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FOREWORD

of Burne Hogarth in 1977,

when [ was sixteen. [ had decided to take the potential career path of being a comic book

artist and was consuming literally thousands of comic books, trying to teach mysell how to

do superhero-type drawings. Up to that point, all I had done was doodle incessantly in the
corners of my homework pages and during science classes.

As I studied the work of some of the influential comic book artists
of the time, one thing became apparent: I lacked the technical knowledge of how the
human body actually worked, let alone how to move a character within the page. Clearly I
needed to acquire that knowledge if I hoped to create work samples worthy of sending to
the comic book companies in search of a job.

One day I went to a bookstore and happened to come across a copy
of Burne Hogarth’s Dynamic Anatomy. It provided my skill level in drawing with a jump-
start, teaching me how the human body was constructed through information laid out in
fairly simple terms that made sense to a sixteen-year-old artist. Once [ started putting the
building blocks of the human body together and became familiar with how to construct
male and female figures from any given angle, I then had to conquer the next level: I had
to learn where the muscles and bones went, how to establish correct proportions, and how
to make the figure relate convincingly to the surrounding space. Hogarth’s book showed
me how to foreshorten and how to twist and turn the human form, transforming my work
into what he called *dynamic.” During the years Hogarth drew the comic strip Tarzan, he
often depicted the scantily clad hero swinging from vine to vine in the jungle, and his mas-
tery of the human figure in motion obviously evolved through his own work in comics, his
studies, and through decades of teaching.

When eventually I broke into the comic book business, I continued
to come back to the lessons I had learned from studying Hogarth’s book. Now that I have
enjoved some success in the field, people often ask who my comic book influences were. |
give them a handful of names of current and pioneering artists, but always credit Burne
Hogarth as the one who most directly taught me how to actually move iconic figures on a
page and how to stage them in melodramatic fashion. It’s terrific for me to be able to sit
back now and watch as a whole new generation of budding artists becomes exposed to the
same teachings that so richly rewarded me. I hope all of yvou who read this book find the
information it contains as valuable and inspiring as I did. I wish you good luck, and would

like to thank Mr. Hogarth for his legacy.

TODD MCFARLANE

Spawn creator and former Spider-Man artist






PREFACE

is concerned with the artistic

anatomy of human form, not medical anatomy. It proposes to deal with anatomical form

and structure for the understanding of the figure in foreshortening and depth of space,

for corrective discipline in drawing and, perhaps, to add new information to the interrela-
tionship of its masses and its movement.

Traditionally, the major emphasis of anatomy texts for artists has
been to reveal and explain muscular dissection and skeletal structure from the position
of the laboratory medical anatomist. A finely integrated and voluminous literature
already exists dealing with the myology and osteology of the figure, including, in some
examples, the types of joints and their articular surfaces, the deep ligaments and mem-
branes attaching the bones, and cross-sections through the body at various points
describing veins, arteries, nerves, and organs, as well as muscle and bone. These are
scholarly and studious projections in the Vesalian tradition, and have served to keep the
Renaissance heritage of the figure alive in art. As such, they have informed new art stu-
dents of the need to know more than the caprices of fads and styles, and the successful
imitation of current mannerisms.

Rather than repeat the fine body of work already accomplished,
this book will take for granted the existence of skeletal structure and deep myologi-
cal descriptions in other literature, and respectfully advises the reader Lo consult
them for such purposes. Here, we shall attempt to work out solutions to some of the
problems that evolve out of anatomical structure, but the stress will be on the rela-
tionships of masses in figure movement and how these affect surface form and visual
observation in drawing. We shall be seeking insights into the enchantment of the
living figure, not the dissected one.

There is an interesting corollary to this approach. IHistorical
evidence has it that when Andreas Vesalius began his monumental work on anatomy, De
humani corporis fabrica, some four hundred years ago, he approached the great Venetian
master Titian to produce the large number of plates required for the volume. The unrivaled
artistry of these anatomical descriptions, executed by Titian and some of his students, has
never been equaled in similar works. Now an intriguing problem comes up. Vesalius obvi-
ously knew a great deal more than Titian about internal medical anatomy. Vesalius, hailed
as the Reformer of Anatomy, was in the process of making new discoveries in anatomical struc-
ture that Titian could not have learned beforehand. How did it happen that Titian, a mas-
ter in art, knew beiter than Vesalius the visual description and correct delineation of
anatomical human form? Titian was able to master artistic form in spite of his incomplete

knowledge of medical structure. Clearly, it would seem a thorough knowledge of internal
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anatomy is no ultimate guarantee of superb artistic performance. Even today. as new medical
texts are being prepared, doctors of medicine and laboratory specialists seek out individuals
who are artists first, rather than doctors, to develop the artistic descriptions of research.
Knowledge of artistic anatomy does not rule out knowledge of med-
ical anatomy. One enhances and refines the other, as the above evidence shows. They both _
exist within the same spectrum of ideas, of analysis, and investigation of human form. But
their direction and activities are different. Medical anatomy dissects, separates, and divides
the human system, region by region, into sections, divisions, segments, units, and frag-
ments into the finer microscopic details of forms, to the very cell structure itsell. Artistic
anatomy visualizes, combines, and fuses the whole from the parts. Medical anatomy is the
informational background to its activity of blending, correlating, and synthesizing visual
experience, objective analysis, and personal expression into an embodied corpuscular
whole. It was undoubtedly this understanding that Titian brought to Vesalius’ De Jfabrica.
The study of the anatomical figure should be pursued in this light,
as a learning discipline in art preparation, even in the modern idioms. Condemnation of
anatomy has tended to set up a philistinism in certain circles of modernism that uncritically

decries history, traditions, and past judgments as academic restriction of free EXPression.
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“Free expression,” however, does not necessarily mean balanced judgment or good art.
The figure in art has always been the focal center in visual communication from the begin-
ning of art to the present day. Its forms have been many and varied the world over, but its
anatomical form has been the uniquely developed expression of Western civilization.
Nowhere in the history of cultures has this particular form been so assiduously advanced
and persistently studied as it has in the countries where science and discovery of natural
process form the basis of the culture. To trace its development from the present into the
classical and antique worlds is to reveal concurrently the greatest achievements in the his-
tory of mankind. Anatomical man, premised first as the artistic form of early prescientific
Western thought in Greece, gave rise to the profound medical, physiological, and biologi-
cal discoveries in our time. The study of this figure by the art student today is a great,
enlightening adventure, and must be seen in the context of new discoveries affecting the
life of modern man in the areas of time/space, fission and fusion of matter, microbiology,
chemotherapy, psychotherapy, and a host ol other lines of investigation.

The art process, then, is not simply countless, uncontrolled free
expressions, but it is the result of historical understanding and experience formed into
a freely expressed, clarified judgment. Behind it is the labor of preparation, of sifting,
searching, shaping, and striving through many artistic disciplines—one of which is anato-
my—to reach a stage of maturity. But maturity is not the final stage. Indeed, it is the inau-
gural stage; it marks the end of the forming stage, and introduces the period of creative
growth, the stage of fertility.

In today’s world, artistic digression from the anatomical figure and
its traditional virtues is no discredit to the creative function. The new flights of reason, how-
ever, must spring from firm ground in order to express the new complexities. If the new
paths of discovery lead from the thoroughfares of the old, who shall deny the indispens-
ability of both? Who shall deny the link of Vesalius with Galen, of Einstein with Newton,
ol Salk with Pasteur, of Picasso with Giotto?

In art, as in other fields, experimentation is the root of growth.
But its cultural soil is intelligent preparation. If the soil is barren, the root withers and
the future of art is lost.

If this book in any way encourages and prepares the student of art
to win his achievements with integrity, if it helps to develop his direction and shape his

creative objective, it will have won its validity in the general progress of art.

BURNE HOGARTH

New York, May 1, 1958
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THE DUALISM
OF ART
AND SCIENCE

In the town of Padua, hardly twenty miles from the great
seaport of Venice, a young man is about to deliver a lecture. It is late in the year and a
brisk wind is blowing. A large concourse of students and observers has gathered to
watch him. His subject is anatomy and they are here to see a dissection. A smile flits
across his intense face. He is new here and already his demonstrations have received
wide acclaim and respect.
The excited murmur of voices quiets as he steps down from his chair high on
a dais before the semicircular bank of benches in the hall. He moves confidently toward
along center table with its array of instruments. A year earlier he had created a stir among
his colleagues by arrogantly rejecting the help of “demonstrators” and “ostensors” in the
practice of dissection. To him, the practice of dissection is art, and the anatomical dis-
covery of man as the living reflection of God is worthy of the highest personal dedication.
His dark eyes fix on the subject before him. It is a cadaver, the corpse of a crim-
inal, and it has not been very well preserved. It is held in a standing position with a pulley
rope looped around the back of the head, supported from a beam at the ceiling. He reach-
es for a knife. His high forehead with its tight curls gleams in the sallow light as he bends
forward. His hand is sure. Ie has done this many times before. From his earliest days in
his father’s house in Brussels, to his student days in Louvain and at the University of Paris,
he has done this. Now, as Professor of Surgery appointed by the Senate of Venice to the
University of Padua the year before, he is about to perform another dissection.
But this time it is different. The young Professor of Surgery is engaged in a
search. Itis a time of knowledge, enlightenment, and invention. It is a time of voyaging and

discovery. And this time he has embarked on a voyage of discovery all his own.
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He is fully conscious of his purpose. He knows well the importance of his task.
In his mind’s eye parade the great figures of classical antiquity—Hippocrates, Aristotle,
Herophilus, Galen—those exalted men whose observations have laid the basis for his
undertaking. Earlier in the year he had published with instantaneous success his fugi-
tive sheets, the Tabulae sex. Now he is afire with an idea. With his keen eye, sharp knife,
and steady hand he will cut through the veil of time and mystic belief and lay open the
matrix of man. Below the layers of skin and tissue he will observe and record the struc-
ture of human form.

Knife in hand, he reaches out and makes a swift longitudinal incision from rib
cage to pubis in the body of the cadaver.

The young man, Professor of Surgery at Padua, is but twenty-four years old. His
name is Andreas Wesel, but in the Latinate convention of that day, we know him as Andreas

3

Vesalius. In four years’ time, his work
will be done. In four years’ time, he will
have produced some seven works in text
and graphic illustration published under
the dtle De humani corporis fabrica—The
Structure of the Human Body. He will be
twenty-eight years old, but he will have
swept away for all time the obscurantism
of almost two thousand vears of philo-
sophical inertia. He will be called the
Reformer of Anatomy, and he will take
his place in history as ushering in the
modern scientitfic era of medical and
physiological discovery.

A brisk wind blew in Padua
that day. But another wind was blowing—the wind of humanism and new science, the
Renaissance—blowing across the length and breadth of Europe. In that era a three-
pronged assault would be launched against the bastions of scholastic conservatism and aca-
demic rigidity. The Platonic-Aristotelian construct of the universe would be rent by Francis
Bacon’s description of scientific logic and empirical method in the Novum organum, the
geostatic cosmology would be torn asunder and made heliocentric in Nicholas
Copernicus’ De revolutionibus orbium coelestium; myth and speculation would be forever

dispelled in human anatomy in Andreas Vesalius’ De humani corporis fabrica. Macrocosm
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and microcosm—the deterministic mover of the universe superimposed on the
predestined behavior of man—held together in a fixed logic of idealist dogma, would
come crashing down. Renaissance thought, from that day to this, would introduce a new
advance in the rational powers of man, and new light would be shed on the phenomenol-

ogy of natural causation. The Augean stables of the mind would be ready for the Tiber.

The scientific revolution of the sixteenth century was an intellectual break-
through of such magnitude as to compare with the greatest achievements in human
history. Not since the rise of Greek civilization had its like occurred. Renaissance humanism
had signalized the end of the Middle Ages, and the hierarchy of social formalism was
crumbling. The emancipation of the individual from feudal servility presaged the dawn of
democratic institutions. The age of science had begun and the early outlines of modern
man had appeared on the stage of history.

Profound as the breakthrough was in medicine, mathematics, physics, astronomy,
and natural science, the achievement in art was equally spectacular and dramatic. The
Renaissance inaugurated an entirely new concept in expressive form. It was not so much a
change in subject matter as it was a working out of new solutions to older problems. The
themes were scriptural still, but the stress, the emphasis of its approach, was the portrayal
of religious ideas as episodes in human history. God as man and man as humanity were
extolled as the aim of art. The impact focused on the deeply felt human experiences of the
times, and revealed the personal significance of faith. In this sense, the new art ceased to
be withdrawn, austere, symbolic, essentially decorative in character. Instead, it became an
innately human, warmly imagistic, pictorial art. Tt served a moral purpose through
education and reason, rather than through fear and obedience. Scientific discovery, break-
down of feudal barriers in social structure, and the increased importance of the individual
persona led to the profound metamorphosis in Renaissance art.

Fundamental to this change was the naturalistic representation of the human
figure, the primacy of anatomical man. From this premise, concepts of form, space, and
design structure in the two-dimensional flat surface of the picture were subjected to the
rationale of scientific method and analysis. Thus, the investigation in medical anatomy and
physiology through human dissection led to a powerful insight in artistic anatomy and the
rectitude of human form; the mathematics of navigation and exploration, contributing a
geometry of space instead of planes, touched off the development of visual perspective in

the control and measurement of the third dimension; the new heliocentric astronomy
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projected motion of the body and dynamic foreshortening of the figure in deep space;
celestial mechanics, theories of the interaction of mass, space, and energy in physics, pro-
vided weight and solidity of form, and shot through diagonal tensions and thrusts in design
structure; the gravitational field of the planetary system put the ground plane into the pic-
ture (objectively analyzed for the first time in history); interest in natural science produced
an awareness of botanical form, correct description of animals, and atmospheric recession
in landscape and environment.

The revolution in art, concurrent with the revolution in science, was directed
toward one overriding aim. The artists of the Renaissance gave visual expression to reason
and nature in the birth of human form. Elemental man, his surge and drive, his passion
and repose, pulsed and beat in the supernova of the intellect, the transcendent mirror of
the age. What made the sixteenth century so remarkable was its departure from the stulti-
fied application of static conventions. Its essential idea was an expanding aesthetic,
concentrated on the observation of man’s continuity with the unity of nature. Thus, very
shortly, the dynamics of their concepts led them from one discovery to another in their
penetration of human experience. Empirical science and natural process became an ongo-
ing philosophical principle of art.

According to the new criteria, the strictures in earlier Gothic art were held up
for close scrutiny and revaluation. The austere iconography dissolved in a proliferation of
concrete experiences and physical realities. The human figure was the first to change.
Slowly the individual emerged. Cimabue, Giotto, Masaccio felt him—his suffering, his
ecstasy, his terror. Anatomy galvanized the wooden forms to life; nerve and sinew writhed
with energy; the man of hope, of tumultuous passion and grandeur surged on the scene.
The Creation of Adam in Michelangelo’s Sistine fresco is the appropriate analogue of the
time. The seasons, the weather, the time of day; youth and age, manhood and womanhood,
birth and death; the growth of things, the cycle of life began to appear in art. Leonardo,
Raphael, Giorgione, Titian, Tintoretto saw the mysteries of nature, atmosphere and light,
serenity and tenderness, poignancy and pathos. In the West, the moral principles and eth-
ical values in personal behavior prevailed in the van Eycks, van der Weyden, Bosch, Diirer,
Gruanewald, Brueghel, and El Greco.

The seventeenth century, pressing closely on, took a new leap into the future of
the individual in art. A quickening process of scientific research, transitions in society, and
new philosophical concepts brought forth the human portrait, individual man in his
ordinary environment and specific locale. The baroque era, projecting the great age of

portraiture and the landscape in art, realized in visual terms the discoveries of Galileo,
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Kepler, Descartes, and Newton on the mechanics of motion and universal gravitation,
geometry of motion, optics, and the spectrum of light. In the philosophy of Iobbes,
Descartes, and Spinoza it sustained and exemplified the importance of relative human
intelligence, basing universal law on science. Coincidental with these, the solo instrument,
the aria, the recitative proclaimed the individual consciousness in music. In its portrayal of
human warmth, baroque art synthesized the pulse of anatomical man with Harvey’s
discovery of the circulation of the blood.

The baroque was an art of realism, the realism of human personality, the
insight into the character of man. In its genre, its grace, its elegance, it had the essential
“human touch.” In its air and space were the flashes of the daily lives, the activity, the
work. But its tour de force was its play and counterplay of light. In its chiaroscuro was
revealed the human drama, the moods, the lightning and thunder of the emotions of its
people, the living people. In Velazquez, in Rubens were the courtly, the refined, the ease
and grace, the joy of life. In Vermeer and de Hooch, the gesture, the tilt of head, the
eyes in greeting—in response, in reflection, in repose. In Hals, the laughter of men and
women, the cry of children. In Rembrandt, the poor, the lame, the bent, the bemused;
the stertorous sounds, the cough, the suspended breath of trailing wonder and doubt;
the sustained, pervasive sense of time, the unutterable poignancy of life. And always the
landscape—the fields, the clouds, the sky; the locale of house and garden; the things
of work and rest.

The dualism of art and science, from its inception in the Renaissance, had
created a cyclical system of broadening aesthetic dimensions. As the boundaries in scien-
tific and human activity widened, so did the boundaries of artistic endeavor. The process of
intersection and correlation in religious, social, and human affairs had been an accepted
premise in the progress of art for more than two hundred years. Now a stasis began to set
in, an imperceptible slowing of the process. With the rise of powerful monarchies in the
conflict and consolidation of power, the dualism of art and science began to show a
cleavage. What has been called the rococo period in art of the eighteenth century was, in
effect, a crisis in the relationship of art to the progress of the individual in his time—a con-
cept that the baroque era profoundly fulfilled in its awareness of human worth. In Francis
Bacon’s words summarizing the aspirations of the preceding periods, the works of the
Renaissance and the baroque eras stand revealed: “On the observation of nature we shall
build a system for the general amelioration of mankind.”

Toward the end of the seventeenth century scientific pursuit had begun to shift

from an act of faith in the improvement of mankind to an increase in scope as an activity
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of enterprise and a utility in commerce. Leibniz, philosopher, mathematician, and adviser
to Frederick T of Prussia, extolled this view with decisive clarity; the role of science is
necessary as an instrument of policy in the perpetuation of the state. The dualism of art
and science in the early eighteenth century was in tension and transition. Concepts of the
figure developed generally along three broad lines of expression. The art of the nobility
and aristocracy presented a mixture of thinly disguised, taut contradictions. As spatial vol-
ume and recession of planes moved deeper, thematic concepts declined into the superfi-
cial, the shallow, and the banal. Color and brushwork intensified and became more vivid,
while form became fugitive and insubstantial. Rococo art in the aristocratic mode had
become a plaything of princes, a decor of palaces, a reflection of opulence. It had become
an art of adornment, of miniatures, of preciosity in intimate decoration. It had become
an extension of effete and courtly refinement, of mythical-classic concoctions, of fool-the-
eye pictures and hallucinosis of vision.

It was in the middle class, in the growing commercial power of the bourgeois,
where the firm note was struck. Here, the aristocratic leadership yielded to the burgeoning
prestige of middle-class taste and patronage. In portrait, landscape, and still life were pre-
sented the substantial new class and its ways. Because it was a section of society mainly con-
cerned with mercantile interests, the themes of home, surroundings, and family
interest—landscape and still life—gained in importance as subjects of art. Aristocratic
efflorescence waned in the sensuous fulminations of Van Dyck, Fragonard, Watteau,
Boucher, Tiepolo, and Gainsborough. It surrendered to the less spectacular, more vital
products of Constable, Hogarth, Romney, Racburn, Chardin, and Turner. In America,
the broad stream of social movement influenced the orderly art of Copley, Stuart,
West, and Trumbull.

But the dislocations of life in the eighteenth century brought out a third move-
ment in art, a line of argument, as it were, of satirical criticism and savage social
commentary. Investigations of science in new fields in physiology, embryology, and
microscopy, as well as observations of phenomena in human affairs, led to liberalism, free
thought, and social examination in caustic art and literature. Art became both literary in
subject matter and naturalistic in treatment, in Greuze and Longhi. But emotionalized
exaggeration and caricature of the figure was its end product, and its most energetic
expositor was William Hogarth.

The end of the era gave rise to a series of social shocks that had deep repercus-
sions on the development of art. Scientific invention produced the Industrial Revolution;

social invention produced the American Democracy and the French Republic; artistic
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invention produced the pictorial reportage of immediate human events and advanced
the movement toward modern realism and political cartooning. Goya, like the towering,
brooding Colossus of his etching, turning to look backward at the past, was about to move
into the future of a new age with the thunderous intensity of a new concept of theme,
form, and style. At the apex of his powers, Gova crossed the bridge of a new century, a new
age in society, and a new art. The link had been forged; the eighteenth century rushed into
the nineteenth; and a conscious symbolism of subjective emotionality and distortion
showed itself in the human figure.

It was left to the Napoleonic era to fix irreversibly the lines of demarcation
between the earlier leanings of the genre realist baroque and the aristocratic rococo baroque
into two antagonistic movements; the academic respectability of Napoleonic-classicist art and
the genre libertarianism of romantic-realist art. The tendency to concentrate on subject mat-
ter and argument of viewpoint in thematic material gave both movements the characteristic
of immediacy in the portrayal of events. As such, personalized adventure and melodrama
became an important feature of art, and in this they were the forerunners of modern maga-
zine illustration. The two movements were notably marked by the recurring thrusts and
counterthrusts of their diverse positions throughout the Napoleonic era. Essentially, it was a
contest for the opinions of men; the drive toward egalitarian nationalism against conserva-
tive authoritarianism. On the one hand were Goya, Géricault, Delacroix, Daumier, Forain;
on the other, Gros, David, Meissonier, Ingres.

The principle of art and science as a dual relationship had been undergoing
an estrangement. Now, a dislocation was evident. The fracture between art and science
was the reflection of a deepening dichotomy within the general field of science itself.
Scientific pursuits had become largely an activity of commercial enterprise, sanctioned and
supported through the benevolent authority of the state (Leibniz’s view realized); acade-
mies of science, especially in the physical and normative sciences, were the proper official
bodies through which the leading figures pursued their endeavors and received official
recognition and commendation; refinement of observations, verification, and quantifica-
tion in proof of carlier accepted theories were the dominant, recognized lines of inquiry
in the controlled academies. However, new scientific inquiries and discoveries in the
humanist-Baconian tradition, as well as investigations leading to the emerging human and
social sciences, had no official sanction or status, and were viewed with suspicion and
hostility. Findings in the progress of the individual were frequently not considered science
at all. They were bitterly fought in academic circles. Briefly, we may observe the acri mony

directed against such familiar figures as Darwin, Huxley, Pasteur, and Freud.
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An almost identical correlation emerged in cultural and artistic circles. Toward
the latter half of the nincteenth century, the academy of art, with its proud reliance on
state sanction, arrogantly rejected those artists (in France especially) who did not adhere
to the well-defined strictures of neoclassicist concepts in thematic material, technique,
manner, form, and style. Critical romanticism, stringent realism, and commonplace
impressionism were held up to ridicule and disfavor as extolling the crude, the vulgar, the
gauche in art. The rebellion against the academy was precisely in those areas of greatest
academic divergence from the humanist-Baconian traditions in art, in revealing the
human condition of the times. Academic denial, lack of patronage, and public disaffection
led to poverty, disorientation, and alienation among the artists ol the period. Extremes
of personal rebellion, bohemianism, escapism, and mental breakdown wracked their lives.
Toward the end of the century, the Prussian invasion of France, the downfall of the
decadent monarchy of Louis Napoleon, and the crisis in the emergence of the Third
Republic brought the artist and his art to a turning point in history.

In the onrushing tempo of the industrial age and the weltering disorder in
personal life, the artist seized upon two exponents of the importance of the individual as
an answer to his social rejection and moral anguish. The late nineteenth century posed the
riddle of man’s existence in a historical frame of reference. Is man free or determined? In
the eighteenth century, the artist believed man to be free to think, to reason, to determine
his own existence in nature. Now, in the nineteenth century, this belief was challenged
head-on in the confluence of shocks and crises. The alienated artist saw himself as a unit
of life in a mechanistic, determined, materialistic world. His answer was to seize upon two
concepts of the individual: Bergson’s philosophy of vitalism, asserting the life force in the
individual to be a positive, conscious act of will in governing his present existence; and
Freud’s psychological investigations into the character structure and personality behavior
of the individual, revealed in conscious and subconscious states of being. He saw an answer
to the dilemma in his personal existence and artistic creation. In assuming the principles
of Bergson and Freud, he constructed a self-contained, introverted, esoteric world. In the
anguish of his soul and the torment of his psyche, he created a spiritual-psychological
unity, an intuitional-emotional autonomy.

Goya, the progenitor of the modern movement, had reaffirmed the humanist
objective to the harsh realities of life in symbolic form, expressive line, and emotional
power. But the impact of the intervening years had left their mark on the progeny of the
protean Goya. Postimpressionism, fauvism, cubism, expressionism, seeking refuge from

the responsibilities imposed by the technological complexities of the twentieth century,
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withdrew into a subjective world of egostatic calm, intellectual repose, voluntaristic excite-
ment, and psychoneurotic release. The long road of achievement in art, of communication
to men, resolved through the unity of art and science, had come to the edge of a precipice.
The dualism was finally ruptured. The crevasse of despair opened up a gulf of conflicting
states of experience, of frustration and anxiety, introspection and empathy, conscious and
unconscious strivings, disjunctive, half-realized momentary appearances and esoteric
symbols of experiences. Anatomical form, the ground plane, principles of reason, spatial
structure, control of depth—the world of art presented through empirical perception and
objective criteria—were at a point of no return. The primal form in art, the figure of man
had become a prisoner of the ego, held incommunicado in a nongravitational space

void. The artist had rejected science in art.
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on any day of the week except legal

holidays, the typical art museum anywhere in the country is open for visitors. The entrance
hall usually leads the average aficionado of art through a series of galleries in orderly
progression from one imposing collection to another, presenting the visual history of
civilization, the drama of the human mind. As far back as man could reason, his works are
there: evidence of the Neolithic, the dawn of civilizations, the antique remains of dynastic
power, the classical traditions, the intervening lines of humanist development, the
Renaissance and baroque flowering, to the most recent acquisitions of modern and
contemporary art; they are all there, more or less, in periodic array. As he progresses
leisurely through the halls, the visitor is led through a process of transitions in the ages of
man. He is hardly aware of the changes, yet their impact, gradual and moving, is not lost
on him. He correlates the concrete visions of the past into a stirring processional of events.
As he reaches the modern age, his eye is delighted with the radiance, the
luminosity, and joy of impressionism. Yet he is vaguely disturbed by its unmannerly
sketchy appearance, its random spontaneity, its lack of finish, its seeming amateurishness.
Then, as he crosses the threshold to the new art, to postimpressionism and beyond, deep
into cubism, expressionism, abstraction, and surrealism—their derivations and deviations—
the alarm bells begin to ring in his head, the sirens and the fireworks go off, and our afi-
cionado of art—who is not a snob, by the way—is left in a morass of helpless confusion and
dismay. The even tenor of his mood is disrupted in the colorific visual violence, the aes-
thetic assault from the walls. The simple progression is gone; the contact with life is demol-

ished in a pyrotechnic profusion of unrecognizable fulminations.
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In the art of the past, there seemed to be no line of visual expression our visi-
tor to the museum could not follow. No matter how far back, even to Paleolithic cave art,
he could trace the thread, the primitive urge, the historic need, the humankind. At times,
the line stretched thin and tenuous; at others, strong and firm. But always it was there for
him to see, a long unbroken line of human succession, linking a vast reach of time, twen-
ty thousand years of change. Now in his own time, in the day when the visitor and modern
man have arrived at a new age of invention and discovery, recognizing the demand of every
human need and the promised fulfillment of every human dream, the historic line of art
communication in human understanding, imperative now more than ever before, has bro-
ken down. The new art that thundered down at our receptive visitor to the museum is filled
with an eclectic diversity of forms—biomorphic, kinemorphic, psychomorphic,
mechanomorphic—all of them intensely personal, subjective expressions of inner states of
being. The figure in art, the highest expression of man’s visual creative powers, the subject
of twenty thousand years of painstaking search, has been reduced to a number, a cipher,
an esoteric symbol, a kinesthetic impulse driven by a primitive-emotional urge. Today,
anatomical man, for all artistic purposes, is dead.

Art, in the mid-twentieth century, is in a period of critical transition. We are
seeing today an extraordinary concentration of effort and energy in the visual arts never
before experienced at any time in history. Never has there been so widespread an inter-
est, never have so many individuals participated actively in its creation. Never have we
had so much contact with art of all kinds—art from the dim reaches of time, art from
across the oceans, art of primitive peoples; art from the past great eras to the modern era;
fine art, commercial art, industrial art, technical art, experimental art, psychological art,
leisure art, amateur art. It would appear we are seeing a great new Renaissance in visual
art, for in the volume of art creation we are witnessing a cultural phenomenon of the
first magnitude.

In the frontiers of knowledge and culture, art may be said to be in its heyday
of exploration. The exploratory fervor of the sixteenth century, using new logic, new
mathematics, new science, opened the unknown areas of the world to commerce and phys-
ical contact of peoples and brought out a treasure of artworks to the Western world, which
only now, in the twentieth century, is being experienced by artists in our time. Like the
riches of the Fast in an earlier day, this influx of art is beginning to be seen, felt, and assim-
ilated. The day of global exploration is accomplished. Now has begun the day of cultural
exploration, some five hundred years later. Yet never has there been so much confusion in

the arts as there is today.
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The twentieth-century artist appears to be in a state of conflict and disorder. He

has a world of art to explore, yet he shows no purpose, no goals. He seems to have lost his
sense of direction as he ranges across the uncharted art frontiers. He has rejected the com-
pass; he has thrust aside standards, criteria, definitions; he has renounced science as a tool
in the discovery and development of art. He has rejected the human need to relate, to
communicate the results of discovery.

If we recognize it is the mission of science to define with clarity and precision
the workings of the universe, to relate with order and harmony the new concepts of time,
space, and energy into new and better ways of life, we reach the conclusion that science is
the most powerful instrumentality in the progress of man. To the artist, however, science
is considered an invasion, a hindrance, a stricture upon his free and personal interpreta-
tion of the world. He sees the scientist as an intellectual instrument—precise, logical,
mathematical, mechanical. He sees himself as a sensitive organ of feeling, emotion, inspi-
ration, and intuition, As a result, the artist rejects science and scientific thinking in the pro-
jection of art. Art to be pure, he reasons, must be devoid of science; feeling is not precise;
emotion is not mechanical; inspiration is not logical; intuition is not measurable—the

artist is no scientist. Attempting to distinguish the work of art from other works of life as a
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refinement of cultural endeavor, distinct and separate from the ordinary and commonplace
necessities, the artist has in effect said that science prods and pushes with the workaday
things to build a better mousetrap, while he, the emotionally endowed aesthete, represents
the inspirational work, the filtered aesthetic reflex of society, the fine arts. It is a neat trick
of turning the tables; the bohemian wastrel and garret outcast, through intellectual
legerdemain and bootstrap levitation, has become an individual of a pure kind. In this
state, he rises above plebeian strivings to a position of sophisticated recognition and social
grandeur, and from this remote pinnacle surveys the marketplace mediocrity below.

How devastating and destructive a view this is can be gauged by the fact that in
every other arca of modern life, in every field of endeavor, science merges easily, compat-
ibly, productively—except in the visual arts. Only here is the view held—by artists of all
idioms, indeed, the whole of contemporary society—that science and art do not mix, that
they are mutually contradictious, irreconcilable. Yet this is a distortion of the truth, a delu-
sion, a self-imposed deception, a retreat from life,

The dislocation of art and science has never been so apparent as it is today,
almost a hundred years from the time it first revealed a disturbance in the continuity of art
communication. The impressionist rebellion, the last flower of the humanist spirit of the
Renaissance, still exhibiting its attachment to scientific precepts in its spectral light and its
recorded observations of the momentary life of the people, their work, recreation, and
leisure, was too weak a movement to triumph over the entrenched authority of the regres-
sive French Academy. When it withered and died after twenty years of frustration and social
exile, the deep space of the picture plane became a barren shell; the landscape closed
down into a two-dimensional decorative pattern of shapes; the vibrant pulsating figure, the
human analogue, shrank and hardened into an artifact, a constructed intellectual object;
the artist’s emotional power and insight in human affairs subsided into symbolic outcrop-
pings of tenuous moments of excitation, apprehension, or despair.

In their seizure upon the “immediate” and the “personal,” the followers after
the impressionists disengaged themselves from every known principle of spatial structure
and design. They withdrew from earlier concepts of form, value, color, and image. They
worked toward the total rejection of the Academy. In their hatred of the “academic,” they
extirpated the scientific legacy of ari, carefully nurtured and marshaled over fifty centuries
of historic development, and erased it in a short span of fifty years. In their need to rebel
against the “academic,” they rebelled against science. They proclaimed the distinction of
the “fine arts” and gave it to society as a new description, uniquely different from aca-

demic art or the utilitarian commercial art. They presented to the entire contemporary
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generation of society and the artists who followed the doctrine that “art” was above scien-
tific discipline, above definitions and criteria. The need to communicate in art, to be
responsible for the exchange of art experience into human experience, was considered to
be an anachronistic demand of aggressive academic vulgarity, and was held beneath con-
tempt. The rebellion against the “sterile,” the “mechanical,” the “academic”—truly a
human cry of anguish—had become a distortion and a delusion. The fine artist had turned
his back on reality. He became an incoherent high priest of good taste, an absolute arbiter
of egocentric mirror-image art, a melancholy, involuted microcosm turned in upon itself
to an inevitable dead end.

Yet the impulse to art is unquestionably the impulse to life. The art process and
the life process are an indissoluble entity. The components of one are the components of the
other. They may be uneven, but never alien; they may be out of joint, but never out of union.

The need to create, to synthesize experience, is a primal force in art. Because it is the
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distilled essence of perception and experience, art needs its adherence to life. But the
work of art of today needs, more than ever before, the energizing transfusion of com-
monly shared experiences. It needs a conscious agreement with the crossfertilizing, wider
empirical objective.

Artists of today stand at the crossroads of immense opportunities and possi-
bilities. What they have discarded earlier in the scientific discipline of art as academic,
inhibitory, and repressive of free expression they now substitute, strangely, with new
science! In their search for a new basis of art without restraints, they lay hold on the
world’s storechouse of art, which they now have at their command. They feel the impact
of new scientific ficlds and attempt to resolve these in visual terms. Virtually the entire
gamut of human and social discovery, scientific and technical advances have found their
place in the free interplay of the design structure. Never in the entire history of art have
so many variations of art expression occurred in a single given era. The range of
concepts and movements is truly enormous; even as this is being written, new ones are
being born. The listing of a few at random is to indicate the multiplicity of reactions to
the technical-scientific-analytical age.

Thus, starting with impressionism, we have: pointillism, neoimpressionism,
postimpressionism, fauvism, cubism (analytical and synthetic), expressionism (three
schools, perhaps more), Orphism, surrealism, abstraction, dadaism, futurism, nonob-
jectivism, neoplasticism, constructivism, purism, Bauhaus, primitivism, social realism,
dynamism, abstract expressionism, abstract surrealism, mobiles, stabiles—and on and
on, et cetera. The list seems endless. In these definitions can be seen some of the
descriptive leads to the larger environment of the age, where the art form has attempt-
ed to embrace psychology and psychoanalysis, natural history, biology, chemistry, physics,
kinetics, mechanics, engineering, archaeology, anthropology, microscopy, telescopy, etc. In
the fission and fusion of two-dimensional space, the artist uses science pragmatically, expe-
rientially, without whole concepts. Nevertheless, it forms the basis of his art. But it is not a
complete art. For, in the practice of it, the artist simultaneously rejects the existence and
influence of any scientific rigor, control, criterion, or standard. His art, perforce, without
objective direction, releases a welter of exquisitely personal, eclectic minutiae.

If we quickly scan the art horizon and examine the amazing output of art
today, we [ind endless experiments in textures; inconclusive shapes, masses, forms; posi-
tive and negative space; tensions of line and mass; contrasts in color; line variations;
eclectic working together of art old and new; cell structure; automatic writing—endless,

precious, purist variations, powerless to come to grips with itself, to proclaim any
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direction or value judgment for others. The figure in art—always the touchstone of the art
of any era—has become the visual admission of the artist’s failure to cope with the ethical-
moral, social-human needs of our time. It is a symbol of dislocation and depersonalization;
the ideograph of the alienated man, insecure, lonely, without fiber; the portrait of the
artist, the autograph of the author.

Probably the most disturbing phenomenon in the art of the current century, a
result of the dislocation in the dualism of art and science, is the profoundly pervasive indif-
ference of the whole contemporary generation of artists to formulate a clear-cut definition
of art itself. The obscurantism, the evasive arguments and denials, the lack of any direct,
forthright statement, is evidence of a deep-going crisis in art. With the exception of a few
scholars, nowhere in the field of art has there appeared a challenging assertion to say what
art is in our time.

In the social arena of modern living, the most engaging diversion is the exten-
sive practice of generalized and personal analysis. Because we live in a technical-
scientific-analytical age of calculating machines and statistical truths, we respond to the
powerful pressures of analytical behavior—to define, to clarify, to identify. It is a great
game of analysis; dissection and decortication of the underlying mechanisms in every
segment of the social structure, from psychoanalysis to social surgery. We practice the ana-
lytical game everywhere except in the fine arts. Here, in the arts, the emotional fog rolls
in, intellectual inertia overtakes us, and the cultural swamp remains undefined, unex-
plored. Words like style and taste have no clear meaning except, perhaps, in commercial
usage. And the special caste terminology—feeling, intuition, inspiration, perception,
creativity—are ritualistic ceremonial expressions of artists, undefiled by simple definitions
except in the laboratories of clinical psychologists.

The special word art is a sacred temple, a mysterious inner sanctum of artistic
pursuit, where magical intellectual powers interact with primordial outpourings of the irra-
tional subconscious. Paraphrasing Thucydides, who has put it abruptly: When common,
everyday words lose their definitions and meanings, there is a general crisis in a given field.
To go turther, when art terminology has lost its power to convey sense, idea, or meaning
of art expression, then the artist, the art field, the whole cultural endeavor, is conflicted,
confused, and disordered; it becomes a chaotic wasteland, a lost continent of the culture.

The net result has been to let loose a carnival of art dilettantism and chi-chi art
sophistication concealed behind an imposing front of synthetic rhetoric, aesthetic lyricism,
and emotional bathos. The state of art today is such that it can now be performed by tyros

and amateurs with virtually no study, preparation, or training. In galleries and exhibitions,
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