known as
deuth, psycnologye Yor in iristotle's Poetics one finds in the
bri<f discussion of the 'catharsis theory' a chord of strikingly
8iiilzr timure to the Freudian vies of urt as an cutlet for
repressed desires. The drarna in aucient Greece, particularly
the tragedy "wicth ianciilents of »nit; and fsir, wherewith to
accomplish its cutliarsis of sucn emotions®l had in comron with
all artistic media the &oilit; to produce a desired psychological
state in the scensitive obscrver. And it was not without reason
tnat the ancient Greek philosorhers spoke a;ainst the use of
tiiose musrical nmodes wnich tziud to instill fear or passivity in
the lisceuer. The well-xnown *doctrine of ethos® received a
more complete elavoration and compelled stricter adiherence then
thon ad any tine since. Even Pluio recoguized the extreme
im,ortance of the Dorian mode as a power capable of evoking
valor zud every manly virtuee.

neverineless, while tae study of Aesthetics goes back at

l.ast as fur as tie Goldean 4ze of Greece, it was left to the
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eighteenth and nineteenth ceuturies to tring it forth from its
entowtment in the Ledieval Period, and to formulate most of the
vroblews Wwilln wilch ths aestietic lnquiry was to concern itself.
Al it wes puriiculaerly in tne writings of the German idealists
tuat iane philcsophy of art was 1o wave its re-awaxening and first
to wiialn tue status of « sclen¢iric spuere of investigation.
Alexauder Sotilieyu Baungerten (1714-176%) is sormetimes con-

sidered tue founder of this uev aestnetics; zctually, however,
ne di1d litile nore tian pive it its uame. He was not a romanti-
cist, aor evel aa idealist, who might see in art a revelation of
tiie asusolutes, Lut ratner, he was a rationalist who in the cold
li,u:t of r=-=ou foreszy: tue vclue of art as au exemplar of order
aad vrororiicu.

#h=t rezson sho el nir was thet tuere is a

specific aul honorztle kiud of order aud

rerlection, &s also a sepurate field, in

poetry &ad the lixe; that this orler and

perfeciion nay be less glorious than the

virtues of recson, tui that tiey are sul

generis, t.zt tie) reculre interpretation

vy an inleperndert discipliue, that they can

e metuoizully conuscted into a logical

wacle wuisn 1s =zutitled to 2 frechold in

tue eneral coumwunit, of philosopny.2

Tuls assoziation of art witu rzacou wws Lo enjoy great

popularity during the .ge of Zlassicism, rarticularl); acong the
Lcaiesmists on the coutinent. It was alszo tu fini expression in

Zagland in the precepts of the Royzl icademy, whose principles

are forrmlzted ia the Tisconrses of 3ir Joshua Reynolds. xith
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tne coming of tre Romentic Era aad za edventurous spirit that
refused to ve bourd by rules, the 'rationazl' trend in artistic
proiuction and criticism was to suffer a temporary eclipse.

In the mewntime, however, tte classicist experienced no
uncertainty in setiing un reuson as e faculty superior to
inagia.ticn in =rtistic creation --- indeed, some went so far
as 10 clalm tnat 1t wus tue sole requisite in the production of
woriks uf art. we see tuis reflected in neynolds' advice to
young studeuts, ®*You must nuve .0 dependience on your own genius.
If you huave great tuleitls, inlusiry will izmprove them; if you
nave but moderate zbilities, industry will supily their defic-
ieucy."3

Ani in what did tiis 'industry ' -consist? In diligent
pra:tice of, a.d i=tisutl «ticucion to, those art works of merit
which &« uneorhyte artist might corny with profit.e He was, of course
to be seleciive, aud not imitute thoce cruie iliosyncrasies of
taste and pannerism from whic:i even the paintings of the masters
are ot ulwcys exempt. Thus, for exmumnle, Reynolds cautions
a.-iust portrayal of strong ewo:.ion, since this destroys the
voised di nity und classic eqguilibriuw of a figures "If you mean
to greserve the wost perfoeci bewutly in its most perfect state,
you cun uot express tae passions, all of which prodiuce distortion
and defornity, more or less ian the noust Leautiful f;;ces."4 He

cites Sernini's statue of David as a cuse in point wiere the
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heroic ileality of tois sculpturing is rarred ty a faciul expres-
sion representing w.it.tioa.

Nature 15 nov perfeci, znd for this reascn a slavish apging
of ner multitulinous det.ils, =zwmong which some defects abound, is
never to be scugiate It is un ideul Leauily --- a beauty to be
cre.iel accor iug to certain estullisned *rules® that will chur-
aCcicrize a greuwt woran of wrte. And a xuowlec e of now to attain
t.ls _erfectiou is .0 .e gui.ied nct through perception of nature,
as Leoan:rdo taougnt, for auwcure Cul.O. su.ply us with that which
it itself lacss, i.e. perfect beaut,, but only through reason.
Reason _uides t.ue telented artist iu wiz choice of valuuble
pr-cents in the works of his predecessors, and also aiis in the
production of foruzl symmetry aud perfection of line ani detail.

Aad yet tihis employment of reason is not in opposition to
tue ctuly of nature as a vbasis of art, but contributory to it,
or perhags ev:n agin (0 it. .8 Alexauder tope writes in his

Essay on Criticisu:

Those rules of old discovered, not devis'd,

Are Nsture still, but Nature methodiz'd;
Nature, like liberty, is but resirain'd

2y tihe sczne laws wnich firsti herself ordain'd.5

and also:
Lexrn heuce for ancient rules a just esteem;

2o copy mature is to copy them.®

according to the teachings of the Asccdem,, tne ariist must
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from the very te inuling of Lis study coucentrate on those prin-
ciples tuat the greatest artists of history have spent their
lives testing zud izproving. Jo con.euce without such a back-
ground, in the hope that iunzte toleut or “origisality® will
suffice is to sow the seeds of deterioration in & style whose
roots nre not yet siroug enougin 1o support such "originality",
the vzlue of which is even dubious in Reynolds' oninion.

Tut what of the ge.ulus? Is he not privileged to enjoy
artiscic freedcn?

No, says Reynolds, the genius must likswise conform to
the precents of the rasters, for otherxise his genius is worth
notning. HRules do not fetter genius, he tells us, but on the
coutrory, "Even genius...is the child of iuitation."7 Therefore
vhat applics to artists in general apzlies ecually to those of
genius:

I would ciniefl, recomrcul that an implicit
otedieice to the Rules of Art as established
by tre praciice of t.e great lLasters, should
bte exccted fros the young Studeatse That
those models whicn nave nasssd thirough the
sprobation or «.es saould Le cousidered by
them as perfect and infellible guides.
Tne sane thought founi expression in Pope's Essay, however in
a more poetic form, where he wrote:
Be Yomer's v.orks your study and delight,
Read tren ty da,, and reditate by night;
Thence form your judgment, theuce your

maxiszs briug, o
And trzce the iuses upwardi to their spring.”
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Such rule-bound creativity would appear to leave little
roow for ihe p..eaocmenon of insviration; for tne products of an
iragination winerein free association holds sway are rarely
cnaracterized by tracirgs of a rationall, constructed set of pre-
cepts. For this reason, 'inspiration' is held suzpect by the
most rigorous classicists wno re;=rd it as a creator of that
wnich woull overtnrow the older artistic trailitions. *...He who
would nave you believe that ne is wailing for the ianspirations of
Genius is in reality at a lozs how to tegin; and is at last
delivered of nis woascters witn difficulty and pain.'lo And else-
where ne speaxs of that imitation "which alone is sufficlient to
dispel this pasntom of iaspiration".ll

And even the Romanticist would a:ree with this latter asser-
tion, zltaough certziuly not with trie derogatory implication in
re,-rd 10 ais 'insyired' creativity. e wno sets up imitation

as the coulitio siue gua non of ariistic proluction must disregard

the possibility of inspiration hiviig aestneilc nerit; likewise,
in affirming the value oi 'flashes' of artistic intuition, one is
denying, icplicitly or explicitly, tne intrinsic worth of eny
"rere® izitative ficult;. For 'iuspiration' is characterized by
origiualit,, in that it derives its beiwng fromr a psychical history
thut is avsolutsl, usicue in its wuy, and distinet from any and
every otner totality of jrast experience. The '1nspirations. of

a Schumann differ from those of a Wapner, just as those of a
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Heine differ from a seats, or a Iitian from a Goya, precisely
beczuse of the different iatellectual aud ewocional temperaments
from which taey spriuge To compose a "Death aud Transfiguration"
such as tnat of Richard Strauss, one must be Ricnard Strauss.
Furtiermore, it is necessary that he be Strauss at exactly that
period in his life waich was productive of this type of work.

Had he written tnis composition either ezrlier or later than he
did, it woull not te quite as it is. Tnhis assumption, controver-
sial though it be, is v:lidated by the almissions of many artists,
and ve éhall consiier this view later on, and attempt to demon-
strate how it is supgorted by much relevant evidence.

For the momeat, in jue fairrness to tne opposition, let us
turn to some argunents whicn scek 10 refute any such concept as
‘inspiratioan’'.

Cne writer speaxs c¢f tue "mythologicul period of aesthetics"
--- When people view genius as avove rules.!® And he tells us
tnzt YIf art imclies selectivity, sxkill aund organi.ation, ascer=-
taluuble principles must underlie ite. Cnce such principles are
discovered zud forrulated, works of art may be produced by scient-
ific synthesis.'ls And a little further on in his exposition he
rz=xes a sug.estion in couformity with the miterialistic outlook,
"Perhiaps in the near future, we mzy learn trnat creative expser-

iences ure merely geometrical projectious of the electro-chemical

patterns of thought on vorious materials having sensory effects
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upon us.“14

how walile tnere may Le a correlation ~etween so-called
st..es of i.spireatiou and "electro-cienical patternus™ in the
cerebrum or even in trne neuro-spiunal system, there is as et
at least uo evideiice warrantic. the conclusion that there is
anything nore tnan a correlation between the two. To postulate

=z equivilence or even a causal connection betw-en tne physical

«nd psycaical sphéres is to fall back upon a particular meta-
physics. Some may even oL ject to the division into ‘physical'’
and 'psyculcal', claiming that such a distinction may not exist.
The cuestion here «: issuc is of course that of the mini-body
rela.ionsiip =-- & proclem wiich zolern psycholoyy 2rnd physiology
find coufronting tnem --- a legzcy of scventeenth century Cartes-
iaa dualisze. The "bifurcatlion of nature® once effected, it
remalas an enigma how the two are ever to te re-united.

And the failure of science to find a sclution for it duriag
tne past tnree cen.iuries somewheat dimrs the hopeful optimism
reflected in tne pnrase, "in the near future". There does appear
to b2 a ccunection, but whetner it be reciprocal or uni-directional
is &t preseat an unsolvei riddle.

Let us therefore zo on to consiiler zn argument that may be
advanced in an actempt to anuul thne possibility of ®"spontaneity"
in arty “lce arpument of spoant.neous creation must be repudiated,

particul.rl, since works c¢f art generally conceded to be amorng the
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greatest, nzve not been producsd shontzneously....® (And to which
is aided the raiiier interesting suggestion:) "4 spontaneous
crzation in the ficld of architecture would probably result in
nochning mcre com:lex than =z log cabin.'ls

It is evident from tne illustration emplojyed that the writer
here cuoted cousilers magnitude to be an imvortant, (although
surely not essentizl) element of "greatness®. But in order not to
be deterred at this preliminary s.are of the argument, let us con-
cede this poiut aud (o on 1o cousider the main issue here at stake,
rnasely, whetner it is true tnat tue greztest works of art "have not
beesn produced spout.neously".

For one tuiu., tuere is thie lestimceny of many artists to the
contrury, and most of them nave rated treir creations in moments
of a 'flash' of insight as far supecior to tne products of "plodding
latoriousness"., Are thre ar:ists then the victims of a self-decep-
tion when they teclieve thenselves to have experienced such instan-
taneous iirsicht?

It nzrdly =.pears likely; for e wLo_seeKs an unierstanding
of the meaning of life must ultim:tel, return to his own inner
nzture, otherwise n2 has no fr.me of reizreuce by which to ascer-
tain ths full measure of wnat he has discovered. Without this
s2lf-xnowl-d e, true iutuitive iusight is too rare and also too
foint iu its manifestations to produce many great art works.

Spontuneods «riisilic cre.ticn tnus seems 1o be real. How is
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it vossible in tne lurger zurt forns? It is possitle by means of
®*successive® inspircations. VWhen, for exormple, a composer is
writi.g a symphony or a novelist is writi.g a Look, the whole must
soreliov tve retained in nerory if thne finislhied creation is not to
suffer frew discontinuit,. Ia this wa;,, though a work of art
suould Le muny Years in rreparation, it will retain its unity, with
each past (ro.ing 'inevitably' out of what preceded it. And what
is it tazi impresses this cneness upcn it? One would expect that
numerous "fresh staris" would turn it into a series of isolated
erisodes; ai.d so tney wculdie. But in a very rezl sense such "fresh
starts® are nownere found in the creztion of a greut art work. Tor
from beginniag to eud it ervodies the evolution of an aesthetic
idea; e:d it is tuc develo.ment of tnis ideu that determines the
course of tue toiwl evolvin, sznenee The woran ¢f art but represents
the culzination of a long series of spgoantane.us nopearauces of

‘inszcirstion'.

)

<

And cer.aps it is here in tihe complex sequence of aesthetic

¢

inpressions wouere Insviracion wight lose its foundation, that
Reason =-- not iwit.tive, cut cre..tive, finds its unique role in

Arte
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CHAPTER IV

ART AlD IDEALISGK : KANT AuwD FESEL

Incanuel Kant and Geory wilrelm Friedrich Hegel are the
first two nmajor pnilosophers of the modern age to consider the
problems of Aestnetics. 1In their systenctic stulies of art
value, crection, eud cricicism, tney go far beyond the limited
inquiry isitiated Ly Saumg-rien, and in so doing begqueathe to
philosoohy a new study, to tige its place alongside of meta-
pnysics, episterology, lo.ic, and etnics.

Tnere nad teen in Saumgarten's aesthetics an unmistekably
apolougetic tonee. According to his view, there are two levels or
'apprekensious' in the mind. Of these tl.e “upper anprehension®
is devoted to the rrocticel and ri:itional, the scientific and the
ptilosoohical, as contrusted with the 'lower', which concerns
itself with fanciful spheres such as poetry. But despite the
obscure, unawzaljwable character of this 'lower' part of the soul,
a s:tudy dexling with it still rossesses a certuin vilue. The
lover of knowled_.e loves ile¢ whole of his object, Flato once said,
aud ti.ls aprpears 1o be Baumiurten's attitude when he writes, "It
can be oLjected to our science tiiat it is bereath the dignity of
philoso_hers, and thzt deliverances or the seuses, fancies, fables,
aud stirriugs of tne passions are telow the rhilosorhical horizon.

I answer: A philosophner is a men zr.ong mene. Indeed he does not
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tnink alien to hinmself so great a yportion of human knowledge.'l

Raurgurten's definition of cestnetics 3ii not restrict it
to the fine arts, but includel the 'art of anzlo:.ical reasoning',
the 'art of tninkiug beautifully', and wnatever might come under
tine nezling of "tne science of seunsuous knowledge". Later its
scone was to bte narrowel somewhat, and its components were to
usdergo a siore rigid end iutense exarinatioa in the "critical
idealisn® of Immeuuel Kaat (1724-1604). If Bauwgarten gave
Aesthetics its nuce, tn2n Kant guve it its mezning.

Referring to the Critique of Ajesthctic Judgement, Hegel ouce

szid, "Kant spoke the first retionzl word on aesthetios."2 (4na
we mignt edd that Hegel himself spoke the second such word in his

Philososhy of Fine Art.) Recently there hus been doubt cast upon

tais clauim for Hauwt's origincliity --- he is much indebted to some
of nis predecessors, we are told --- Addison, Futcheson, and Saum=-
g~-rten, to nazae vut threee. Oue writer ssasycs tnat if we belleve
that ®what Kant 1id to Eume's epistemology was to systecaiize
rather tian to annianilazte, there would be more truth in holding
thet Kant's philosophy of beauty owes nearly everything but its
syst:ratic form to Bnglich writers.... There are few original
ideas in Kant's aesthetic.... “e nas cysteraiized and hardened
distinctions aad oprsositions current in Englisa for the preceding
eighty years, aul this exacg=r.tion results in a reductio ai

absurdum.”3
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In evaluating tne views just expressed, Gilbert ani Kuhn

in itheir History cf Esthetics answer:

But what & sysiematic form was thatd WwWith a
little druratic emprnasis one might say that
Kant and the idea of system are interchange-
able terms: so thnat to lcave hir originality
at tuls point is to leave hiw originality in
all. Keant's mere system was ia germ this
world-shattering thiug: the proof that
esthetic enjoyment, wnile retaining its
uaique anil characteristic quality (a-morzl,
a-logiczl, a-real), is more szrious gnd
pailosoprhical than physical science.

So Kaut, wuile pernaps i.debted to earlier aestheticians,
surpassel then ail by nis iuntroduction of the element of sys-
tematizacion, wnich perrieates not oul; his aesthetic theory,
but his etiiical, epistemologic.l and metapnysical views as well.

Wwhat then, did Kant, the pnilosopher, have to say concerning
trhe psychological factior in ertistic creatiovr? To begin with, he
reserved tne title 'genius® for the artistic genius alone. 1In
this respect he holds a position strikingly dissinilar to that of
most writers who discuss the concept of genius --- a position
tnet can.ot go unchallenged. It is possible, of course, to define
the term in any one of several differeat wuys; Kant's exclusive
scnse of tnls word is Justilied only if we acgnowledge the equality
of the n.rrover with the broazter definiticn --- an equality of
validity, not of meaninge. For taxen in the more general sense of
extraordinary Cupaclty for wchievement in an intellectural or

cultural =zp.ere of eunieavor, the concert of 'genius' is not equiv-
Y 3 ooV eq

aleat 1n lenotution to ti.e tern 'artistic genius'. The latter is
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included in th: iormer not as its sole member, but as one among
m=ny e

Kant, howevar, dces not employ the term in this general
sense, but ian its more restrictel meauing, as the innate ability
to rroduce original artistic ideas, referring to the derivation
of '.enius' from ‘'genie' --- an ins;iring diviaity. Now, there
cen be litile doubt tuet if there is such a thing es 'insciration!,
tne artisiic geiius is cheracterized by his possession of it to a
ilgh degree in mome..ts of intease creutivity. But what are we to
s:y of c¢he reli ious genius, tne mystic, and of the scientific

enius, ine theorist, wno liseunise are subject Lo these exalted

o

states to no minor extent? LAre ithey not "inspired® also? Should
one .hen claim that to the extient that the nystic and theorist

are 'inspired' they are geniuses? Perhaps; for it may be that the
most exnuisite definition of a genius is, as someone once said,
®*an ius:ired virtuoso"; anl virtuosity as supreme accomplishment
is to ve fourd in every aspect of lifss The alroit oraftsman, the
siiillet technician, is in nhis way a virtuoso. He may be notniag
more, wul this he is certaiuly.

And yet winile efficiency «nl dexterity are fairly common,
genius is a rare pnenosenon. This is so because tnat 'inspiration?
taci truusforms 'a pere virtuoso' iuto "something more" does not
pervade ev.ry ares of hum.n activity. The sentimentalist who wcould
have us tclieve otasrwise is laboriug under a delusion, for genius
is notoriously unconcernedi witn ne pursly pruciical and instrumen-

tal iu life.
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Inspiration may, and often does, flourish amid simplicity,
but it is uot an uw.ixed or snallow simulicitys Always it is a
simnlizity; concealing @ prenter comnlexXity underneath --- in
suort, a simplicic, that is merely on the surface. For the
su-c.lled "simple® Jjoys of life are in reality the most complex
tuss ocme iy exgerience. The respouse to the beautiful in art
aud 1a uatblure is Uy no npeans au elenentary one --- a sort of
reflex mecnauism proiuced autoweticzlly upcn the appearance of
a certzin stisulus; on the contr.ry, the res.onsc springs out
of the wnole past of tne individaxl perceivin, that Veauty,
conditionei, reiaforced, anil enmrichel by the overtcnes that have
found rescuwuce tnere.

And what could cppear nore simple than love ~-- the love of
cne's friends or the love of one's God? And yet the whole galaxy
of humr.n enrotions finils its heart nered where is the harmony of
life «nd tae dissonance, wiers 1s tie Jesalousy and reassurance,
tne turbulence aul trawnguillity, tune noie «nl the fear, the Joy
and tne patnhos, if not nere?

Periaps the,; are right who say in=zt one spends his whole life
in prepcrziion for deatn. For all are at last forced to abandcn
those tnlugs tne) wive devoted a lifetime to leurning to love. It
would ve ironic were it less nataetlice

Iu tnis seuse 1t 1£1n the 'simuler' aspects of 1life that the

artist, lixke the pnilosopher, finls meaniag. And it is 'meaning'
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taal consiitutes the essence of ins iration. For while an
'ins-ired' idea may anpe.sr ziid hurble surroundings, and even in
the zresence of evil, it is forever <« siranger 1o chaose. Chaos
is the absence of msaning.

The intellectu=l fervor ani emotional inteunsity that invar-
iably zccompzny inspir:..iion are due precisely to this factor of
meaniuge. Ny mall, ¥héiner he be an «rtist, scientist, philosorher,
or soaetil.g else, wno feels he has cauzht a glimpse, nowever frag-
neulery w.ud trauwsiivory, it nay nave beeu, into the inner meaning of
life, is filled with 2 sudiecu inexplicable Jjoy; for that one bricht
visiou may cause & wultitude of life's vicissitudes to fade into
oolivione.

wnat then shall we s-y ol Kant's concept of genius? Ve must
acxnowledge th.t it is not specificzlly incorrect but only inadeo-
uszte. It is rignt as rar us it goes; it does not go far enough.
For inspirztion loes nct alwuys have as its end realization in a
concrete xrtisiic melium. To assume thus is to restirict its scorve,
wilicn inL turnu is to fulsify end distort it.

Inspiration ng.contain its end within itself, for the influx
of seanlugful impressions that accompanies it is capavle of impart-
in, a rare ps;chical hermony wnich not only possesses intrinsic
v=lue, but which mey; e in its rost exzlted form the highest good
atteincble LYy wau.

In this se.se 'iuspiration' is not tne unique property of the
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artistic genius, nor even of genius in generale But that vision
11ito tae esscuce of tulngs walch is a rare phenomenon in the lives
of most peonle pauifests itself with greuter freguency and inten-
sity in the g2nius, as though it perceivel a possibility of further
realizzation in hia that it could not fiul elsewhere.

Trie 'realization' may be a puiatiug of sunlight filtering
tarough ti.e trees on wu eurly april morning; or it may be a math-
ewazicxl forrul: exosressiug tne coust.ncy of the velocity of light
rays that penetrace inzt forist glade --- a law applicable to the
most dist-nt re ious of iatir-stellar space yet observable.

Thus, artisiic wid scieantific geunlus have a comion origin in
the insciration that _ives Yirth to tue greatsst achievermeats in
both ti.eir s;pneres --- Art and Science. They constitute the two
most 'pure' or 'original' forms of genius --- the creative and the
synthetic; znl these forms in ¢arn orrespond to the two faculties
of Lan's self-consciousunuess --- ima_ination z:d reasons In con-
sciousiess, percentizl visziow is turaei outward; in that self-
cousciousness wnich is mz2n's exclusive pos=ession, his vision,
conceptu:zl as well as perceptual is turned inward, and he views
the processes aul creations of lnis own mind. Hence, genius is
an unicuel, huwan rLoss.ssicn becuuse of the self-consciousness it
necessit.iise.

—ut these two poweré --- of rationzl thought and creative

incc.ery, wre nct in opnositica; for as soon as reascn ventures
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beyond the uore mecnanical forws of lcgic, a 'creative' element
eaters in to direct its course; a.d woen imepery ceases to flow
srontaneousl;, 'rational tnought' &ppears on the scene to bind
its frayiig strands togetner --- as we shall see later on in a
discussion of methodiczl artistic creation.

Zui sowe mz2y question the possibility of a Aistinction
betiezn 'creative' and 'syntaetic' processes. Can there be any
Jgew pental "crewiion" --- oue wnose components ave nowhere pre-
viousl, existed? Iuterprating tinis in the Lockeian sanse as to
whetner or not oue may frare a new simdle idea not found in exper-
leace, we must -:ree with ¢ihe empiricist; ir, tien, 'creative'
ideas are always com_leX &g regates compounieil out of elements
received tiirough seasation, then ell creation necessarily involves
syntaesis. Of tuls there can be no doubt.

And yet he w .o forms zn inape witnin his rind apart from any
preseat seuse cvwareuwess Is the crestor of sosetning new nonetneless.
The objeciicn that ne tut reproduces a past perception is nullified
b, the reco.anition that while tne mind zcy be passive in sensztion,
it is active in perceptioca. Even in synaesthesia where the applic-
aticn of cne t,pe of sensory stimulus is szid to call forth or evoke
respcase in =uotasr s:use, the mini is active in its judgment of the
prelinminery dutum thit occasicael such respouse. As for example in
tue p.enowenos xnown as cinrovaestnesia, where tonzl lnpressions

tend to proiuce visual iiages cf & certuin Solor, the activity of
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the percipient cousists iu ascertaiuing first of all what tone
has been sounded, aud iuslecting its visual correlate. The
fact tnati this discriminczting fuunction may bs carriei out uncon-
sciously does not deprive it of its ‘active'! character.

This activity clone vould suffice to entitle the mind's role
iu lmage-formiug to the desiguation 'creative'. But in regard to
tie assertion thet inz ination is mercly 'reproductive', let it be
szid tn.t tauds could h 14 true ouly if the image were identical

iu 211 resvectis with the (revious percepiiovi. For in the moment

that a siagle new elemeunt enters i, tue im~ge acpears in a strauage,
often mors rudient li_ant. Even a slight modification of internal
structure or couteunt alters tue wacle by setting up a different set
of relationsiiips among its perise.

The imuge in recollec.iou is the image of perception in reflec-

tion plus scicething pore. BEBveu su-called after-imazes and eidetic

izicges ure nov fuaitiaful reprodustioans of tue originzl: the former
geuerally anpear in complemeni-ry colors zul ihe li.tter usually
suffer from beilg more ela.orately det.iled in that aspect to which
atiention was most persistently drawn in the original perception.
And even when they cppecar in tneir 'true' color or timbre with
det.ils evenly distributed, their quaelity is altered by reasou of
their nesessary trausposition ag:inst a diceusional background.

Ani how much less perfect are those images, visual or auditory,

winich finl no such 'exter.al' projection but are wholly cont:ined
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wituin tne nzrrow confines of the imagination propery

But even if oune snould grant the possibility of a reczlled
ira_e lelug the scue in every wa,, tinere would remain one insur-
mountible burrier to iae assumption of ecuivaleuce --- that which
psychologists refer to as its "affective tone." For the stream
of cousciousuess, wnich is by nwture dyn:mic, reniers it imposcible
for the wind to ever perceive a thing twice in exactly the same
lignt. Even if the forn should remain the same, the psychical
stcte tnrough wihilcn we . rusp its interpretative conteat must vary.

By mecas of the iufusicn of associativs elenernts not present
in the origiuncl percepiion, a 'new' idea is created, aud it is this
idea tiiat 1is impressed in a work of art, tnus stamping it with the
individuality of its creator. Genius is nature transcendirg itself
in order that it might more fully realize itself.

Keus, using sinilar terws, proceeds to define the concept
tiuuss "Genius 1is tue teleut (uatural endowment) which gives the
rule to art. Since talent, ar au iuuate productive faculty of

he artist, belongs itself to nature, we mezy put it this way:

Genius is the inuate mewi:t:=l aptitude tarougn wuich aature gives

the rule o art."5 In this wa,, Kant's zesthetic tieory is directly
bound up with als epistemology and the "Copernican Revolution" he
effecteld --- samely, tizal thie m1nd prescribes its laws to nature.

According to Kant, the zrtistic gonius differs from the emin-
ent mwan of science chiefl, bty reuson of tie former's primary prop-
erty, originalitye. The performing of a scientific expcriment or

the working-out of a mzatie.atical formula, however much ingenuity
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it may recuire, he cl.irs, is nasv.rtieless based unon tnat which
cui Le ecculrei, 1.:z. scientific or matienatical knowledge. And
once a probtlem cf sucin « w.ture his bLzea szilsfzctorily solved,
its resulis are éprurcat to «ll those with an ade-uzte unlderstand-
iug of tne subjsct iuvolved. Zut this is not the czse in art,
wners .o wrount of scruiiny or anialyzation will enatle one to pauint
lige Licnelangelo or coumpose like 3ach If he lecks that type of
lauate aviliv,» Heuce tne priue caaracteristic ol geuius is origin-
arity.

rant, Lo.cver, overlcoxs tue fucl tn.t knowledge, artistic as
well «s scientific, is a talag to b2 acquired; ori_inelity, arti s-
tic or scieatific, is not. Contrary to btotn Reynclds and Kant,
one vecones n_ither a great scieutist nor a great artist by mere
couforomiiy toc "rules".

3ut this is wet to scy thot zny end every kind of origin-li ty
is proiuctive of gr:zt worus of arte Indeed, many pseulo-artistic
cre.iious hiave ncthing more to recom:icni them tnan a certein force?
originalivvye.

Kaut seems to upholi the ‘'spontaneous' view of artistic
cre=tion, anil woull oerhiaps rule ocut "plodiing l-boriousness" as
e vit.l f. ctor ia tnc creaiticn of any true work of art. The artist
woris iu d.riness, sc ot uds richt nead varily knoweth nought of
what his 1=2ft uand doeinne LOr can ne yerceive the source of his

ins ir...iovn; ¢s Kaut s:uys,
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‘lesice, where an author oves a prodiuict to his
senius, re does not himself know how the ijeas
for it nave eutcered into his hezd, nor hus he
it ia ais ;ower o0 i.vz=nt the like at pleasure,
or metnoiizally, .ud comiuuicote the szme to
ctrers ia sucn precewnis as would put tiem in a
position to proiuce siilar proiuctse. Hence,
presum<vly, our woerd genie is derivel frou
sclilus, acs tne peculi.r gu.riian a.dl guiding
spirit given to a wun a¢ his virtn, by tae
inspiratioa of which ti.ose criginal ideas were
obtained .

Secause of the quality cof originality thet characterizes
c=nius, tiie spirit of iritation is ccomzletely alien to his
n.ture. In szieuce, Kant Lelisves, the difference of capzacity
or w:comulisarent tetwe=2a nasier zud pupll is one of degree,
that 1s t¢ su;, it is cuantitative; in art, the apprentice, as
long as he remains a studeiit, is separzated from the mzture
artist by a gap of quclitative differencees This is so because
iu the leurriag process the faculty of imitation is usuzlly pre-
dor.iuent. The pupil, if he possess the inuate endowment of a
potenvial artist, may progress out of the ranks of imitation and
atialu nis latent ori inclitye.

Does origiunality then exclule a‘nereiice to rules? Having
shosn why this quulity must be tne pricury property of gen<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>