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PREFACE.

—C——

A CONSIDERABLE part of the substance of this book has already
appeared in the shape of articles in the Fortnightly Review, the
Nineteenth Century, Fraser's and Macmillan’s Magazines, and
Mind. This disconnected mode of publication was specially
unfavourable to a subject where the prevailing doubt and dis-
agreement as to the very first principles precludes taking anything
for granted. In their present more coherent form, I trust that
my main positions may at any rate have gained in clearness.
One word may be said as to arrangement. My primary concern
being with the sesthetics of Hearing, and in particular with Music,
the various analogies and contrasts which other regions of experi-
ence present have been introduced in connection with the different
divisions of the main subject; which has led to a somewhat
sporadic notice of other arts. To those who believe in trans-
cendental links, making all the arts One, this treatment may
appear unsatisfactory; but it certainly conduces to the distinct-
ness of my humbler line of argument.

My chief object, after certain preliminary explanations, has
been to examine, in such a way as a person without special tech-
nical knowledge may follow, the general elements of musical
structure, and the nature, sources, and varieties, of musical effect ;
and by the light of that enquiry to mark out clearly the position
of Music, in relation to the faculties and feelings of the individual,
to the other arts, and to society at large. Since the publication
of Helmholtz's Tonempfindungen, an epoch-making book in the
branch of physics which deals with musical sound, the study of
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vi PREFACE.

that subject has been widely popularised. But while the indis-
pensable material of musical phenomena has thus met with ex-
ceptionally complete treatment, and has been in its salient points
exceptionally well understood in this country, little attempt has
been made to apply scientific treatment to the musical phenomena
themselves. Many special fields of enquiry—history, biography,
criticism, the various technical aspects of the art—have found
able and zealous workers: but very few English writers have
attempted any separate treatment of the more general facts and
problems which underlie the whole subject and are appreciable
apart from technical detail. It is the more unfortunate that I
find myself distinctly at variance with the greater part of these
previous attempts, as well as with Helmholtz himself in respect
of several questions lying on the borderland of the physical and
the msthetic enquiry.! This isolation has been to me a source of
most serious misgiving, and has considerably delayed the comple-
tion of my task. I will not forestall what has to follow by men-
tioning particular points; but will only say that, after repeated
reconsideration, the various analyses and expositions which I have
met with still seem to me greatly to fail, not only in recognition
of the difficulties which the phenomena of Music present, but
(what is more important) in recognition of the phenomena them-
selves ; these last being actual more or less ascertainable facts,
and mainly implicit of course in the musical experiences of those
who, wisely enough, take their enjoyment withou’ troubling their
heads about the how and the why. These are the facts which I
have given my utmost endeavours to realise as they are, apart

1 T have not read any of the (German
systems of msthetics, general or musical.
Among many which are confessedly in
the clouds, which replace scientific en-
quiry by barren systematisation or abstract
metaphysics, and either ring the changes
on arbitrary hierarchies of the arts and the
emotions, or inform us, e.g., that ¢when
Music shall have thrown off the tyranny
of rhythm, then and only then will she
attain self-consciousness’ (and these are
iuvariably the ones from which I find

extracts quoted), there must doubtless be
others of a more instructive kind; but I
have not happened to hear of anyin which
the fundamental facts and problems of
Music,as they appear to me, are connec-
tedly considered. Dr. Pole's Philosophy of
Music came out too late for me to consult
it, and I do not know how far his ground
coincides with mine. My debt to Mr.
Darwin on one very fundamental topic
will appear abundantly in the sequel.
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PREFACE. vii

from theories, and it is only through its harmony with them that
‘I have felt any confidence in working out the more theoretic part
of my exposition. On this more tangible ground, the sense of
speculative isolation is at any rate relieved by abundance of
unspeculative sympathy; and even as regards conclusions and
applications, the views to which I have tried to supply a scientific
basis are the very ones I find more or less explicitly held by scores
of reasonable people, who have observed for themselves and are
keenly interested in the position and prospects of the musical art.
But though many may be led to them by individual instinct and
experience, none the less must I hold it important to get at the
scientific basis for them, if possible; less for the satisfaction of
holding connected and logical views than to obtain definite
ground for opposing dangerous tendencies ; for refuting fallacies
which are the more insidious and elusive in proportion as the
@sthetic impressions themselves have an appearance of vagueness;
and for insisting with authority on the truest and noblest func-
tions of the people’s art.

It is in this last point, in the convergence of my arguments to
conclusions concerning the popular bearings and possibilities of
Music, that my chief encouragement has lain throughout. It is
to my growing conviction on that subject that I chiefly aim at
winning others ; the conviction that this art, if its conditions were
better understood, might do far more for numbers in all classes
who at present feel themselves at sea in it, and get comparatively
little out of it; but more particularly that it has a unique
message for the uncultivated and ignorant, for the publicans and
sinners ; and not in the millennium, but now; not after but
before they cease to be uncultivated and ignorant. I may add,
that if such phrases have here an ad captandum and exaggerated
air, and suggest irrelevant rhetoric about the general soundness
and impressibility for good of the popular heart, my support of
them in the sequel, with restricted reference to this most isolated
region of experience, will probably prove only too persistently
plain and rigorous.

And this brings me to a few words of explanation and
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apology as to the general method of treatment. The words
theoretic and speculative which 1 have used above need not’
alarm any reader with a vision of remote hypotheses and re-
condite arguments. Even the parts of the investigation where
I have been most driven to the use of abstract words deal, for
the most part, with quite concrete matters: for instance, the
long account of Melody and Harmony is an analysis as to the
rightness or wrongness of which any intelligent person who has
felt an interest in listening to Music, and who will follow my
method of interrogating his experience, will be competent to form
‘a very fair opinion. Still less need the most ardent believer in
the spiritual character of the art fear to find the domain of genius
measured by mechanical rules, or the feelings whose indescrib-
able and mysterious nature no one, I think, can have realised
more deeply than myself, docketed off under cut-and-dry psycho-
logical formulee. So far am I from the thought or desire of

Untwisting all the chains that tie

The hidden soul of Harmony,
that one of the first results of my analysis is to define the
boundary of the vast region that lies beyond it; and one of the
most direct conclusions from my general explanations is the hope-
lessness of penetrating Music in detail, and of obtaining, whether
in objective facts of structure or in fancied analogies and inter-
pretations, any standpoint external to the actual inward impres-
sion, from which to judge it. At the same time I have not been
able to avoid a considerable amount of definition and distinction,
nor can I hope to be of service to any reader who is not will-
ing to accompany me for a certain distance over dull ground.
The region is naturally a foggy one; and in it any bond fide
enquirer, who aspires to be in some degree a guide, has to reckon
with very singular conditions in the feelings and ideas prevailing
around him. For while Music, on the clear side of its direct
utterances, its actual pleasure-giving qualities, is a subject which
a vast number of people care about deeply and appreciate truly,
not one in a hundred of these has ever had a moment’s independ-
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ent curiosity to look beyond this direct delight, and to distinguish
even the most general characteristics of the things which impress
him or of his own impressions. The consequence is that among
the deluge of musical talk and writing which the days bring
forth there is hardly a view or a phrase too shallow or fantastic
to obtain unquestioning assent. Many genuine lovers of Music, I
am sure, are vaguely stimulated with a sense of the dignity of the
art, when they hear that Beethoven was a prophet who ¢disen-
tangled the confused web of human existence,” or that Schumann
¢ stated the riddle’ (of the painful earth) ¢and left the solution to the
hearer;’ or when they read in a popular text-book that a composer
has to ¢ dive into the psychological mysteries of the human heart,’
being instinctively aware how indispensable this practice is, in
order * to appreciate the different degrees of feeling produced by
various phases of mental disposition ;’ and that he is thus led to
the profound psychological discovery that as a single feeling, like
melancholy, cannot always remain at the same strength, he must
not make his themes all alike. But none the less must talk like
this (and more, compared to which this is sober reason), on the
part of accredited musicians, react damagingly on the art; and
its prevalence might excuse even pedantic efforts after precision.

Controversy, again, which I would gladly have avoided, has
been unavoidable where what appear to me fallacies are in
possession of the field. My best apology on this head will
perhaps be that my argument, so far as it is true, cuts the
ground from under the sort of musical controversy which is most
rampant and useless—the endless disputation and dogmatism
about the comparative merits of composers and compositions—
by showing how little tangible basis such disputation has; how
utterly unconvincing it is doomed to be; and how the application
of the only possible test distinctly points to the wisdom, in this
region, of exceptionally wide tolerance.

In conclusion, I must repeat that I am not writing for
musicians, but for those who care for Music. I should be sorry
indeed that the excellent musicians, both practical and literary,
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who from time to time have expressed to me their agrecment
with many of the views here set forth, should not know what
valuable help I have found in their sympathy. But members
of a skilled minority, who have spent years of labour on a subject,
or who have been used to regard it as intimately bound up with
refined culture, may very naturally look with suspicion on an
attempt to strip it to some extent of its esoteric character and its
intellectual pretensions. - While, then, I shall be doubly grateful
for any favours I meet with in this quarter, I do not feel that I
am depending on a verdict of experts. Though there are many
points on which musicians must be the judges, or rather the most
accredited witnesses, these are not the points which I am chiefly
interested in discussing : and failure for me would be failure to
be understood by educated persons outside the technical circle.
Tt is true that I have been unable to adopt ¢ popular treatment’
even in what is to some extent an advocacy of the popular cause.
But as regards musicianship, such amount of it as is implied in
remembering any simple melody is all I ask to begin with : while,
in return, I hope to prove to any one who possesses this faculty,
that he knows much more about Music than he perhaps imagines.
A slight amount of technical information will present itself as we
go along; and if a very elementary point is sometimes emphasised,
it is because T often find people who have been enjoying Music
all their lives, to whom it is still a piece of information, e.g., that
the quality of a musical note is something different from its
pitch. Lastly, as to examples. A writer on this art of sound is
keenly sensible of his disadvantage in this respect, as compared
with those who deal with visible things; for he can but set on
the page the symbols, and not the faintest shadow of the reality,
of his illustrations, while they can put before even an untutored
eye the very traits they are describing. Still no reader I am
likely to find will have any difficulty in getting the quotations
played to him, even if he cannot himself make them out: and
examples are of such immense help that I would gladly have
much increased their number. I have continually had the
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mortification of feeling that I was obliged to sacrifice to reasons
of space what would have been to me the easiest and to others
the most interesting part of my work. Such as they are, the
examples have been chosen with a special view to simplicity, and

will be found to embody in the most direct way possible the
points they are meant to illustrate.
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THE
POWER OF SOUND.

CHAPTER 1.
THE ORGANS AND IMPRESSIONS OF THE HIGHER SENSES.

i i i 1. Th
IT is now generally admitted that our organs of special sense, the channels - oSh 1. The .

by which we keep up our constant and various intercourse with what tion. as distin-
we call the external world, have been formed in past ages by gradual pro- g“,.;::fel:.‘,
cesses in correspondence with stimuli which that external world supplied ; ::::"‘.‘j"s:;:&
and that as the physical organs themselves are the highly modified de- organ;
scendants of undifferentiated and comparatively simple tissues, so the
sensibilities connected with them must have heen represented, in the
embryonic stage of evolution, by something analogous to those modes of

feeling which we find in ourselves to be the simplest, the least differen-

tiated, and the most crudely suggestive of actual bodily affection. These

are connected with the general continuous covering of our bodies, as dis-
tinguished from our special sense-organs; and are comprised, broadly
speaking, under the heads of touch, and of heat and cold. The very fact that

more than one of these modes of feeling can be mentioned shows, of course,

that as regards the sensibilities themselves, differentiation is not wholly

absent ; heat and cold are felt as something quite different from touch, and

if they are not connected with some special nervous apparatus, they must

at any rate be connected with some special mode of nervous action; but

they resemble touch in that they belong to no special localised organ, being

felt in the same way over almost the whole of the outer (and in some degree

over the inner) surfaces of the body. With these may be included certain

other modes of sensation which, though more restricted in locality, are still

bardly conceived of as falling within the domain of a special sense-organ ;

those, namely (apart from taste), which have to do with food and drink.

If now we compare these simpler sensations with those belonging to contrasted in
the more differentiated organs, in respect of one special aspect which is i’:,;’i%‘.ﬁfox
common to both kinds, the aspect of agreeableness and disagreeableness, taste;
we immediately encounter a striking contrast. We are accustomed

- B



2 THE ORGANS AND IMPRESSIONS OF

to use the two correlative words, Pleasure and Pain, in respect of all our
sensations; but it is only in respect of the less differentiated class that.
we find anything like universal agreement as to what is pleasurable and
what is painful. A blow or a burn are objected to by all alike; the
feelings of hunger and its satisfaction (as apart from the differentiated
sense of taste) are universal experiences: whereas in respect of the diffe-
rentiated class, be it smell, taste, sight, or sound, the varieties of opinion
are infinite; the greater differentiation of the organs seeming to carry
with it an ever-increasing possibility of such varieties in the experiences
of individuals. And not only are the tastes of individuals extremely various
—savages delighting in food, in odours, in gaudy colours,and harsh sounds,
which are revolting and distressing to more civilised senses—but there are
possibilities of great variation in the same individual at different times.
Habit may act both by deadening and by cultivating the sensibilities ; asso-
ciation may modify and even reverse previous preferences and antipathies.
Further, if we arrange our modes of sensation in a series, putting
sight and hearing first, and descending through smell and taste to the
modes which are unconnected with any differentiated organ, we find
special peculiarities in respect both of Pleasure and Pain. The pleasure
which is obtainable by this latter class seems to depend almost wholly on
some pre-existing distress or craving, or, at the very least, desire. It is
delightful to eat and drink when one is hungry and thirsty, and to plunge into
cold water when the skin is hot or irritated: but to eat when one is not
hungry can only give pleasure by the effect on the specialised sense of taste;
and similarly, when the body is in a normal state, unnoticed from the very
fact that it is neither pleasurable nor painful, contact with warm or cold
bodies yields the very slightest satisfaction ; and in the case of merely tac-
tile impressions the possibilities seem smaller still. Relief and contrast then
seem necessary factors; the previous state must have presented a decided
divergence from the line of neutrality or indifference, if the change is to
give a distinctly positive result; for in this less specialised region, diver-
gences from a purely neutral state in the direction of pleasure are so slight
that they seem scarcely worthy of the same name as we apply to our more
vivid experiences. Pain, on the other hand, applies with such force and
reality to this very same region, and especially to the modes of impression
whose area is largest,! that its use in connection with the higher senses
seems by comparison quite metaphorical. Doubtless the sensations of the

and of Pleasure
and Pain.

' I am speaking only of the sensations due
to stimuli from foreign sources; there are,
of course, other sensations due simply to
changes in our own frames. These, when
passire, as in the case of thirst or toothache,
seem to be entirely of the painful kind, and
to have no pleasurable counterparts: that is

to say, unless we have been previously
suffering, no involuntary change in our
organism, which is not connected with some
external stimulus, seems capable of giving
us pleasure. The actire pleasure of muscular
movement, on the other hand, is as marked
a3 is the pain of muscular fatigue.



THE HIGHER SENSES. . 3

higher senses may often be to sensitive persons a source of acute dis-
tress: but whatever may be thought at a moment when the choice is not
absolutely presented, I do not believe that even the shrillest shriek of a
railway whistle, or the most glaring and discordant colour, could be so
much an object of dread to any one as a sharp cut or blow. In this
respect unpleasant smells and tastes seem to occupy an intermediate
position; a nauseous taste being less disagreeable than a blow, but more
so than a jarring sound. To revert now to what was said in the last para-
graph as to agreement and variety of taste, we find that there is indeed a
consensus as to what is pleasurable and painful in connection with the
most fundamental bodily needs; but that if we confine our attention to
such modes of contact with the external world as are, so to speak, quasi-
accidental and adventitious, which are over and above the satisfaction
of these primary cravings, Pain, where it appears, has practically no
correlative, being the sole and certain result of any wide divergence from
the neutral state, and that here, in its literal sense, it constitutes the
great thing about which people are all agreed; while those regions of
higher sense where Pain becomes less distinct and positive, and where
the effects of distressing experiences are comparatively transient, are just.
those where Pleasure, in a distinct and positive form, appears on the
scene, and also where varieties and modifications of likes and dislikes be-
come prominent facts ; and in these more differentiated regions we begin
to be able to mark off certain feelings and sets of feelings by the word
asthetic, and to reason or dogmatise about higher and lower and more
or less cultivated tastes. We shall have much to do later with the
ideas and distinctions represented by these words: at present I am only
concerned with the point that the region of sensation which has wsthetic
possibilities is also the region of variety of taste; broadly illustrated by
the fact that in this same region we do not find as the correlative of
Pleasure anything to which the word Pain, with its implication of what all
alike agree in shunning and dreading, can he literally applied.!

real kind. The sense of touch admits of
great specialisation under certain circum-

' These general principles may secm to
admit of exceptions. For instance, the

sensibility to pain from external contact
varies enormously in degree : sensitive and
delicate persons may shudder at the mere
sound of the slaps on the back which their
coarser or more robust fellows regard as an
agreeable and friendly mode of salutation.
Such an exception, however, is but apparent :
for the difference here is clearly only in the
degree of the external stimulus ; the amount
of what is necessary to produce pain may vary,
but the stimulus may always reach a point
at which the stoutest will object to it.
There are, however, cxceptions of a more

stances, and the absence of one or more of
the normal senses may probably contribute
much to this result. Thus, a boy called
¢ Blind Peter’ found it the height of luxury
to stroke velvet, and probably experienced
in so doing a delight the .nature of which
others can hardly conceive; so that here
the sense of touch was really elevated to
the msthetic class. Many of the lower
animals differ from man in having more
localised organs of touch ; but whether this
involves superior specialisation and variety
in their tactile sensations we cannot tell.

R2



§2. The
physiological
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ed formula is
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4 . THE ORGANS AND IMPRESSIONS OF

Of the physiological concomitants of agreeable and disagreeable sensa-
tion very little can be said with certainty; but the accepted doctrine is
worth noticing here, if only to show what a short way it takes us. The
doctrine is that, as sensation depends on nervous stimulation, agreeable
sensation depends on a certain limit of amount in the stimulation, on its
reaching a point short of that degree of violence which would fatigue and
wear the organ. Now if this is merely taken to mean that, if we are to
receive sensuous pleasure through an organ, this organ must be in a
tolerably fresh and responsive state, it is doubtless true: but the form
in which the right conditions are usually described, as combining the

‘maximum of stimulation with the minimum of fatigue, has an air of

scientific precision which is rather delusive. At first sight, indeed, the idea
seems attractively simple through our familiarity with the agreeable sense
of muscular activity, rising in intensity up to a certain point, and capable
both of keeping short of, and of reaching, the painful pitch which we call
fatigue. But when the nervous changes are represented in consciousness
not by fatigue, but by a special mode of discomfort, as in the case of a
nasty taste or a grating sound, though it may still be a most reasonable
assumption that some sort of nervous wear and tear is going om, yet a
phrase which seems to assume a scale of degrees of stimulation, or, more
accurately, of ratios of stimulation to wear and tear, answering to degrees
of agreeableness or disagreeableness, seems quite out of place. Of many
tastes and odours, the faintest possible suggestion is disagreeable ; and a
harsh sound can in no way be made to appear like the excess of a sweet
one. Again, the organ of smell, if continuously stimulated, will quickly
cease to appreciate either an agreeable or a disagreeable odour ; that is, it
reaches the same state of indifference and insensibility through a stage
in the one case of entirely agreeable, in the other of entirely disagree-
ble sensation. The natural inference is surely that the corresponding
physiological processes must differ in kind rather than in degree; for that
the degrees of stimulation in the two cases must be tolerably equal, seems
indicated by the fact that the times during which the agreeable and dis-
agreeable sensations are respectively appreciated, previous to the deaden-
ing of the sensibility, will not differ much in length. The very fact that
we can roughly compare and equate an agreeable and a disagreeable taste
or odour, in respect of intensity or pungency, points to the same conclu-
sion. Once more, the over-stimulation which deadens must apparently
be something different from the over-stimulation which excites and
annoys a sense-organ. For example, a sensation of fragrance (provided it
be not over-strong) remains enjoyable, but gradually decreases in vivid-
ness up to the point when we become insensible to it; whilea continuous
musical tone, however sweet, will force itself more and more on our
attention, and end by thoroughly annoying us; so that under continuous

.
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stimulation of a kind accounted agreeable, the sense of smell passes to a
deadened state without any stage of discomfort, while the sense of tone
passes to a state of increased wakefulness with continually growing discom-
fort; and if our sliding scale of wear and tear is to run parallel with both
these subjective phenomena, its character as the physiological basis of
either does not seem to have much explanatory force. The fact is that the
actual molecular processes which accompany sensation are unknown
to us: we know neither the chemical changes nor the transformations
of energy which are involved in the course of nervous wear and repair.

And even if this knowledge were revealed to us, if we could actually.

apply our mechanical conceptions of wear and repair to these inmost pro-
cesses, if we could calculate a scale showing how the wear of a nerve
might be variously well or ill adjusted to its opportunities of repair (some-
what as we might calculate degrees of reason or unreason in various
modes of adjusting a man’s food and sleep to the work required of him),
we should have no right to assume that the relation of such a scale of
measurements to the variations of our sensations would be at all percep-
tible to us; for we have no proof that the physiological conditions of
those variations are completely and exhaustively summed up under the
heads of amount of action and repair.!

The essential indefiniteness of the formula, in spite of its air of pre-
cision, may be seen in another way. For what, according to it, should we
consider the best condition? Would it not be the condition when the ratio
of stimulation to wear and tear is largest, that is, when the repair is going
on as fast as the wear ? But this would seem very contrary to our experience

L The application of the above-mentioned
principle, even in some of the simpler cases
where it might be expected to succeed,
presents great difficulties. For example, the
eye dwells ona moderatelyilluminated white
surface without fatigne or discomfort, but
with very little positive gratification ; but if
the blue which is present as a constituent in
that white light be separately presented, by
elimination of the other constituents, the
gratification is instantly increased. The
experiment may be fairly made by looking
at a piece of fairly bright white sky, first
with the naked eye, and then through a
beautifully tinted blue glass. Clearly the
increase of pleasure is not due to an increase
of stimulus on the retina, for the physical
stimulus is diminished by the whole amount
of light eliminated ; as little can it be due
to a prevention or cessation of the conditions
of fatigue, for the white was not at all
fatiguing. The only possible application of
the physiological theory would seem to be

that the nervous action was in some way
freer and easier in the less complicated ac-
tion belonging to the perception of a single
tint, than in the response to the larger
number of different stimuli which make up
for us white light. But in the face of the
facts that the comparative lack of freedom
and ease, thus assumed in the case of the
more neutral sensation, is not fe# as any
mode of discomfort, and is compatible with
some amount of gratification, and that the
same assumed lack has absolutely no effect
in reducing the general quality of the light,
brightness (for the white was perceived as
brighter than the blue), it would seem that
the particular quality of dlueness must have
the physiological correlative of its superior
enjoyableness entirely in the mode, not the
degree, of nervous action, in a set of events
comprising essential elements beyond any
which our mechanical notions of wear and
tear could possibly reach.

and essentially
indefinite.
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of those higher pleasures for which our senses are the channels: for we often
receive our greatest msthetic delights at the expense of great subsequent
dulness and exhaustion of the head, which shows that nervous wear has far
outrun repair at the time of enjoyment. And experience seems to point,
to a similar fact, though less marked in proportion as the periods of en-
Jjoyment and subsequent fatigue are usually far shorter, in the case of
purely sensuous pleasures. But if we once admit this third element of
time for nervous repair, all certainty as to our original ratio vanishes. It
is intelligible to speak of the maximum of stimulation compatible with an
amount of wear which shall be reparable at the moment ; but to speak
of the maximum of stimulation compatible with an amount of wear
reparable at some future moment, is to make the ratio between stimu-
lation and wear utterly indefinite, unless that moment is fixed and named ;
and there is nothing in the formula or in'the facts to suggest an idea
of a general rule as to the fixation of such a moment, much less the
rule itself. Moreover, even if it seemed conceivable that such a ratio
could be adjusted, the attempt to connect it with the phenomena of
pleasure would land us, on the subjective side, in all the complications of
measurement by intensity and measurement by duration.

Still more obscure than the physiological basis of agreeable and
disagreeable sensation is its history. The origin of Pleasure and Pain
(to adopt the more convenient phrase, in which Pain must be under-
stood in its larger and looser sense) is exactly as inscrutable as the origin
of sensation itself. Like sensation in general, Pleasure and Pain must be
regarded as psychical concomitants of certain nervous processes, starting in
an embryonic form probably with the very dawn of consciousness, and equally
with consciousness beyond the reach of explanation and derivation. Itis
necessary to notice this, inasmuch as it is not uncommon to encounter more
or less definite views which refer Pleasure and Pain, or at all events their
early development, to the theory of natural selection. The prominent facts
of ‘pleasure felt in certain common actions which are obviously advantageous
to the existence of living individuals and their species, and of pain felt
in deprivations or occurrences which as obviously tend to destroy or shorten
such existences, with the concomitant impulses towards the advantageous
aud from the disadvantageous things, are enough to account for a vague idea
that natural selection must have had a direct part in fostering the pleasur-
able and painful sensibilities, as in fostering so many other conditions favour-
able to survival. To pursue this subject here would, however, carry us too far.!

Passing then from this somewhat dubious ground to the specialised
senses, those of smell, taste, seeing, and hearing, as now indisputably known
to us, we at once recognise very great differences in the way in which their

' An enquiry into the relations of pleasure and pain to advantage and advantageous
impulses will be found in the first Appendix.



THE HIGHER SENSES. 7

several functions are exercised ; and with these differences are connected
varying degrees of intensity in the pleasures they afford. Thus according
to a generally recognised law, the more intense pleasures of sense would be
naturally those connected with organs whose activity is intermittent, so that
the nerve-organs concerned have long periods of repose. And if sensations
be looked at in isolation this appears to be the case: a strawberry probably
gives keener pleasure than any single ungradated tint of colour, isolated from
all associations with nature and from all mental elements of comparison
and contrast ; or than any single sound on a musical instrument. Judged,
then, on this ground, the organs of sight and hearing, with their constant
and to a great extent unselecting activity, would apparently labour under
a great disadvantage : their being always ready for their work would seem
to mean that the work is not to be rewarded : and if, notwithstanding this,
sight and hearing are universally acknowledged to be the highest of our
senses, to be the msthetic senses par extellence, we must seek a further
reason. Various facts have been adduced which hardly seem to touch the
root of the acknowledged superiority ; as, for instance, that the pleasures of
sight and hearing are unconnected with any directly life-serving function,
and that in the outlet to nervous force which they give without being
clogged by prosaic utilitarian aims, they partake of the nature of play.
But though this is true, one fails to see & priori why connection with the
preservation of life should derogate from the character of a pleasure : even if
we allow that it is a higher thing to enjoy life than to live, such a principle
could not of itself elevate experiences which, without being proved superior
in enjoyableness, are only proved inferior in usefulness. Again, it has been
said with truth that the two higher senses are those whose pleasures can be
shared by numbers of people simultaneously, so that they are ennobled above
other pleasures by their social character. But even if all mankind could
be fed at once and gratis on heavenly manna, it would hardly alter the
accepted view as to the comparative inferiority of the pleasure of eating.
The real distinction is a much more fundamental one, and introduces
us to two words with which we shall have much to do—Form and Colour.
The great fact which places sight and hearing in a totally distinct and
unique position as regards pleasure, is the power which we possess of
grouping the separate impressions received by the eye and the ear, and
combining a number of them in distinct wholes; in other words, our
power, in connection with these senses, of perceiving Form: Colour, on
the other hand, is undistinctive, having analogues in connection with all
the senses. The special characteristics on which the power of perceiving
Form rest, and its peculiarities in the respective domains of sight and
hearing, will be examined directly: for the moment, the mention of the
bare word and fact was desirable for the better understanding of what will
more conveniently precede, the facts and contrasts presented by the correla-
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tive, Colour. Both the words present difficulties as regards our purposes ;
Colour being employed strictly of one set of impressions only, those of
sight, and so confined within limits which we shall have largely to extend ;
while Form is commonly used with very wide latitude, and very vague
apprehension of what it can and cannot mean in its various applications ;
whence the importance of getting its most fundamental meaning, as the
correlative of Colour, clear from the very outset.

Colour, on the Colour, then, apart from Form, represents, in the sense of sight, that mode

other hand, has . . . :

its analogues  Of consciousness which is common to all the senses : it represents sensuous

i:n:c"sf'” impression, simply as such, without any supervention of a grouping and
coordinating faculty. A colour unbounded by a line (as the blue of the
sky when we gaze straight up into it and see nothing else), an isolated
musical sound, the scent of a rose, the taste of a peach, are all truly
parallel things. They are all perfectly simple and self-complete experi-
ences: none of them has any reference to other experiences of a kindred
sort, preceding or following them. Preceding circumstances may of course
affect our powers of receiving the normal sensation from these sources, by
affecting the respective organs: if we have already eaten peaches ad nau-
seam, our present peach may disgust instead of delight us; if we have
dazzled our eyes by looking at the sun, we shall see instead of the pure blue
sky the sun’s image printed thereon. Equally, what we are now experienc-
ing may affect our next experience: if we look from the bright sky to the
foliage near us, it may look blanched and withered ; if we sip a delicate
wine while the taste of the peach is still in our mouths, its flavour may
be lost to us. But the necessity that our organs should be in a special and
unfatigued state, if they are to convey to us what we hold to be the
normal impression from the object, in no way affects the fact that the
impression, when we really get it, is of a perfectly simple and independent
kind. It may indeed have associations linked with it, and in this way be
connected with our supersensuous nature ; but it has no inherent relation-
ship, and makes up no connected whole, with the impressions of the same
sense which are contiguous to it in time ; it carries its whole character and
essence with it in the moment of its presentation.

There is, unfortunately, no generic word to express these simple and
unanalysable sensuous experiences, derived through the channels of our
various specialised sense-organs. Smell and taste are most intimately
allied, the impressions of the one sense being sometimes even mistaken
for those of the other; and words like aroma and bouquet seem to con-
tain a reference to both senses, or to the region where one shades into the
other. Similarly, colour and musical tone possess affinities of a dimmer
kind ; affinities which, as we shall see hereafter, have been a most fruitful
source of misapprehension, but which are at any rate distinct enough to
constitute these sensations a separate sub-group. As regards the relation
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of the isolated and purely sensuous impressions to the forms and com-
binations into which the mental faculties organise them, and in the con-
trast between sensuous and formal elements as connected with contrasts in
character, value, and dwation of effect, the tone-sense and the light~
sense are often very comparable; and as we shall have to trace out this
resemblance in various directions, no apology seems necessary for some-
times combining the two modes of impression under the term colour. A
single term is absolutely needed ; and it would be no more reasonable to
refuse the word colour to the timbre or quality of musical tones than to re-
fuse such terms as harmony and discord to the phenomena of visual colour.

Our sensuous experiences of colour and tone are of course so com-
pletely bound up with those combinations and forms in connection with
which we have received them, that it needs a considerable effort to dis-
entangle the purely sensuous element, and it is probably quite impossible
to judge of it entirely on its own merits. Even when we lie on our back
and see nothing but blue sky, the sense of space and freedom, involving
complex mental elements, comes in as a factor of our pleasure : the same
colour would not move us as it does if it were a yard from our eyes. But
so far as we can succeed in isolating the purely sensuous element of our
visual and auditory experiences, and comparing them with their analogues
of taste and smell, the view which was stated above, that amount of
pleasure depends on intermittences of nervous activity in the organ, seems
just. As regards colour and its analogues, it is in the appreciation of har-
monifs, gradations, and contrasts, that is, in the perception of relations,
that one sense proves its superiority to another; and this depends ulti-
mately on the very points of structure and action to which we shall trace,
in a moment, the general superiority of the two higher senses. But apart
from such relations, it is hard to see in what sense the ear and eye, in enjoy-
" ing a tone or colonr merely as such, reach a higher level than does the nose
in enjoying a sweet scent ; and indeed, if the further element of association
be allowed to count, the sense of smell might put in a good claim for the
highest place of all. Looked at merely on this common ground of purely
sensuous impression, colours and tones present a perfect parallel with the
experiences of the lower senses, not only in nature, but in many of the
phenomena found in connection with them. The piercing shouts and
laughter of children in the streets, the harsh and noisy music of savages,
an undiscriminating love of gaudy tints, a preference for coarse and highly
flavoured food, and so on, are all signs of uncultivated and unrefined
organs, which are susceptible, if taken in time, of considerable modification
and education. This uncritical love of violent stimulation is common to
all the senses, and is often found in connection with all of them in the same
individual. In the same way delicacy of organisation implies, for the
most part, a preference for delicate flavours throughout the whole gamut
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of sensation ; nose and palate, ear and eye, each claiming consideration
and resenting violence.

But there is a fundamental peculiarity of the eye and ear which utterly
differentiates them from the other sense-organs, and which sets them, as
regards the scope of their activities and the enjoyment attainable through
them, in a position totally apart. This peculiarity is extreme delicacy
and complexity—the possession by both organs of a multitude of terminal
elements capable of separate individual action, and, by the eye, of appa-
ratus for innumerable distinct movements—combined with extremely rapid
power of recuperation; a combination which renders them most rapidly
gensitive to an immense number of differences in the impressions they
receive. It is owing to this that the experiences are possible, which con-
stitute these two senses beyond all comparison our most important channels
of communication with the world of people and things, and place the
impressions received through them in a wholly unique relation to our in-
tellectual and emotional activity. True, it is not hard to find other grounds
of superiority. Thus, the eye and ear are able to act at a great distance
from their object; and again, their readiness to act at any moment,
and comparative unsusceptibility to fatigue, must be reckoned an advan-
tage, provided that their enjoyments are provided for (as it will be further
shown that they are) by some other means than the mere recuperation
of nervous energy and of the power of responding to stimulus, which the
lower senses attain by long intervals of repose. There is another very prin-
cipal characteristic of these senses in relation to impressive general concep-
tions, as of size, force, and pace, which we shall study more conveniently
later. But these further points we shall find to be also connected ulti-
mately with the enormous power which the eye and ear possess of rapidly
discriminating impressions ; so that this power may be stated generally to
be at the root of their superiority.

Discrimination of sense-impressions is of two sorts—discrimination of
the sensations in respect of their individual character, including both
quality and intensity, and discrimination of their relative positions in
space or time.! Discrimination of the first sort may be wide or narrow ;

" discrimination of the second sort may be rapid and complete, or slow and

slight. The enormous superiority of the eye and ear, as channels of per-
ception and intercourse, consists rather in the pre-eminent degree in which
they combine the second sort of discrimination with the first than in a
monopoly of either. The senses of taste and smell are open to a very
great variety of impressions, distinguished as different in individual

! Impressions of hearing may present a of space and time in which relative positions
unique sort of difference, describable indeed of elements are held and distinguished,
asadifference of individual quality, but really namely, pitck; but into the detailed discus-
connected with a perfectly unique analogue sion of this it would be premature to enter.
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character. But in connection with them there is no discrimination in
space, and only the barest rudiment of discrimination in time, appearing
just in the moment of transition from one to another: if we recall the
order in which we have experienced many various tastes, as at a dinner
of many courses, it is by deliberate and separate efforts of memory, where
moreover some reference to the name or look of each dish will probably
have to precede recollection of its taste ; not by summoning up a connected
passage of sensation where each item falls instinctively into its place.
Here the ear, with its enormously greater speed of operation, is pre-
eminent. It might take a minute to realise in succession a dozen or
even half a dozen distinct tastes, each requiring as it does some time for
its appreciation, and then again an interval being necessary before we are
in a state to appreciate the next ; while we can easily count a dozen aloud
in a second, where each word entails several distinct auditory impressions ;
and a whole string of nonsense-syllables can be recalled in a flash. Again,
in connection with muscular and tactile impressions, we have some power
of discrimination in space, and, owing to the rapidity with which they are
realised, a very considerable amount of instinctive appreciation of their
order in time ; but then in their case the varieties of individual impression
are comparatively insignificant in number and interest.

In connection with discrimination of the individual and qualitative
characteristics of impressions, one special point as to these favoured
organs is worth noticing ; namely, that the complexity of arrangement
which constitutes the physiological basis of the phenomena is not of a
precisely similar sort in the two cases ; and this can be understood without
any minute acquaintance with anatomical details. The eye and ear agree,
indeed, in the delicacy and intricacy of their terminal nervous apparatus,
which is immensely greater than anything found in connection with
the lower senses. But as regards the actual differentiation of structure in
the organ itself, the actual assignment of different parts of it to different.
sorts of affection, the ear stands completely apart, containing an enormously
large number of structurally distinct elements,' each responsive to a special
mode, or at most to a very narrow range, of physical stimulus. In the
eye, on the other hand, it is held that the kinds of elements differentiated
in actual structure for the reception of colour-impressions, are only three ;
and the differentiation is rather in the numerous modes of nervous pro-
cess, to which variously combined affections of these few elements are able
to give rise. As regards sensation, however, this difference has no value;

! These elements are not distinct in the tively loosely in the direction of its length,
sense of being anatomically disconnected 1Its transverse fibres may thus, as Helmholts
from one another ; they form part of .what has shown, be regarded as forming a sys-
is known as the basilar membrane, which is tem of stretched strings, each capable of
a long narrow membrane tightly stretched vibrating independently in response to a
in the direction of its breadth, but compara- special exciting tone.
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the variety of impression provided for by the variety of degree in wlich
each kind of element takes its part,in a.combined response to the variously
constituted rays of light, is of such a sort that we get a multiplicity
of colour-impressions not less simple, distinct, and rapidly changeable,
than if we had a separate sort of retinal element for every shade of colour.

The eye and the ear agree then in this superiority. But examining a
little further into the respective modes in which their discriminating powers
are commonly utilised, we at once encountera striking difference ; the first,
and perhaps the most fundamental, of the many differences between these
two privileged senses which we shall come across in the course of our
inquiry. In the case of sight we habitually make use of the eye’s power
of discriminating a multitude of individual impressions, to combine these
into groups or objects. Into the physiological details of the process we
need not enter: roughly speaking, the muscular mechanism of the eye
enables us to distinguish the numerous instantaneous movements by
which impressions are brought from the various less sensitive points to
the most sensitive point of the retina; whence we obtain our concep-
tions, not only of the outsideness to one another of the various parts of
objects, but of their relative positions. Turning now to the ear, we find
no such habitual grouping of impressions. Incomparably the most im-
portant use that the ear makes of its discriminative power is connected
with speech:! and in this it is occupied merely with symbols, the
attention being directed not to sense-impressions, but to the ideas
symbolised. Quite different sounds in another language might convey
precisely the same ideas; and the sounds, merely as such (altering
perhaps even in repetitions of a single familiar phrase by a single voice),
present no certain group having the character of an object.

This is not sufficiently accounted for by a mere reference to the com-
monly recognised distinctions between time and space. For though in
the case of the ear we have not, as in the case of the eye, the means of
discriminating impressions in space, still, if we can discriminate their
relative positions in time, there seems no a priori reason why a series of
them should not form for us groups with a certain character of objec-
tivity and permanence. And indeed this may occur up to a certain
limited point. Any known word or phrase partakes of the character; and
the rapidity with which the ear grasps the elements presented to it,
and learns to associate each separate impression with its predecessors
and successors, enables even a set of nonsense-syllables to obtain, by
repetition, an objectivity at least to this extent, that if a change be made
in the order, it is instantly recognised and, it may be, resented, as baulk-

' In some animals the sense of smellseems  that ants have a language of smell, and even
to reach a perfection and scope which adapts  that articulata possess senses of which we
its impressions for symbols ; it is conjectured  have no knowledge.
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.

ing an expectation ; an experience quite beyond the scope of the slow-acting
and rest-needing senses of smell and taste. Still this objectivity is not
even remotely comparable to that which we associate with sight : and for
this there seem to be two main reasons. First, the sense of permanence
in visible objects depends greatly on the passivity and indestructibility of
matter. Sound is the result of motion, usually of visible motion, and
even when the same series of sounds is repeated and is familiar to us, we
still are conscious of its dependence on movements in its source, move-
ments which it Jay within the option of ourselves or of another to make or
not to make. 'When the source is impersonal, sounds are rarely sufficiently
rapid or various to make up any recognisable group, besides being hardly
ever repeated in regular order ; and, moreover, here also we feel that the
exciting causes are transient and accidental, and may be at any moment
destroyed by human or natural agencies. Secondly, the things we see
gain a quite unique character of objectivity and permanence from the
associations of the senses of touch and muscular movement. It is pro-
bably impossible to overestimate the effect of these factors in the formation
of our conception of objects. We can of course touch the things which
yield to us sounds, smells, and tastes : but the objects of sight we can not
only touch, but can trace out, part by part, in space, by a series of muscular
and tactual semsations which run exactly parallel at every step with the
accompanying visual sensations. We thus acquire an instinctive assurance
that it is possible to obtain exact confirmation of what we see, by another
line of different but exactly corresponding experience, of experience too
which naturally gives the most vivid sense of external contact and resis-
tance ; and this mutual reaction of the two lines of feeling seems at every
moment to witness to the validity of each.

So far we have been considering the general everyday activity of the
eye and ear; not their enjoyments. As regards enjoyment, the fact that the
eye is normally and habitually perceiving forms is no special advantage to
it. It is for the most part busy either with symbols, as in reading, or with
objects the interest of which (if there be any) is mainly owing to the
mental activity they evoke, not to special delight in the contours of the
objects themselves. People may vary in the comparative amounts of in-
terest they gain by sight and by sound, by reading and looking about them
and by intercourse with their kind: as regards the respective use of the
two senses in the ordinary course of life, it would perhaps be hard, on the
average, to assign a superiority to one over the other. But then, among
a number of uninteresting forms, the eye does at times encounter some-
thing wholly distinct, something which has not as yet been mentioned,
something which, if it could not be paralleled by the ear, would at once
turn the balance; namely, Beauty. Has, then, the perception of beautiful
forms an amnalogue in the domain of sound? We have seen that the

§ 10, There
iz one region of
experience
where anditory
inpressions are
combined into
real groups;
and so attain
beauty.



?.ll. Recapi-
tulation as re-
gards Form.

1 O THE ORGANS AND IMPRESSIONS OF

sets of impressions which the ear receives in the ordinary course of things
cannot be said to make up groups or forms at all, much less beautiful
ones: is there any exceptional region where this rule does not apply ?
Fortunately there is: there does exist one special region of auditory
phenomena, where organised groups and forms do exist, and not only exist
but attain to perfect and unsurpassable beauty. What that region is
need hardly be said ; how it comes to exist, and to contain within it such
marvellous possibilities, we shall inquire in subsequent chapters: at
present it is enough to notice the unique place which it occupies in the
domain of auditory impressions, and the @sthetic rank which the sense of
hearing derives through it. Indeed the very word Beauty, which we have
just used, is a standing testimony to the fact that, in respect of enjoy-
ment, the eye and ear hold a position of as striking and unique superiority
to the other sense-organs as we have seen that they do in respect of varied
activity : the world of Beauty is preeminently the world of Form.

The perception of form, to recapitulate, takes place through the super-
vention of a combining and coordinating faculty on sets of elementary
sense-impressions. To any one who is familiar with it, this point seems
80 obvious and fundamental that it is hard for him to realise how com-
monly it is ignored, at any rate in the case of sound. Even people with
sufficient education to know what nerves are, will be found to explain
Music as an agreeable stimulation of the nerves of hearing; and con-
currently with such a view there naturally goes a failure to perceive what
we have noticed above, that on the purely sensuous side the superior
senses may fall far short of the inferior, and that too at the very moment
when they are engaged in the delighted contemplation of beauty. Com-
pare a melody or a face with the scent of roses. The perception of a
melody, like that of a face, consists in the combination of a number of
sense-impressions ; and what truly corresponds to the perception of the
scent, as a simple and ultimate phenomenon due to nerve-stimulation,
is not the combination of units, but each separate unit, whether of
sound or colour. And these units, though corresponding with the sensa-
tion of sweet smell in respect of their simple and ultimate character, are
probably extremely inferior to it in respect of enjoyableness. For just as
the perception of a face, drawn in pencil, is made up of neutral units of
impression, of simple black and white, so each note of a tune, whistled
with the truest musical enjoyment, may be and commonly is, as regards
sound, a very poor affair indeed ; so that the reference, the only possible
one in the case of a sweet scent to simple physical stimulation of the
nerves, is not only wrong, but especially delusive. The supervention of
the higher faculties we found to be possible in the two cases of sight
and hearing, through the enormous variety of the possible impressions
and the rapidity with which they are grasped; this variety and
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rapidity, again, being connected with the extraordinarily complex nature
of the organs concerned. In the case of the eye we found the super-
vention to take place habitually, and to lead to our ordinary perception
of external objects; in respect of which we have assumed, as a fact
generally recognised, that some possess beauty and some do not, but
have at present sought no explanation of this difference. In the case
of the ear, on the other hand, we have seen that the combination of
sense-impressions into coherent groups of any complexity takes place
exceptionally, but with a resulting beauty often comparable in degree to
the very best attained by visual forms; of which beauty, again, we have
deferred all account and explanation.

I cannot quit the special subject of this chapter without pointing out
that the subtler physical peculiarities, connected with qualitative dis-
crimination of impressions by the two higher senses, present to the
evolutionist certain very noticeable problems; more especially noticeable
in the case of the ear, both in themselves, and because we shall find that
(over and above that rapid discrimination in time which has been men-
tioned) certain qualitative differences, those of pitch, have an essential
relation to the higher sort of auditory forms; whereas qualitative dif-
ferences of retinal impressions, being simply colour-differences, have no
such relation to visual forms. The case of the eye, however, had better
be considered first, as it is by comparison and contrast with this that the
still more remarkable facts as to the ear will be best realised.

If we consider that sense-organs have had two principles of develop-
ment—gradual adaptation through subjection and response to particular
stimuli, and the stamping of favourable variations by natural selection—
it naturally occurs to ask at what stages and in what proportions the two
influences have respectively acted. But there are some preliminary
questions. It may seem that often the power of delicate discrimination
of sense-impressions is a faculty acquired by the individual, and cannot
be directly referred to inherited or transmissible modifications of structure.
This view seems specially applicable to the senses whose organs have
not, like the ear, a multiplicity of elements, each structurally diffe-
rentiated from all the others ; since, in their case, we can account for a new
sensation, or an increased power of discrimination, by a new and more
refined mode of nervous action,' developed through exercise into a greater

' It is not necessary to go into the disputed
point as to whether stimulation of one and
the same nerve-fibre is susceptible of quali-
tative as well as quantitative differences;
that is to say, whether, in the case of any
particular , differ of tion are
based on different modes of nervous discharge

possible to one and the same. fibre, and
caused by the different effects of different
stimuli on its terminal structure. If the in-
dividual fibres are not so susceptible of
various mades, but only of various dergrers,
of affection, and if the sensations received
through them are numerons in kind, while
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nicety of response to stiinuli, and comparable to some of the acquired and
individual aptitudes and feats of skill which are so familiar to us; and we
are not encumbered by having to account for structures whose complete
differentiation would involve periods far beyond the individual life. The
senses of taste and smell are of this kind, admitting as they do of an
enormous amount of cultivation and of the most various degrees of discri-
minative power. This is well exemplified in the case of taste by men’s
relative faculty for judging of wines and vintages ; while those who have
had experience of chemical work will bear witness to the same power of
improvement and varieties of cleverness in respect of the sense of smell.
Now it cannot be denied that the colour-sense seems to a certain extent
to come under this class. While perceptible shades of colour seem almost
infinite, the actually differentiated sorts of retinal elements, as has been
mentioned, are only three ; and the various ways in which the component.
parts of the retinal response are combined, under the various physical
stimuli, might seem referable to those modes of nervous action in which
it might not seem unreasonable to imagine a considerable amount of indi-
vidual acquirement : while the wide agreement in the mode of action,
the less degree of individual and quasi-accidental variations, such as
corresponded in our instances of taste and smell to very marked variety and
uncertainty of discriminative power, might be attributed to the altogether
exceptional constancy and universality of the physical stimuli. But this
view will hardly stand examination. For though the presence of colour-
stimuli of some sort is no doubt a constant and universal fact, the
conditions seem quite sufficiently variable (e.g. in the environment of a
town-child and of a country-child) to produce, were they truly effective,
far greater variations than we find to exist.

There are not lacking, however, other grounds of doubt as to the
degree of parallelism and connection between increasing discrimination of
colour and structural changes in the sensory apparatus. For as regards
optical facts, it is specially easy to imagine that they may have been
there without being noticed ; and that modes of effort, interest, and atten-

they, as distinguished by their terminal
structures, are fer in kind, all we have to do
is to refer the differences in the ‘mode of
nervous action' to the higher centre, to
what goes on at the cerebral point where
the variously proportioned stimulations
reach their junction and terminus. Thus,
we do not imagine we have a separate
gustatory fibre for every imaginable taste.
We may then leave sub judice the question
whether the same fibres, by different modes
of action, or several distinct sets of fibres, by
different combinations of degrees of action
(as in the colour sense), give rise to the

different tastes: but what is clear is that
there must be somenhere a particular affection
of nervous substance for each particular
simple sensation, whether originating in the
actual passing of the telegraphic messages,
or only on their arrival. Whatever view be
adopted on the disputed point, the ear seems
to stand quite alone in the immense number
of its actually differentiated terminal struc-
tures: and this distinction is too striking
not to connect itself with the all-important
sensory distinction that the ear alone has,
in pitch, a true scale of sensations, present.
ing not only differences but distances.
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tion are at the root of the changes, which on that view, it might be alleged,
would easily be rapid. On the very natural and common view which con-
nects discrimination of tints with enjoyment of them, it may seem
specially easy to refer the later elaboration of the faculty to psychical
concomitants of concentration and attention, and to modes of relation to
the environment which are not only far withdrawn from the struggle for
existence, but may be represented as matters of comparatively recent
occurrence. It has been urged with considerable force that a very
large part of the power of delicately discriminating tints (a power which
must be carefully distinguished from length, keenness, and quickness of
vision) has been developed within a time which in the history of evolution
is a mere nothing: and a very extreme hypothesis of marked deficiency
of colour-sense in the most gifted people of antiquity attracted lately a
good deal of attention.

If this were 8o, we should certainly find the readiest explanation of the
fact in connecting it with the action of higher nervous centres than that of
vision. Experience shows us how much the power of perceiving depends
on interest in the thing seen, which may have the most various sources;
and how great are the differences which exist in individuals all possessing
what passes for normally good sight, and in the same individual at
different times. And this alone would be enough to suggest that
the physiological part of the phenomenon must be to a great extent
behind and beyond definable points of structure and action, in nervous
tracts where we cannot trace or even guess at the course of variations.
The line where the differentiating facts begin is quite impossible to draw.
It is matter of common recognition how possible it is for stimuli of
various sorts to take actual effect on the physical organism without being
at all noticed ; how sometimes gradually, sometimes suddenly, by a seeming
accident we wake up to them, or how by an act of will we can make our-
selves notice them ; how sometimes we become alive once for all to a
difference we had never detected, and how one order of impression may be
found pleasurable and interesting by one person, and attended to accord-
ingly with gradually increasing powers of discrimination, and another by
another; whence we may perceive the evident impossibility, in many
cases, of knowing how far perception and discrimination, when they come,
are due to the formation of a power of physical response previously absent
in the organ immediately concerned, and how far the facts must be referred
to the exercise of attention and the deliberate dwelling on differences. It
is enough to realise that this latter element cannot but play an important
part; and that the sorts of physiological events“which accompany the
adjustment of the attention, and which result in the improvement of the
faculty, must have to do with much more unstable nervous structures and
functions than the definitely hereditary ones associated with a particular

o]

and connected
with the action
of higher ner-
vous centres ?



§18. Reasons
for not regard-
ing the faculty
as of recent
origin.

18 THE ORGANS AND IMPRESSIONS OF

organ of sense. These remarks apply of course chiefly to the superior
orders of sensation, and pre-eminently to vision, which affords such wide
and perpetual scope to the advanced mental activities involved in rapid
distinction and comparison ; while the lower senses, with their slow one-
by-one impressions and long periods of rest, offer less chance for such
subtleties.

At the same time, there are very weighty reasons for hesitating to
assign to the more delicate discrimination of colour at all a recent origin.
As regards the points last noticed, we shall find it hard indeed, when we
look round us, to accept an hypothesis of immense increase in the
individual attention to colour; to believe that an observant interest,
absent in the Greeks, is active now in the great mass of mankind. And
the interest, it must be noticed, would have to be special and original in
each case; since we lack evidence that that sort of improvement which we
observe in a sensory faculty in connection with interest and attention is
transmissible to descendants. Still more untenable of course would be
the hypothesis that a large proportion of the actual structure of the
optical apparatus has been a matter of recent development. Again, notions
of artistic discrimination are in this connection decidedly dangerous ; since
they easily lead to confounding the pleasure derived from the shades and
gradations of beautiful colour with the actual power to discriminate.
But coarseness in the one sense does not at all imply coarseness in the
other. A savage’s eye may be in a sense as discriminative and as atten-
tive as our own, though he may prefer the most barbarous and crude
effects of colour. And when we consider the excellence of sight which is
a common characteristic of savages, and also the exceptional advantages
which that characteristic undoubtedly entails in the vicissitudes of primitive
life, it seems not unnatural to imagine two separate stages in the later
history of the faculty; one in which the sense had attained, through con-
stant and attentive use, a very high level of discriminative power, a level
which natural selection would tend to preserve if not to heighten; and
another in which the faculty remains, or has been revived, to a great extent
in direct connection with pleasure, as a part of the higher nervous sensi-
bility, and with such amount of hereditary character as that may involve.
Between the two stages, when the power is neither a prime necessity in
the struggle for existence nor a special source of artistic enjoyment, it is
easy to conceive that it might considerably decline ; though again it would
be rash to affirm this decline, in respect, for example, of the less civilised
members of civilised communities, unless experiments were made which
obviated the risk of confusing want of taste with want of discriminative
power.

If we agree, then, that the development of the colour-sense must be
referred back at any rate beyond the historic human times, when the
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accidents of individual habit and the varieties of taste would greatly -

obscure the problem, our two principles—of natural selection and of
gradual adaptation to an increasing variety of stimulus through exercise
of function—stand clear. Now of these two principles we should at
first be inclined to regard the influence of the latter as having been
here, not only exceptionally powerful and precise (owing to the peculiarly
precise and close relation between a sense-organ and the external con-
dition of its action), but exceptionally independent of the aid of natural
selection. Recalling Mr. Spencer’s argument, that ‘as fast as essential
faculties multiply, and as fast as the number of organs that co-operate
in any given function increases, indirect equilibration by natural selection
becomes less and less capable of producing specific adaptations, and
remains fully capable only of maintaining the general fitness of consti-
tutions to conditions ;’ and again, ¢as fast as the number of bodily and
mental faculties increases, and as fast as the maintenance of life comes to
depend less on the amount of any one, and more on the combined action of
all, so fast does the production of specialities of character by natural
selection alone become difficult;” we may certainly find grounds for

Natural selec-
tion can appa-
rently have
had little to do
with the final
development of
the colour-
sense.

including discrimination of colour among the faculties to which that argu-

ment applies. For it must be noticed that advanced power of discrimi-
nating colours is of far less service for the mere recognition of objects
than for their distinction among a number of others; and this distinction
would apparently only be of advantage to creatures whose mental and loco-
motive powers were decidedly advanced, and who thus belonged to the later
stage of evolution described in the passages just quoted. The difference
from, e.g., the sense of taste may be thus represented. An enormous number
of tastes are recognised by us as entirely and individually distinct; and
whatever might be the limits of this faculty in lower organisms, it is at
any rate plain that the sense of taste could only be advantageous at all so
far as it truly recognised individual impressions. But in colour the in-
numerable varieties are for the most part varieties of shade of a few orders
of colour, blue, green, brown, and so on, as to which moreover the same
object, in different lights and weathers, may vary between extremely wide
limits: and to recognise a number of such tints as individually distinct,
without seeing them in actual juxtaposition, is to a great extent even now
beyond the power of any but cultivated sensibilities. On this ground alone,
then, it would be difficult to credit primitive organisms with any appreciable
share of such a faculty ; while as regards advantage, the extent to which
it would have helped them in the important acts of recognising living-
creatures or specimens of vegetable growth, is as nothing compared with
what would be naturally effected by simple sensibility to degrees of light
and dark and the power to perceive shapes and movements. As soon,
however, as we come to the distinction of one object among a number of
c2
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others, we have a condition where shades of colour are of the utmost im-
portance, and to which taste hardly presents the slightest parallel. Now
this, as I have said, seems to belong naturally to a stage of advanced
locomotive and co-ordinative power, when attention could be concentrated
with advantage on a multitude of definite points, when food would be
hunted for in various localities, and danger detected at considerable dis-
tances. And the extent and complication of the various actions involved
in the useful exercise of this discriminative faculty might certainly seem
to warrant us in assigning the later stages at all events of its develop-
ment to the time when, according to Mr. Spencer’s view, natural selection
had ceased to be concentrated on the enhancement of particular modifica-
tions.!

But now comes the curious point. The seemingly natural reference
of the meore delicate perception of colour to gradual adaptations, caused by
the perpetual presence of coloured objects in the environment, will be
found to present some very unexpected grave difficulties of its own.? The

V I cannotentirely harmonise Mr. Spencer's
statements on this point. After explaining
the differentiation of the higher sensory
organs from the general integument, he
says it is an open question whether these
differentiations are due wholly to indirect
equilibration (that is practically natural
selection), or partly also to direct equilibra-
tion, that is, to differentiation of structure
through the actual exercise of a function; in
the case of thesense-organs through response
to external stimuli. He grants that possibly
light might ¢aid in setting up certain of the
modifications by which the nervous parts of
visual organs are formed : ' but adds that “it
seemg clear that the complexities of the
sensory organs are not thus explicable;’ that
‘they must have arisen by the natural selec-
tion of favourable variations.” Surely those
parts of the organs for the explanation of
which we can only look to favourable varia-
tion and selection (since they could not have
been developed through the exercise of func-
tion in response to gtimuli),are the less com-
plex and more mechanical parts which Mr.
Spencer bas been describing, such as the
anterior chamber of the eye, and the auditory
sac formed by infolding of the external in-
tegument ; but as regards the far greater
¢ complexities ' more immediately connected
with sensation (a8 of the retinal elements),
in spite of the difficulties to be immediately
suggested as to modification through exercise
in response to stimuli, Mr. Spencer’s own re-
marks, quoted above in the text, scem suffi-

ciently to mark natural selection as merely
or chiefly a conserrvative factor.

* The points respecting environment which
follow by no means exhaust the problem as to
the share which direct stimulation and exer-
cise of function, apart from natural selection,
may have had in the development of the senses.
There exists a more fundamental difficulty,
at any rate as regards actual formation of
new structural elements; which will at once
appear if we compare the case of sense-
organs with some other imaginable case of
structural growth. For instance, there seems
little & priori difficulty in conceiving a large
development and differentiation of the mus-
cular system, including the appearance of
actually new elements, through the exercise
of elements already present ; muscular effort
being applicable in all sorts of directions,
for all sorts of known and desired results,

and not depending on the presence of any

special order of stimulus. In such a case,
the fact and its cause, the relation between
function and structure, and the parallel
development of the two, would be entirely
comprebensible. If, on the other band, a
new sensibility appeared, c.g. to some new
colour, due to rays beyond those of the
spectrum as at present known to us, we
might, indeed, infer the existence of some
new sort of retinal element, by such means
as have already led us to infer the exist-
ence of the present three sorts; but how
could we conceive that it had been de-
veloped through exercise of the elements

. ——————— -
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very fact that admiration of colour is supposed to have played an important
part in the processes of sexual selection, the admiration being clearly of
something recognised as exceptional, suggests the question how the re-
quisite sensitiveness could have been developed. The point is the better
worth noticing, as the colours themselves have received much more at-
tention than the means of perceiving and enjoying them: while the rarity
of certain colours in the environment, however much a reason for enjoying
them when the perception has once become possible, certainly makes that
perception the harder to account for in creatures who were entirely de-
pendent in such matters on what nature presented to them.

On the theory, then, that the perpetual response to the stimul of light
received from various objects may have gradually differentiated the means
of distinguishing colours, how are we to account for the differentiation of
the means to perceive such an exceptional colour as bright red ? It is im-
possible to imagine that the coloured environment of any creature (unless
perchance a secreter of coral) can at any time have contained more than
an infinitesimal fraction of this element; and even the white of which it
is a factor is comparatively rare in objects. The preponderance of browns,
greens, and blues, whether on land or water, seems as if it must always have
been overpowering ; and' the fact that the general environment would be
less noticed than exceptional features in it is irrelevant ; as what we are
considering is a purely physical effect, the natural condition for whieh is
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already present, which depend for exercise
on one particular sert of stimulus, and
would obviously be'quite incapable of active
efforts towards an unknown result? How,
in this case, could-we conoceive development
of the new element by exercise, till it was
itself tAore, at any rate in a rudimentary
form, to be exercised? which rudimentary
form would imply an origin not by direct
stimulus but by accidental variation. And
in application to the past history of our
organs, a similar hypothesis of accidental
variation clearly oarries with it the
necessity of imagining some indirect means
for preserving the variation ; that is, brings
us round to the natural selection whose aid
we were trying to dispense with.

This difficulty as to the origin of new struc-
tural elements does not apply to our concep-
tions of their subsequent dovelopment by exer
cise ; but all speculation on the subject must
be very nncertain, owing to the limited range
of possible experiment. For in the case of
sense-organs, with their nervous apparatus,
structure really means to agreavextent mole-
cular and chemical constitution, and so far its

modifications entirely transcend our powers

of direct observation. We are reduced,
therefore, for our views of development, to
inferences from subjective facts, and as
animals cannot describe their sensations, we
are almost contined to our own species.
Nor, even if careful records of sensation had
been made for many generations, showing
themodifications producible ia the experience
of an individual, the degree in which modi-
fications can be transmitted; should we feel
any confidence in using the results as evi-
dence of pre-historic facts, except so far as
they were of a distinetly positive kind. In
spite, however, of all obseurities, thereseems
no choice between largely admitting the
method'of direct modification through sub-
jection and response to stimuli,and invoking
the whole machinery of natural selection for
a multitude of small changes of little or no
advantage in the struggle for existence;
and belonging, moreover, to a stage of deve-
lopment when the relations between organ-
ism and'environment must have become so
complex as to make the invocation of that
principle for improvements in any single
sense-organ decidedly unsafe.

especially as to
red and orange.
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that the physical stimulus shall be sufficiently frequent and continuous, not
that it shall attract special attention. And the difficulty is even greater
than it at first sight appears: for not only is red perceived, but it is one of
three colours for which one of the three sorts of retinal elements connected
with colour sensations has a maximum of excitability. It is comparatively
eagy to imagine a new mode of stimulation, a new nervous action set up
by the application of a new stimulus to given nerve-endings, as when we
experience a new taste for the first time: but here in the retina we have
a distinct structure gratuitously differentiated, so to speak, for a certain
stimulus of which the experience must have been of the most minute and
intermittent kind. That the stimulus of red is relatively violent when it
does occur seems shown by the manner in which it fatigues the eye; but
this clearly goes a very little way towards relieving the difficulty.!

In the case of the ear, where we have nothing analogous to the
muscular action by which the eye perceives shapes and movements, the
only perceptive and discriminative power which it would be advantageous
to possess would be concerned with the character of sounds, as signs of
this or that object ; and even at a very early stage the advantage in being

' I cannot think that this point has
been sufficiently recognised. Mr. Grant
Allen, in his Physiological ZEsthetics, draws
attention to what he calls the adaptation of
eyes to colours, noticing that the converse
adaptation had been more dwelt on by Mr,
Darwin and others. But he appears to me
to mix up the advantages of this adaptation
with its origin, without perceiving that the
facts of the former are precisely those which
make the latter obscure. Thus, given animals
who can appreciate red and orange, and who
feed on red and orange fruits and berries, it
is clearly advantageous to them to be attracted
by the vividness with which & few specks of
red stand out among acres of green ; and the
simplest contrivance for effecting this end,
according to Mr. Allen, would be to give the
greatest possible rest to such retinal elements
as respond to red and orange rays: but this
rarely broken rest would scarcely be the
simplest contrivance for establishing the
assumed power of response. Again, he says,
as though intending it for an explanatory
account of the method of adaptation, that by
a natural consensus, ‘pari passu with the
development of brilliant colour in the vege-
table world, must have come the development
of a taste for brightness in the animal world.’
Now if the requisite physiological elements
are thars already, such a consensus is intelli-
gible: thus, a taste for new gustatory or

olfactory sensations might readily follow on
the appearance of new sorts of food. But
what we want to understand is the actual
differentiation of a special physiological ele-
ment for red colour; the differentiation
is at any rate something different from
gratification of the taste which it makes
possible. We have found this differentiation
hard enough to account for even on the
widest supposition of red and orange already
there in the environment. So far as we ac-
cept Mr. Allen's view, that ¢ the very existence
of reds, yellows, and purples in the outer
world is indirectly almost entirely owing to
their special effect upon animal organism,’
we are cutting away our only possible condi-
tion for making out the eye's adaptation to
red to be historically at all parallel with its
adaptation to blue and green ; namely, that
the environment shall do at any rate all it
can, by having some of its reds, the more
marked and brilliant the better, there and
ready to act as the blues and greens are.
The last qmoted statement is opposed to the
authority of Mr. Darwin, who is careful to
point out that brilliantly coloured substances
must have continually originated chemically
in the tissues of animals and plants, without
any relation to perception or advantage.
Similar considerations must doubtless apply
to the natural conditions of fragrance in the
external world.
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made aware of the proximity of prey or of friends or enemies might be
considerable. Natural selection may thus be credited with a most important
part in the development of such early perceptions: while the generally
neutral character of sounds, and the want of precision and regularity in
their physical conditions, would lead us to expect the differentiation through
the direct influence of environment to be very insignificant. The number
of distinct sounds in nature, even including the noises made by friends and
enemies, would be necessarily limited, and the general run of them, foot-
steps, rustlings, cracklings, and so on, are absolutely colourless. And in
this general lack of variety, advantage would lie less in the power of
marking differences than in susceptibility to very slight impressions,
analogous to long and keen sight, and like that a very common character-
istic of savages.

So far the case of the ear seems pretty plain, as this very monotony
and neutrality of character precludes any difficulties conmected with
fine shades of discrimination, individual peculiarities of predilection and
attention, and extraordinarily rapid development. But this immunity
only extends to what we know as noises, not to what we know as tones.
This is an all-important distinction, which will occupy us fully in the
next chapter: for the present purpose I need not do more than appeal
to the reader’s general appreciation of the difference between the two
things ; merely adding that while the perception of noises requires eom-
paratively simple structural elements, tones are discriminated by means
of a separate and most elaborate part of the auditory apparatus. And
when we consider this more elaborate part, standing as it does com-
pletely alone in amount of structural differentiation of elements, and
try to apply the general theory of development through direct adaptation
to surrounding conditions, we have the sort of difficulty just suggested by
the perception of red colour multiplied a thousand-fold. We shall see
further on what a small part definite musical tone plays in the natural
environment : yet a very large part of the auditory apparatus, as we know
it in man, seems set apart for the most minute discrimination of the pitch
and quality of tones and for nothing else. It is true that this part of the
apparatus comes into play in the perception of the pitch and quality of
sounds in speech : but in the first place the tone-element there, as we shall
find, is extremely unremarkable and caused by little infinitesimal and ir-
regular fragments of the sort of vibration for which the various parts of
the auditory organ are respectively differentiated, so that to imagine the
differentiation to have taken place through them seems like imagining a
person to learn swimming by flapping one hand in a basin of water; and
in the second place the range of pitch within which musical tone is per-
ceived extends on both sides immensely beyond the furthest limits of
speech. And if we look lower in the scale of creation, the faculty of
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discriminating tones, though there doubtless immensely inferior to our
own, seems scarcely less strikingly out of proportion to the apparent
means for forming it. Artificial tones are of course as unknown in the
animal world as artificial colours : and in comparing what nature has done
for animals in respect of the two modes of sensation, we have to set off
such sounds as animals have the power of making for themselves, incon-
siderable in variety and of most intermittent occurrence, against the
perpetual and lavish display of visual colour in the external world. And
the very fact which we shall notice later, that the power of making such
sounds seems in many cases to have been developed greatly for the sake
of the pleasure it gave, seems to involve the idea that the auditory
changes necessary for responsive vibration and consequent enjoyment kept
ahead of, or at any rate parallel with, the increasing variety of stimulus ;
or at the very least must have followed with miraculous speed.

On the whole, then, the relation between the development of the tone-
sense and the conditions of physical environment seems to constitute a most
obscure problem. In the case of the eye and colour, whatever minor diffi-
culties may be found, we at any rate are certain of the physical conditions of
light and colour, as prime constituents of the environment, long before there
was any germ of living organism to be environed : while tones to the very
last remain exceptional phenomena; comprise elements at both ends of the
scale which are exceptions even among the exceptions; and moreover are
still heard by many persons, and must have been heard by the immense
majority of our progenitors, under the constant disadvantage of great
unsteadiness and poverty of timbre, entailing on the physiological side a
very feeble and imperfect exercise of function by the organ, and a corre-
spondingly small chance of development.
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CHAPTER 1II.

UNFORMED SOUND.

IN our sketch of the senses we passed on rapidly to a point whence we
could obtain at once a clear view of the ground which really gives to sight
and hearing their unique position in the hierarchy; and also could glance
at the fundamental peculiarity presented by the sense of hearing, in the
very occasional character of that highest activity which gives it its place
in relation to Beauty, and makes it equally with sight the key to an
otherwise unimaginable world. Having done this, we may now con~
veniently retrace our steps to the region of simple and unformed sense-
impressions ; and as this same sense of hearing is to be henceforth the
main subject of our enquiry, we may proceed to examine some of the
characteristics of sound, regarded for the present simply as such, apart
from any grouping and co-ordination of elements. A few of these pecu-
liarities, as has been already seen, are common also to the sense of sight ;
while others mark off hearing from all the other senses.

To begin with, then, the feelings of sound are extremely unlocal, pre-
senting strong contrast to those of taste and smell. Sight agrees with
hearing in this respect, as, though the eye is the great organ for apprecia-
tion of external locality, the impressions it receives are not noticed as
belonging locally to it and to no other part of the body. When the eye
is fatigued, however, it may experience pain or discomfort of a quite
local kind, connected, not with the actual seeing elements of the retina,
but with the associated apparatus. The ear is not liable to this expe-
rience, and impressions of sound may therefore be said to be the most
unlocal of all ; the discomfort caused by a sudden loud noise, or, in some
cases, by extreme shrillness, being not so much connected with the actual
sound as with a less differentiated sense of shock or jar.

Again, the means of access, the media through which the' impressions
of light and sound are received, ether in the one case, air in the other,
constitute a fundamental difference in the sort of material, so to
speak, which the external world presents to the two higher senses. The
existence of these media is of course connected with the power of the
eye and the ear to act at a distance from the exciting cause, which
affects them by vibrations set up in the medium, not by direct contact :
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such a power, however, is not confined to these senses, for the organ of
smell, though needing direct contact of exciting particles, may encounter
these particles at a considerable distance from their main source, whence
they are enabled to spread by reason of their extraordinary minuteness. A
more noticeable point lies in the omnipresence of the ethereal and aerial
media; since only by this omnipresence could the organism be connected
with every object and movement in its vicinity. We saw in the last
chapter that the priority attaching to sight and hearing in virtue of this
connection entailed no superiority of sensuous pleasure: it may now be
added that the more universal phenomena of sight and sound are in some
ways more beyond the choice and control of individuals than any others.
Ordinary light means something very different in London and in Athens,
and languages, like voices, may be harsh as well as sweet. And on an
average of cases, the ear and eye certainly do not get more than a very
insignificant fraction of the amount of agreeable sensation of which they are
capable: the ratio of opportunity to capacity would probably prove, if a
census could be taken, to be very much smaller in their case than in that
of taste. Moreover, their constant liability to impressions, owing to the
universal presence of their media, places these higher senses at a dis-
advantage in a more positive way ; for they are perpetually liable to be
taken unawares, and to be condemned to what they dislike without the
chance of escape. The ear is in this respect especially helpless, since it
eannot by its own action shut out what displeases it ; while, unfortunately,
the excessive and wearing sounds of city-life are, of all outrages to the
senses, those of which one can least foresee the cessation. Nor can we
foresee the slightest chance of improvement in this respect through
change in the organism. The jar on the nerves produced by disagreeable
sound represents too infinitesimal a piece of unfitness for conditions to
stand any chance of being weeded out: we iay even regard the general
nervous susceptibility implied in such experiences as a natural concomitant
of the superior physical and mental organisation which tends to supremacy
and survival. Nor can more be hoped from gradual adaptation; since it
is exactly the sudden and intermittent character of the annoyance which
both gives it its character and prevents our getting indifferent to it. I
fear we must take our unfitness to our conditions in this respect as a set-
off against the development of our ears to a point so remote from
utility and so econducive to enjoyment as that implied in the main subject
of this book.

We pass now to a distinction which is altogether peculiar to sound,
and is of the greatest importance. We have seen already that the im-
pressions of all the sense-organs, of the eye and ear as well as of the nose
and palate, as long as they are regarded merely as isolated impressions,
and not as combined by a superior faculty into complex groups or wholes,
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have a gommon character of ultimate and irreducible simplicity; and
further, that in the cases of light and tone this common character might
be fairly represented by the term colour. Now every impression which
the ear receives from moment to moment, just like every separate im-
pression of light on the retina, has a particular quality which makes it
a distinct and recognisable phenomenon; as we know white or blue or
yellow when we see them, so we know the sound of a fiddle or of
thunder or of running water when we hear them. But when we think of
various sounds, when we recall what the sense-impressions really are in
the several cases, they seem to separate themselvesinto two classes which,
though they may merge into one another, are in nature quite distinct,
the class of tones and the class of noises; these may be provisionally dis-
tinguished as the class where that quality of sound exists which is
generally described as musical, and the class where that quality is absent.
And it is only to the former class that such a term as colour seems at all
applicable ; the colour-quality of a voice or an instrument is at once
understood as signifying its tone or timbre; but to speak of the sound of
a cough or a cart-wheel as having colour-quality would be thought absurd.
Not but that it may be important for us to distinguish the sound of
wheels on a road from any other sounds which may be audible at the
same time ; we constantly avoid being run over by our power so to distin-
guish. But the eharacteristics of non-musical sounds never strike us as
shades of some common character in reference to which they can be com-
pared. A cough is one thing, the sound of a waterfall is another, the
grating of a saw is another. The first may be neutral, the second pleasant,
the third unpleasant; they may present varying degrees of suddenness
or of loudness, and in these respeets we can certainly compare them; but
in their lack of any essential common nature, they are disparate things ;
and the only generic word for them is just noises, which is here really a
negative and quasi-techmnical term, implying absence of musical tone.

The physical difference (I may be allowed to remind my readers) between
musical tones and non-musical noises, is the difference between regular
and irregular stimulus. In the case of tones, the aerial vibrations are
regular, precisely similar condensations and rarefactions of the air
succeeding each other in unvarying order, so many to the second ; and the
auditory apparatus is so constituted that a parallel regularity of nervous
stimulation is set up in it. Noises, on the other hand, are due to an
irregular disturbance of the air; the state of which in their case, as com-
pared with the state which produces musical tones, finds a rough
parallel in the surface of a pond blown by gusts of wind and churned by
oars and paddle-wheels, as compared with the same surface on a -still day
with regular waves circling out from some point where a stone has been
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The exceptional occurrence of true musical tones in our experience of
sounds suggests one consequence which we shall find to be of great
importance ; namely, that when they do occur, they reap the benefit of
rare and intermittent stimulation, which was noticed in the last chapter as
characteristic of the keener bodily pleasures. The full and proper activity
of those elements of the auditory apparatus which respond to regular
vibrations being only occasionally called out, the sensational effects of
such activity are proportionably remarkable and exciting.

It has been already said that these two classes of sound, which we
have provisionally defined as tones and noises, merge into one another.
The presence or absence of some slight degree of musical timbrein a
sound is too hard to establish to permit the drawing of any distinct
boundary lire. A certain amount of musical timbre may exist in sounds
which are generally accounted noises, and never thought of in connection
with Music, as in the sound of wind, or in the tinkling of a fountain, or in
piercing and distressing cries; while fn musical tones, on the other hand,
there is almost always a certain infusion of non-musical noise, as, for
instance, in the rattling of the keys on the piano, or in strong consonants
pronounced by a singing voice. Nor, in endeavouring to fix the amount of
this or that element in any particular phenomenon, must we be led away
by any notion that agreeableness will serve as a criterion. The tones of a
cracked or screaming voice singing a song, may be as distracting as the
noise of splashing water is soothing. Thus the terms musical and un-
musical are somewhat ambiguous and misleading ; it would be natural to
call the singing voice unmusical, and the splashing fountain musieal ; so
that the two words, used in relation to the quality of sounds, are in no way
synonymous with capable and incapable of serving as material for music.

This cross-distinction involves a modification of our definition of tones
and noises: for it reveals that something quite different from what we
understand as musical quality is necessary to constitute a sound a true
tone. ' This something is certainty and distinctness of pitch; a certainty
which is always possessed by, and is therefore generally associated with,
sounds which have, besides, distinct and agreeable musical quality, as the
notes of good instruments; but which very jarring and wugly sounds, as
the notes of bad instruments, may equally possess.

At first sight, a difficulty may seem to be here involved. For it
may be asked, how is it possible that this definite certainty in the pitch of
a tone can exist unless as a result of regular vibrations and regular sti-
mulation of the auditory apparatus ? and these, as we saw, are the very
conditions for agreeable musical quality or colour in the sound. The
answer is that such regularity of vibrations must undoubtedly be present
in every case where the pitch of a sound is distinctly recognisable; but
these main vibrations, though succeeding each other with regularity, may
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each of them have a broken and uneven motion on its own account, so
that a line representing them would have waves at regular intervals, but
would be covered with minor jags and roughnesses; also each main wave
may have superposed on it minor waves which fight and clash among
themselves in the ear; and thirdly, in conjunction with the main regular
elements, there may be all manner of irregular and jarring elements quite
unconnected with them. To revert to our simile of the pond ; the main
set of regular circling waves might still be quite perceptible to the eye,
even though their edges were chopped and jagged, and though the whole
surface were lashed up into a number of shifting irregular elevations
and depressions. So the ear is able to pick out and respond to the
regular elements of the stimulus, which means that it hears a tone; but
the irregular elements, which simultaneously affect it, may cause the tone
to be utterly rough and disagreeable, or, in ordinary parlance, unmusical.
Whether we consider this unmusicalness as harshness, or as absence of
musical quality, is a mere matter of language; a substratum of some
true musical quality there must be, since certainty of pitch and musical
quality are necessary results of the same cause; but this may be so
overborne by supervening elements, that while the pitch remains recog-
nisable, the quality of the sound may be altogether on the wrong side of
the neutral line.

It must be distinctly realised that the regularity we have spoken of is
of elements far too rapid to count, or to perceive as discontinuous: phy-
sically, we know that they are regular, but in consciousness a multitude
of them constitute one ultimate phenomenon, namely a tone. A thing
may sound regular, may be represented in consciousness as uniform or
monotonous, without any regularity of this kind in its constituent ele-
ments ; for instance, the rustling of leaves in a forest affects the ear in a
steady gentle manner, without shocks or jars, but also without any of the
regular stimulation which constitutes distinct tone. There are many
sounds from which regularity of vibration is almost or entirely absent, but
where the irregular disturbances, though entirely in the ascendant, are not
of a jarring kind. Yet such sounds, though agreeable, are noises, even as
jarring notes, though disagreeable, are tones. The sound of a fountain,
or of distant thunder, may be decidedly agreeable ; but though we are con-
scious here of some slight blending of the tone-element, which distin-
guishes the sounds from the crackling of leaves or the rattling of a cab,
yet it would be hopeless to attempt to assign to such sounds a distinct
pitch in the scale; the tone-elements are far too much involved and
swamped in what is merely noise, and far too uncertain and transitory on
their own account, to be separately estimated and identified. Even sounds
with a much more definite element of ¢timbre than these may, nevertheless,

be excluded by the criterion of clear distinguishable pitch from the class
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of true tones. Such sounds are those of common speech ; for though we
speak of a musical voice, with a far clearer conception of the implied
colour-element than when we speak of a musical fountain, still the non-
musical elements in speech are so prominent, and the sounds are often
6o uncertain, shifting, and spasmodic, that even a skilled musician may
find it a hopeless task to track out the actual notes with anything
approaching completeness.

It will be notieed that distinctness of pitch and positiveness of musical
quality, depending as they both do on regularity of vibration, which may
be swamped and hidden by simultaneous irregularities, naturally vary to-
gether as regards their prominence and the ease with which the ear
detects them. The pitch of an extremely grating note is proportionably
hard to identify ; while if sounds are sharply clearly musical in quality,
their pitch is recognisable even when they are extremely light and rapid.
Now in the majority even of agreeable voices, the timbre (which must be
carefully distinguished from clearness and refinement of pronunciation)
is extremely neutral and inconspicuous. For sounds with ‘so little true
colour-quality to be definitely identified as to pitch, it would be necessary
that each should be dwelt on for a very appreciable time; whereas in
speech the shifting and sliding to and fro is as rapid as it is habitual.
We need not dwell on the topic here, as we shall encounter it again
when we come to consider the relations of speech to Music.

So far, then, our position is as follows. We have found that musical
tones, sounds with a true and distinct colour-quality, are quite exceptional
things, only slightly and dubiously represented in the ordinary course of
experience in the world around us, and mainly connected with a quite
special and isolated class of phenomena. We have further found that the
word tone must not be confined to the sounds which are musical in the
sense of being agreeable, but rather to the sounds which are musical in
the sense of being available as material for Music, as elements of the
recognisable combinations known as tunes; and that for this class agree-
ableness of quality, though so universally associated with the idea of
musical notes, is a far less useful and accurate criterion than certainty
of pitch. To this we may add, what indeed has been already implied,
that in general this same certainty of pitch is, equally with distinctly
musical quality, assaciated with an isolated set of phenomena: though
we can, we practically seldom do, produce musical tones except in music.
It was impossible to avoid here the notice of this fact, if only by way of
contrast ; but it will be perceived that we have assumed, without dis-
cussion, the existence of and necessity for certain and recognisable pitch in
the sound-material of Music. To discuss this point would be to trench
on the subject of Music itself, and to forestall a great part of our subse-
quent enquiry. At present we are more immediately concerned with
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sense-impressions regarded as unformed and independent phenomena:
and our point is that for these, in the case of sound, we have what
amounts to a double mode of sensibility, the ordinary and the extra-
ordinary, responding respectively to irregular impulses and to regular
vibrations of the aerial medium.

In this connection we may conveniently notice two points respecting
the enjoyment of sound, which seem at first sight to present a certain
incompatibility. On the one hand coarse and uncultivated natures seem
capable of getting enjoyment from sounds which are especially distressing
to others: and even without having resort to the coarsest natures or the
most excruciating sorts of sound, we perceive that the firing of a gun on
the stage must be a source of pleasure to a large number of the audience,
or it would not be so constant a feature of modern melodrama; and that
the ordinary style of after-dinner chorus must have charms for the
majority of young Englishmen. On the other hand there is no doubt
that a set of East End roughs would almost instantly discover the difference
between, e.g., a perfectly beautiful and a moderately good soprano voice
the better the voice the more they like it. That is, they show here, when
they get the chance, a real discriminative delicacy of colour sense, un-
paralleled in any other region of their sensations: for the same persons
would certainly not pick out that particular flavour of wine which the
connoisseur would most approve, as specially superior to others which he
would despise; nor would their taste in visible colour satisfy a more
artistic eye. It would be extremely interesting to know whether the
same taste in sound would be found in savages; whose delight in what
seem to us hideous noises can in no way be held to prove that they are
incapable of enjoying what they have never had the chance of hearing,
sound of really beautiful musical quality, in face of the fact that such
sound <8 appreciable by many among our own roughest classes whose
ears seem as obviously callous as theirs to violent usage. In the case of
tones with any pretension to musjcal quality, I do not think the poorer
and barsher are ever deliberately preferred to the richer and sweeter,
though there may be any amount of differences of taste as to particular
varieties of timbre. And as coarsely organised human beings seem com-
paratively little behind their more refined fellows in detecting superiority
of tone when they hear it, so also here they seem to be most distinctly
removed from the brute creation. For in respect of the other senses
animals often show a decided agreement with man, as in a liking for
bright colours, for the tastes of various sorts of food, and in some
cases apparently for fragrance; nor does the enjoyment by some of
them of flavours and smells the very idea of which is to us disgusting,
at all exceed that frequently found among savages. But, without relying
for evidence on such facts as that dogs often howl at the sound of a fiddle
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(prompted by feelings not perhaps wholly unknown even in human expe-
rience), I am not aware that, since the days of Orpheus, animals have ever
shown any special partiality for distinctly beautiful musical tone, or even
for tone which is so much as moderately satisfactory to us; in spite of so
often having a sort of music of their own, and occasionally even possessing
a command of really sweet notes.

The remarkable coarseness and remarkable sensitiveness which seem
to be combined in a large number of human ears, though strangely con-
trasted, each admit of a considerable amount of explanation. The love
of coarse and violent sound is connected with the mere love of violent
stimulation, and manifests the exceptional way in which stimulation of
the auditory nerve overflows into the general nervous system; the dis-
charge often finding vent in actual movements, and causing a general
diffused excitement throughout the organism. This general discharge and
need of a vent is shown in the fact that a person is pleasingly exeited by
sounds in the making of which he is actively participating, when passive
endurance of them would be intolerable. The constant use by savages of
instruments of percussion, which from the suddenness and sharpness of
their sound are particularly effective in this way, exemplifies the same
point; and the use is commonly accompanied by yells and dances.

The perception of beautiful quality of tone, on the other hand, has no
connection with general stimulation, and is entirely a matter of the
more delicate and differentiated part of the ear: and the very contrast
I am noticing would afford a strong & priori presumption for the truth
of Helmholtz’s elaborate theory that different parts of the ear are appro-
priated to noises and to tones. We observed in the last chapter what
an extraordinary problem the development of the tone-portion of the ear
presents: but once developed, there seems no special difficulty in the fact
that it is regular and spontaneous in action, and that the sensations con-
nected with it are well characterised and pretty universally possible and
similar. And indeed there are grounds for regarding both the certainty
and the general similarity of the enjoyment as specially natural in the
case of tone. For in the first place, thanks primarily to Helmholtz, the
objective conditions of beautiful tone can be referred with exceptional
definiteness to comprehensible points of physical law and physiological
function. The varieties of tone-sensation are connected in the most in-
telligible manner with a large number of actually differentiated elements,
and the combined action of several of these, necessary for the production
of a satisfactory quality of tone, takes place according to the most definite
numerical proportions: whence, as long as the elements are there to be
stimulated, it is not surprising if the sensations seem less liable to idio-
syncrasies and divergences than do those of the organs which are less
structurally differentiated, and where the various modes of nervous
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affection underlying the character of sensations are more remote and
obscure. In the second place, the unique and independent position of
tone in the world tends distinctly to the same result: beautiful quality
of tone is altogether too exceptional a phenomenon for variable conditions,
beyond the simple sensation of the moment, to have any appreciable effect
on the kind and amount of enjoyableness.
These points become clearer through the contrast to them presented §7. Contrast
by visual colour. In its case, enjoyment and criticism perpetually have :Lxﬂ:&!":f"
reference to other elements than the absolute quality of the tint, jastein tints

being partly

Associations with objects and textures, and with habits and fitnesses, are due to refer-
ences and asso-

continually present in such overpowering force, that only by a strong ciations far
effort can the purely sensory quality be detached and judged. Numerous Siﬁ’,l"y‘l‘:,‘.'.
instances of this might be found in the various applications of colour to 7 dualities,
personal adornment, where anything unfamiliar naturally seems eccentric

or extravagant ; and the style in which many savage customs are reported

shows how habitually the eye refuses to recognise the quality of (it may

be) beautiful colour in the wrong place. Often too the more refined

pleasure, when it exists, is connected with gradations and justapositions

which entirely remove the phenomenon from the simplest sensory class.

So that even in the natural course of individual experience, we find far

less fixity and absoluteness about the pleasing and displeasing qualities of

simple colour, than of any other order of simple impression.

The contrast in the case of visual colour to the general certainty and but in grest
agreement about beauty of tone-colour, cannot, however, be altogether, or i ‘,l:,?d,
even chiefly, referred to this cause; there is quite sufficient fixity in individual 67 o varia-
appreciation of individual tints to afford ample evidence of wide varieties E"h‘:"') sensi-
of sensibility, quite apart from the more involved questions of application
and juxtaposition in relation to which taste in colour is so often criticised.

To realise this, we have only to compare a walk through a Manchester
warehouse with a walk through a Cairo bazaar; or to recall the popu-
larity of the aniline dyes among people who would show themselves at a
ballad-concert perfectly competent judges of harshness and sweetness of
voice. Such facts certainly approximate the colour-sense, as regards the
range of the variations in sensibility to which it is liable, rather to the senses
of taste and smell than to that of tone. And we shall the more readily
rest content with this variableness, if we observe the extreme obscurity
of the physiological facts on which the variations are based. Even the
most general formule which would connect coarse taste with pleasure
in violent stimulation are exceptionally difficult to apply in the case of
colour : for instance, the more luminous edition of a colour, which weuld
be for all alike superior in pleasurable quality to a deader edition of the
same tint, can hardly be held to fall short of the latter in violence of
stimulation ; and a colour may be dazzlingly strong withou®*giving to the
D
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most refined sense the slightest impression of vulgarity or crudeness.
We certainly seem driven to choose roughness, or some other less definite
word than violence, to express the special character of the nervous action
which the coarser organ feels as pleasant or indifferent, and the more
refined as offensive. But whatever word we adopt, the real place and
nature of the physiological facts remain equally unknown to us; and this
very obscurity completes the contrast with the case of musical tone,
where the sorts of physical and physiological interruptions and shocks,
connected with a jarring quality of tone, are as well understood as the
conditions of richness and fulness.

It will be evident, from all that has been said, that the ordinary class
of sounds, those met with in the normal course of experience, are the
most neutral of all the impressions connected with a special organ; things
heard can be neutral in a sense in which things seen, smelt, and tasted
never can. All tastes, for example, are variations of a single mode of
sensibility, and all have a positive character: any apparent exception to
this positive character would only mean that the material in our mouths
was affecting the nerves of touch in the tongue, but not those of taste.
All visual sensations, again, are of positive colour, since colour is of the
essence of light; absence of colour is blackness, which means absence of
sensation. The colour may be dull and dingy, through poverty of light
and an unfortunate mingling of its constituents; but it is none the less
truly colour, and has for its physical cause vibrations as regular as those
which generate purer and brighter tints. The grey sky and dull bricks
which my eyes encounter as I now look forth, are certainly neutral enough
as regards pleasure-giving quality, but what I see is still colour; whereas
the scratching of my pen as I write, the sound of footsteps, and opening
and shutting of doors in the house, and the distant clatter outside, are
not only neutral in the sense of being heard with indifference, but in the
sense of wholly lacking timbre, that is, of having no colour-quality at all.
In the region of sound colour depends on exceptional physical conditions,
on a mode of stimulation which is occasional, not habitual ; so that the
sounds possessing it in any eonspicuous degree form a class quite apart.
A practical experiment will show how real are the effects of this contrast.
Daylight costs nothing; and the organ which is perpetually receiving
colour-sensations of some sort, is sure of at least occasional gratification.
No city is so steeped in smoke and ugliness as wholly to lack, in buildings
or costume, bits of colour which may attract and arrest the eye; or even if
it were, the face of heaven could not be entirely shut out. Flowers, again,
present to the senses both of sight and smell the cheapest of all luxuries.
But it would be quite possible to spend whole days in walking about a
city, without receiving the slightest iota of direct satisfaction through the
medium of the ear. The only bits of striking sound colour with distinct




UNFORMED SOUND.,

35

pi?ch and timbre that one would encounter, might probably be the shrill
cries and laughter of children, which, though they may warm the heart,

certainly do not exhilarate the sense.

We may even go further, and assert that the ear will not stand definite such neutrality

if prolonged continuously, would weary us in less than a minute; and
formless successions of such notes would be more irritating stili. Compare

looking at a sun-lit marble

wall for half an hour, and listening to a tone or

a few changing tones without form. This shows the contrast. The eye is

always seeing lights and colours,
masses ;
phenomena which

! and rests contentedly on agreeable
while the ear is peculiarly affected and excited by the occasional
present distinct sound colour. Again, from a visual

eolour.which wearies us, Wwe can commonly turn our eyes; a fragrance
pervading the place in which we are, cannot indeed be avoided by such

simple Imeans,

but will soon cease to affect our consciousness ; but in the

case of the ear the sensibility of the organ is not deadened by the persist-
ence of the stimulus, and the presence of true musical colour may make

it as hard
excessive and disagreeable loudness.

for us to become unconscious of a prolonged sound as would

I'n spite, however, of the neutrality, the lack of colour-quality, which we
find in the general run of non-musical sounds,! they have certain remarkable

modes of affecting us
nent factors in the domain of

guished as the soothing and

; modes which we shall encounter, indeed, as promi-
Music, but which stand out as exceptional in
the case of quite formless sense-impressions.
the stimulating.

These modes may be distin-

Where a non-musical sound has a soothing character, we shall find

that this depends

on the very condition which we have found to render

a musical sound insupportably irritating, namely, that it shall he pro-

longed for a considerable time.

And this is the very reason that open-

air sounds of a soothing kind are for the most part banished from cities,

where all continuity
winds and waters
which can address

" The word mon-musical conveniently de-
scribes the sounds which, through the lack of
any element or substratum of distinct and
as:ignable pitch, are outside the region of
Qm, as above defined : un-mausical is iden-
tified, according to common use, with harsh-
Dessand disagreeableness of quality. Musical
s constrained to serve as correlative to both
tbese negative terms: a musical note com-
Monly means distinct pitch, which can there-
fore appear as an element in a tone, but
which for all that may be very harsh and

of sound is swamped in fragmentary hubbub, and
get no chance; indeed, the only monotonous sound
the city-dweller with any soothing power is the distant

ugly ; a musical sound commonly means an
agreeable sound, like the splashing of oars,
which for all that has no distinct pitch and
could never appear as an element in a tune.
A further ambiguity lies in the word tome:
in the singular it is constantly used to denote
what I have called timbre or colour, as when
people speak of oneviolin &s superior in tona
to another ; that is, to denote not sounds, but
a quality of sounds. This ambiguity seems
to justify the wse of the French word, timbre,
in preference.
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roar of the streets, the effect of which is too easily destroyed by associa-
tion, even when not broken in upon by some nearer noise. In the
country or by the sea, on the other hand, the prolonged and gentle sounds
of Nature have a markedly soothing, and even a soporific, effect on most
organisms. There are, it is true, exceptional cases where the sound of the
sea is distinctly objected to, and actually prevents sleep: this effect,
however, may probably be referred to the rhythmic character of the waves,
the attention being kept alert by a kind of unconscious counting, such as is
often induced by the ticking of a clock. Where the general sound of the
sea is found unpleasant, in the absence of any such special feature of
annoyance, mental elements of association, or the melancholy connected
with a sense of vastness and fate, are probably at work. I do not remem-
ber to have ever heard of a similar objection to the equally monotonous
effect of a flowing stream; in connection with which I could much
more easily conceive the ¢beauty born of murmuring sound,” which will
recur to every reader, to be a literal fact. Again, the lulling effect of a
gentle voice reading aloud is well known. Here, indeed, the sound is not
continuous in the sense of being quite unbroken; but the timbre of the
separate parts is too diluted and inconspicuous for that annoyance to be
possible which we saw would ensue from a formless succession of distinctly
coloured tones.

In these soothing effects the sense of sight seems to come very far
behind that of hearing. To a person who is sensitive to refinement of
celour, daily peace of mind may of course be greatly promoted by a con-
genial entourage in this respect; but no specially lulling effect results
from contemplation of any expanse of uniform colour, however mild and
restful in tint. A soporific effect may indeed be produced through the
sense of sight, by an amount of light which distinctly wearies the eye;
but this happens more especially when the eye is actively employed, as in
reading. It is the result of over-stimulation, but not of a gentle and un-
broken uniformity of impression ; and moreover as a rule darkness, that is,
absence of all visual activity, is the preferable condition for sleep.

Still more remarkable are the effects of sound in the way of stimula-
tion. Of all formless impressions, sounds can give by far the strongest
shock to the organism. The phenomenon of starting is a common example
of this fact. Tastes and smells cannot affect us with such sudden violence,
nor can the stimulus in their case overflow with such rapidity into the
general nervous system, as to produce a real instantaneous start ; and though
we start at the sudden sight of something unexpected close to us, it will be
noticed that the something is usually either a living creature, or else an
object in rapid motion. If we open the door and unexpectedly find on the
threshold a ladder or some conspicuous inanimate object, we may recoil a
step, but we do not start in approximately so violent a manner as if we
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come upon a human being equally close to us; or, if we enter a room which
we imagine empty, and find some one in it, we often start, whereas the
sudden discovery of a new chair or table in the room will have no such
effect on us. Here, then, the phenomenon is due to elements beyond
the mere sensory impression, and connected with a feeling that the space
near us is occupied in a totally unique manner, when the occupying body
18 aliving creature, We carry about an habitual instinct of having around
Us a certain amount of space in which we are alone, and any sudden vio-
lence to this instinct, i very unnerving. That this is the true explana-
tx:on seems to be shown by the fact that the gentlest possible touch, if it
gives the same impression of unexpected nearness to a living creature,
causes a similar start. The start produced by rapid motion in our immediate
vicinity has probably a different source, the instinct, namely, of self-pre-
- servation : the start ig invariably from the exciting object, and resembles
the recoil from a threatened blow. Nor are these causes absent in the
case of sound ; identical instincts must certainly play a part in the nervous
shock produced by a sound which suddenly gives the impression either
of a living creature, or of some sort of violent motion close to us. But in
the starting caused by sound, there seems to be often a large element
Which lies quite outside thege instincts: a Joud sound will startle us vio-
lently without being conceived of ag due to anything close to us. There is
no sudden adjustment, of ideas, as when we start at the sudden proximity
of a fellow creature; and no co-ordination of movements, as in the charac~
teristic recoil from a threatening danger ; only a uniquely disagreeable
shock to the organism.

But it is not in this painful way that the very direct effect of sound on
the organism i chiefly interesting. In the early and instinctive awe which
a single mighty sound produces, the sense of hearing has no-paralleh No
case can be mentioned in which simple sensory impressions, of a sort of
which our personal experience would appear too limited to have originated
anything like an abstract idea, as of external or hostile power, neverthe-
less excite feelings which seem at least to touch the confines of such an
idea. Among the other senses, that of sight is the only one which could
even be mentioned in connection with such feelings; and in its case we
get far more definitely into a region where ideas have been elearly formed
from sense-material by an infusion of mental elements and associations,
and involve objects and occurrences of known experience. Reughly
speaking, a large object, like a mountain, impresses us with a sense of

tremendousness, partly because we have acquired a conception of space
and distance in conmnection with a long series of muscular experiences,
partly through associations of mighty movements, and even catastrophes,
with great height ; but a mere blaze of light, the true analogue of a mass
of sound, conveys to us no such impression. The exciting and awe-
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inspiring effect of sound, the sense of mystery and mightiness which it
forces on us, may, indeed, for aught we know, be connected with events and
catastrophes of the remotest past, but certainly does not scem due to any
experiences of our own lives ; and it is one of the most deeply seated and
universal of instincts both among civilised and savage peoples.

As this experience of awe has already carried us somewhat beyond the
region of mere sense, one more property of sounds may be noticed, which,
though by no means peculiar to them, is still in their case very marked;
the readiness, namely, with which they lend themselves to association in
the experience of individuals. Mr. Spencer has adduced a very good
example of this in the cawing of rooks; a sound which certainly has no
intrinsic beauty, and yet which many persons hear with a certain pleasure
and emotion. Mr. Spencer connects this pleasure with half-unconscious
associations of early life, of holiday evenings and pleasant country-scenes
among which the sound first became familiar. As a converse example of
annoyance caused by a sound which on its own merits would seem to be
agreeable, I sometimes imagine that a feeling of melancholy and distress
produced in me, and I find in many others, by the sound of church-bells,
may be traced to the dulness and confinement of childish Sundays. These
effects of association often seem to bear an inverse ratio to the actual
strength of the sound-impressions: they form in connection with the sub-
dued murmurs of a summer-evening, with village-sounds and cries heard
in the distance, with the faint tones of the Swiss herdsman’s horn far
away among the hills, rather than in connection with sounds which more
directly force themselves on the attention. And indeed it seems
natural that the favourable cases for such effects should be those where
the original impressions blended with a general stream of agreeable
experience, without themselves rising into special prominence.

We have now briefly glanced at the chief characteristics of sounds,
regarded as impressions of sense, each of which constitutes (as a noise
invariably must, a tone through isolation may, constitute) a perfectly
simple phenomenon, having all its powers and properties there with it in
the moment of its presentation, standing in no special relation to any
other sound, and so calling up no exercise of any co-ordinating and com-
bining faculty. But we saw, when we were justifying the high position
of the sense of hearing in the @sthetic hierarchy, that there is a particular
set of phenomena where sounds do come under the domain of a co-ordina-
ting faculty ; and we have since seen, in connection with the colour quality,
that a certain class of sounds are marked off by certain characteristics as
tones, and that there is also a particular set of phenomena to which these
specially belong. It need hardly be said that the particular set of phe-
nomena in the two cases is one and the same. The coincidence is not,
indeed, absolutely perfect ; as, on the one hand, there is one mode of com-
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bining sounds, the rhythmic mode pure and simple, which takes no
account of their pitch or their tin hre; and, on the other, definite pitch
af.ld timbre can exist in sounds which enter into no combination, as in the
distant sound of a threshing-machine, or as when a person sounds a single
note, or intones in monotone. But, neglecting such cases for the present, we
may state broadly that for sound the region of Form is the region of Colour,
?nd tba.t while the eye is encountering form and colour at every moment of
its waking activity, the ear practically identifies them with that unique
order of experience, called Music, in which alone they are combined.

'A!.ld this order of experience is not only exceptional ; it is also purely which isan en-
artificial. Among the sounds of inanimate nature, though many of them ;,'.n ; ..:: ificial
are agfeeab]e and impressive, there is not a vestige of form, scarcely even
a vestige of the tone-material out of which forms are built. We shall find,
in the sixth chapter, that a rudimentary sort of music is widely diffused
n 'tlfe animal kingdom, and even that it often holds a less exceptional
Position, in relation to the whole amount of sounds the animals can make,
than with us; but that it is produced, like ours, with a distinct view to
Pleasurable excitement. With man, the production even of the material,

of the tones possessing sufficient certainty and permanence of pitch to
gerve as elements of forms, requires a deliberate effort of the voice ; while
these tones would never, unless governed by a conscious aim, reach the
st.age of form. This, however, will be better appreciated when we come to
discuss in detail the nature of melodic forms: for the present we may be
content with the universal admission of the fact that Music is an artificial
product. But universal admission goes further: according to it, Music is
ot only artificial, it is an art. And as, in reviewing the properties of and constitutes
sound, we discover one set of phenomena where alone the all-important an arte
factors of high sthetic pleasure enter into combination, where alone,
therefore, the supreme and peculiar power of sound could be imagined to
reside, 80 now we find that in pursuing our enquiry we shall be engaged
wholly with art, with sound as present in works of art. The very words
may well put us on our guard, so charged are they with ambiguities
and pitfalls: and since it would be impossible to proceed without a clear
realisation of what is and what is not implied in these and other com-
monly associated terms, it will be convenient at once to clear the grolmd
by a brief examination of the most general elements involved in 2 work
of art, and of the relations which they hold to one another. This
analysis will be the means opening out new points of comparison and con-
trast between the two supreme @sthetic senses.
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CHAPTER III.

THE ELEMENTS OF A WORK OF ART.

§ 1. Analysis TO many it is a disagreeable and difficult task to try to analyse the pleasure

and definition,
in connection
with emotional
rubjects,
though an
ungrateful is
sometimes a
necessary task.

derived from beauty. To attempt this analysis in the actual moment of
enjoyment would indeed often be quite useless, and would divert into
speculative channcls the nervous energy necessary for apprehension and
appreciation. Nor in general is anything like detailed knowledge of the
technical structure of works of art helpful as regards appreciation, any
more than a knowledge of anatomy and organic chemistry is helpful for
the appreciation of human beauty. There are, however, certain obvious
elements common to all the arts, of which, obvious as they are, the existence
and the nature seem in many cases not to be very clearly conceived. And
of these broad elements, and of their relative place and importance in each
of the arts, I cannot but think that a clear conception is necessary, at any
rate for sound judgment, if not for vivid appreciation ; while a comparison
in respect of these elements between the various arts themselves with
which such a conception naturally connects itself, is by no means un-
fruitful in suggestion and interest.

The process of definition and distinction cannot, I fear, be made very at~
tractive. Itis impossible toinvest it with the charm of that higher criticism
whose function is, by dint of the author’s wider grasp and keener apprecia-
tion, directly to enlighten and guide the perceptions of othersin the actual
presence of the work ; and it is an ungrateful task to point out that this
higher criticism occasionally gets so high as to lose itself in clouds and
vapours, for the want of the ballast which a more rigorous definition of
terms might have given. In proportion, however, as a critic of art avoids
these dangerous regions, and really enlightens as well as delights his
public, he will probably be ready to acknowledge the humbler service, if,
in the more general and abstract region which surrounds the subject, the
air can be somewhat cleared of the barren verbiage and meaningless ana-
logies in which feelings of genuine admiration so often find vent. Few
perhaps fully realise the difficulty of defining at what point the core of a
true emotional experience begins to get involved in a subjective haze,
where indistinct ideas are apt to betake themselves to the refuge of high-
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sounding phrases, whose reality and profundity it seems like profunation
to question. Thus we are told that all beauty is a series of variations on
one theme; or that all the arts are reflections of a single ideal; or point-
blank that a musician is a poet. The oracular sound of such expressions
is conventionally held to exonerate them from scrutiny: the Ideal, like
Cezesar’s wife, must be above suspicion. In reality an emotional ex-
perience is seldom an isolated phenomenon; it is commonly surrounded
by a swarm of accidental and evanescent images and verbal ghosts of
images ; and one who tries to demonstrate the adventitious character of
the swarm may easily seem to be calling in question the central ex-
perience, and to be impugning that which he himself presumably lacks
the faculty to discover.

Perhaps, however, seeing that it is so hard to dissociate our feelings from
our customary ways of regarding and expressing them, the question will
occur, is it necessary or important so to do? What harm does the subjective
haze do, if it surrounds a solid nucleus of appreciative enjoyment ? Is itan
occasion for heavy logical artillery, if a young lady professes that the im-
pressions she derives from Wagner and George Eliot are precisely similar ?
If she can enjoy both, has she not in her the root of the matter? And
truly, whatever the surrounding fog, it is undeniable that a natural capa-
bility for enjoying any form of artistic work is something incommensurably
more valuable than the mere faculty of perceiving extravagances and
absurdities in the way of describing it. But unfortunately the above-
quoted profession is hardly a caricature of views which are susceptible
of being wrapped round in clever language and worked up into a very
respectable semblance of profundity; and they act on production and on
the opinion which creates the atmosphere for production. So that there
comes to be real danger that valuable things and valuable instinets will
drop out of sight, and that the mass of those who are capable of deep im-
pressions from art, but lack strength and certainty of instinct, will be led
away on false scents, and mistake the nature of their faculties.

The word ¢art’ has many uses. The most universal has probably been
that which distinguishes art from science as being concerned with practical
rather than intellectual results, with things done rather than things known ;
as when we speak of the art of medicine, and the science of abstract
mathematics. With this meaning we have nothing to do. In such terms
as ‘high art, however, the meaning is confined for the most part to
@sthetic_productions; nor is it always easy to realise how modern is the
idea of Art par excellence, in the sense which restricts it to productions of
a certain kind, nor how various within this region are the manifestations
which have at different times assumed importance; and this not only in
respect of detail and development, but of the main branches. For instance,
among the Greeks (whom we regard as pre-eminently the artistic nation
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of antiquity) dancing was fully as much of a high art as Music, and land-
scape-painting was unknown.

It will be useful first to consider what is now involved in the current
conception of a ¢work of art.” First we distinguish it from the works
of Nature; it is a work designed and executed by man. And it must in-
volve more than mere arrangements of beautiful and complete natural
objects; for we should not, except in conscious hyperbole, say that a
choregraphist or a landscape-gardener has produced a ¢ work of art;’ in
which some sort of domination of inexpressive and more or less intractable
material seems to be implied. Similarly in the non-material region, we
should never dream of applying the term work of art’to a collection or
arrangement of ready-made literary productions.

Next, it is through its beauty, or grandeur, or impressiveness of some
kind, a source of pleasurable emotion to those who contemplate it. But
many works of utility are this: an express train dashing by, or a vessel
under sail, or a eontemplation of M. Littré’s dictionary, may give rise to
sach emotions. So we get another limitation: a ¢ work of art’is a work
in whose effect (whatever else be included), at any rate pleasure is not only
present, but consciously aimed at. Apparent exceptions may be adduced
from the arts of Painting and Poetry. Pictures, for instance, have
been painted with the distinct objeet of inspiring horror and dread of
death: but just as there are people whose imagination is pleasantly
stimulated by hearing of the terrible future consequenees of their
sins, so it is quite possible for horrible objects to produce pleasure, of
however debased and distorted a kind ; and these pictures wonld not have
been painted had they not been calculated to fascinate some gazers.
Again, the satires of Juvenal and of Hogarth might be quoted, and here
certainly the great aim was moral and not wsthetic. Still, even when the
humour is too grim for laughter, a certain glow from the perception of
the evil and the wish to trample on it mingles with sympathy for the
similar perception and wish in the satirist—indignation itself, where
undamped by helplessness or hopelessness, having a certain infusion of
pleasure: and this effect seems to gain pungency from the very irony of
the employment of artistic forms.

Again, we attach to a work of art the idea of permanence. An actor or
dancer may delight us with performances in the highest degree artistic;
but afterwards nothing remains to us but the impression, and no work has
been created which will endure unchangeably, and whose effects are
reproducible at will. It is hard to guard against all possible objections.
It may be argued, for example, that an improvisation by a poet or a musi-
cian leaves no permanent work. But this failure is only accidental: the
work might easily be written down at the time, or remembered and
written down afterwards, and would then remain, quite independently
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of the personality of its creator; while a part like that of Rip van Winkle,
as complete a creation of the actor as any crestion of any artist, must
necessarily cease to exist as an actual presentation with the cessation of
the actor’s activity.

So far, then, we have got as our definition a ¢ permanent work designed
and executed by a man (or men) with a view to pleasure as at any rate
one of his (or their) aims.’

Now things produced with a view to pleasurable emotion are non-
necessary. It will be remembered that, in speaking of the simplest
pleasures of sense, we noticed the view that the enjoyable activity of the
higher senses had in it something of the nature of play, as compared with
that of the lower senses, which had a special connection with life-serving
functions. Though we hardly saw how this was in itself so clearly a
sufficient ground for the sufperiority asserted, the fact itself was undisputed :
and in the further stage at which we have arrived the non-necessary or
play element is more striking still. For we are not now, as then, com-
paring two sorts of admitted pleasures: we are seeking to characterise
those productions which do, as contrasted with those which do not, yield
conspicuous pleasure in connection with the employment of our higher
senses and our mental faculties. And we find by experience that such
productions are remote from the necessary and mechanical part of life,
and from all that is broadly comprehended under the head of utility ; that
a good grammar is less delightful than a good novel, and an engineering
model than a statwe. It may probably be a fact that our power to appre-
ciate the region of higher pleasures depends to a considerable extent on
the recognition of a region of work outside them, and on a certain sense
of contrast: but the question what the pleasure-giving productions
actually are is not thereby affected; and the answer is they are means,
not of acting on our environment and adapting it to our needs, but of
obtaining mew kinds and possibilities of consciousness and ideal activities.

And this direct effect in increasing the range of our inmner activity
gives an impression of vitality in the thing which produces it. The irre-
levance of the work to external and mechanical uses and appliances, the
sense that its great function is just to occupy our imagination, that an
additional element of emotional life has existed previously in the author
and has now become part of ourselves, react on our view of the work
itself. It seems like a living organism, not like a mechanical structure:
we attribute to it vitality, through its effect in stimulating our own.
This charaeter is most closely connected with absence of utility, in the
narrower sense. For where utility has been the object, the motive power
in the author’s mind has been directed to affecting our minds or bodies
in some way quite external to his own inner life, as when he has written
a book for our instruction,or invented a piece of mechanism for our con-
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venience ; in the using of which things, however much we profit by them,
our experience bears mo resemblance and gives no clue to his state of
feeling during the making of them. In the case of the work of art, the
motive power in the author’s mind acts by directly affecting and infecting
our own ; we do not just benefit by what he knew or did; we feel what
he felt, that is, up to the measure of our appreciation we live what he
lived.

In treating of the vital character of a work of art, I just now
spoke of it as constituting an organism. This statement needs some
further elucidation : and apart from its interest here, it is of great im-
portance to our subsequent enquiry that the central idea of the word
organism, and its various applications in connection with art, should be
fully understood. A short examination of its meaning at this stage,
besides adding completeness to our conception of a work of art as already
defined, will lead up in the most intelligible manner to the mext differen-
tiating element in the definition, the element of form.

First, then, let us enquire how we distinguish an organism in nature.
To begin with, it is something of which the parts present sufficiently
distinct and permanent relations for the sum of them to be thereby
recognised as an individual object or product. This provision excludes
such a natural object as a mountain, which is not recognised as an indi-
vidual thing by any essential relation between its parts, but merely by its
size: but it would inelude crystals, the parts of which are arranged in
definite manners with regard to the axis or axes, and eaeh example of
which is known and named in virtue of this structural symmetry. To
proceed then, an organism is something which changes and developes
without losing identity ; which we regard as the same individual, in spite of
the addition to it of new material. But this, again, would include crystals,
which grow by the accretion of new matter, adjusted conformably to their
respective characteristics. Something, then, whose principle of being
lies in itself ; which, by the exercise of funetions, can react on external
conditions without disintegration or loss of identity; and further—since
functions imply some differentiation of parts—something.the relation of
whose parts is not one of mere local accretion or symmetry, but of mutual
interdependence. One further distinction may be made. The living
organism is something which, after a definite season of growth, ceases to
grow ; the cessation being due not to lack of fresh material, for this may
be daily supplied, but to the internal necessities of the system. Growth
and completion are governed, so to speak, from inside, inasmuch as nothing
can enter permanently into the structure which has not been acted on by
the inner digestive and assimilative processes; the material has to be
transformed, before it car be adjusted and locally arranged. It follows,
then, that an organism is something which reaches what is recognised as
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its complete and perfect development. This entails in it an individuality
of a special kind, as regarded from outside. The correlation of its parts,
however complicated, is contained within a compass which is not only
easily grasped, but is familiar to our apprehension as part of the idea of
the object : whereas different specimens of the same sort of crystal owe
such individuality as they possess to the mere accidents of breakage, and
there is no stage in their magnitude which can be said to be more com-
plete and perfect, or more essential to our idea of the object, than
another.

Let us now see if we can profitably apply these distinctions to the
products of the human mind. Among these we shall find, as among
natural produets, plenty which we can isolate as distinct objects, but
which have no character of individual life. In many products of man’s
labour and ingenuity, there is such a relationship and adjustment of parts
as results in a definite whole, recognised as a unity either in aspect or in
purpose ; and these individual products or objects we at once distinguish
from any purposeless and incoherent agglomeration of things which cannot
be co-ordinated under one idea. But however complicated be the structure
of these products, we should hardly think of calling them organisms merely
on the ground of that complexity, unless indeed our imagination was so
excited by the wonderfulness of the work as to justify a rhetorical exagge-
ration. We may say of Cicero’s prose or of Mr. Tennyson’s later blank
verse that it is written in a highly organised style, meaning that the
sentences are often complicated structures, in which many parts and
clauses are duly subordinated and interwoven: but we connote some
quality over and above this structural complexity ; we should not use the
term of even complicated sentences which expounded the state of the
share-market. Or, to take another example, a scientific treatise frequently
presents a most complex arrangement and interdependence of parts : how,
then, is this less organic than the arrangement of material in a work of
the imagination? The answer is involved in the special differentia of the
imaginative work, that its life and growth is from within; that it does
not appear as an external result, bearing to its author’s activities the re-
lation merely of a manufactured article to a machine; but as an actual
picture of the activities themselves, of the author’s living ideas and
emotions, whose only result is to be reborn as part of others’ lives. A
scientific or mechanical work may, of course, have been laboured at
under the influence of ideas and emotions of a lofty and even of a poetical
kind ; but the result is a work of which, however much the excellence
may be due to such ideas and emotions, the object and nature are ex-
ternal to them : the author of a mathematical demonstration may be all
on fire for Truth, and worship her as a goddess, but the direct aim of his
work is to prove his theorem. In the imaginative work the ideas and
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emotions are embodied as suck, to be again and again reawakened as
such.

And the application of this to the question of construction is obvious.
The arrangement in a scientific treatise is imposed, as it were, by the
subject-matter ; it is at the mercy of unalterable and perhaps intractable
facts: while the dealings of the artistic worker with his subject-matter,
whether in invention, selection, or treatment, are determined by his
particular imaginative nature, and the whole fabric of his work is
suffused with elements which have made a portion of his inner life. The
development of the complete work of science or utility finds a true analogy
in the growth of the crystal. All the material that is to appear is in actual
existence, in the shape of facts and things already known or in process of
being disentangled and becoming known; and the skilled arrangement of
it may be compared to the striking and symmetrical form under which
the material of the crystal is solidified and agglomerated. In both cases
the supplies of the material, whether large or small, are data, independent
of any individual activity or any modifying vital principle, and adjusted,
but not conditioned or penetrated, by the forces at work. An imaginative
product may also rest, it is true, and in many cases must rest, on a basis
of facts : but these are assimilated in the mind of the author under the
distinct influence of emotion, and the vital principle which governs their
selection and co-ordination is of a wholly individual kind.

The same comparison holds in respect of the individual and self-
conditioned completeness of the imaginative work. Any other sort of
production depends, as in structural arrangement, so in growth and
arrival at the final completion, on merciless physical and logical necessi-
ties. The size and scope of the whole are a result of these necessities, not
of vital processes in the author’s mind: its material and conditions are
given it, and its completeness just means that it comprises and embraces
them, as a crystal will comprise all of its material that is there for it. In
imaginative production, the rounding into completeness, the conception of
the work as a whole, and the pervading influence of this conception in the
development of the subject-matter, are as much matters of internal and
individual activity as any of the separate ideal or emotional elements. A
true organic unity, not conceived as just comprising the parts or con-
ditioned by them, but as the natural form in which their vital qualities
find fullest realisation, is that towards which the whole process of develop-
ment tends: and the artistic faculty must find the secret of such unity
in itself. Slightness and fulness of detail are alike compatible with this
perfect and independent completeness. The one condition which we attach
to the scope of the imaginative work is one which, as it happens, we find
to hold in the organisms of Nature, in spite of her very common in-
difference to our comprehension and pleasure ; namely, that it shall not
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be too vast, nor the relations of its parts too complicated, for the sense

and the mind to apprehend.

We may am the analogy drawn from Nature one step further. §5. Further
Natural organisms seem practically infinite both in number and e vl
variety. S:entific reasoning teaches us, indeed, that the variations are 'i’,:,“:m'!:f.",'f,:"d
intimately connected with environment, but the environment acts only by Worksin the

its suitability or unsuitability to modifications of structure which the unforeseen.

accepted doctrine of evolution does not profess to explain, modifications

which have and must have to us the appearance of accident. Given a

certain deviation from the parent type, natural selection steps in and pre-

serves it; but what account can we give of the primary deviation? We

do not even hope ever to reach such a stage of comprehension as will
eliminate this appearance of accident: our biological knowledge will
always include events the necessary relation of which to their antecedents
and conditions, however much we may believe in it, lies quite beyond our
faculties of discernment, and which themselves therefore lie quite beyond
our powers of prediction. Now with respect to those other natural
objects whose structure is a mere matter of symmetrical arrangement,
unconnected with function, as crystals, it is true that we equally little
know, or expect to know, anything about ultimate necessities; the cause
of their taking their respective forms is as much beyond our ken as any
point in the history of organisms. But in their case the conditions,
whatever they are, seem fixed once and for all, and the possible varieties
of form are knowable. It is not only that the crystal which we find in the
earth’s crust to-day has dwelt there unchanged for long ages, during
which organic Nature has been slowly modified: we do not need to
consider long ages, or to go beyond our own individual experience, to
appreciate the contrast. Thus we may observe the formation of crystals of
many substances in actual process, and we can prophesy with certainty
beforehand the exact shape they will assume ; whereas in the case of a
newly formed organism, all that we can prophesy with certainty is that,
in the midst of a general resemblance to its parents, it will present
differences which we cannot prophesy.

It needs little straining of metaphor to connect these considerations
with the sphere of human productions. Imaginative work is continually
taking mew and unforeseen directions, and producing new and unforeseen
combinations of material. Environment has of course an immense influ-
ence on the development of the author’s faculties, and often on the nature

of his subject-matter ; but within a certain region which is conditioned
and marked out in this way, the play of originality has the air of being
unconditioned and having unfettered scope. The feats of invention and
expression seem like glorious accidents of individual imagination ; and the
modes of affecting us which a new genius reveals are often facts of which
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the possibility was undreamed of till the reality was there. Thus his
work presents to us a newness of kind which no previous experiences
could lead us to foresee; it is in the most literal sense a creation. In
works of knowledge and utility, on the other hand, that stamp of indivi-
duality and fresh creation, which makes of the imaginative world a
perpetually new surprise, is necessarily absent. Not but that genius may
be at work here also, introducing its essentially indeterminate element ;
and surprises of a sort may abound, as each year brings to our store fresh
facts about the universe and fresh means of utilising them. But through
all we have a sense that the facts, however novel to us, were there, to be
discovered or not as the case might be. And this applies to the facts
which still remain for us to know ; others perhaps do already know them ;
many may give a guess at them which some new invention may give the
means of verifying ; at any rate they are already in existence: whereas
our future emotional experiences, and those of the perhaps unborn
author whose work will produce them, are simply variations in conscious-
ness which have not yet taken place, and are as little knowable and
predictable as the primary unselected variation in an organic type.
Moreover, in the case of unimaginative work, the objective conditions of
environment do not just mark out limits within which originality may
work, but themselves make up the whole gist and burden of the work to
be done; they are the very things which have to be found out and
explained, or it may be contended against or utilised. And much as
newly found substances are found to crystallise according to the old
recognised geometrical methods, so newly ascertained facts and laws take
their place along with the old in one consistent and impersonal body of
truth. Once there, they are out of the range of surprises, and science
can do no more with them than classify them and generalise from them;
they themselves remain as persistent and unmodifiable as the recognised
crystalline types, and the ultimate generalisations which they yield are
perhaps almost as few.

In this discussion of the organic quality of imaginative work, we have
been doing no more than bring out what is involved in the idea of
production with a view to delightful emotion; and we have dwelt chiefly
on the vital and essential spirit, not on the outward aspect of related and
combined parts. We must now proceed astep. Our definition, so far as we
have brought it, is of a very wide kind ; it will include, for instance, prose
works of fiction and oratory, among which we may undoubtedly find some of
the noblest and most artistic of human productions. If, however, we at
all try to follow the track of ordinary thought and language, we shall
have to narrow these limits, and mark off certain sorts of work as belonging
to the artistic domain in a more special and definite sense. For though
we may speak of the art of novel-writing, this is certainly not popularly
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included among ¢ the arts;’ no one, if asked which was his ¢ favourite art,’
would cousider prose-fiction as on the list to be selected from. And the
differentiating characteristic, which marks off works of art in the stricter
use of the term, is that they appeal to a sense; that they possess elements
whose combinations present objects to a sense. This they can only do hy
dint of form, which, as we have seen, implies the special powers of co-ordi-
nating impressions, possessed by us in connection with two only of the
bodily senses; so that the form required must be one which makes a direct
appeal to the eye or to the ear. The direct appeal is of course very dif-
ferent from a mere calling into aetivity ; for these two senses are, as we have
seen, channels for numberless things which make no appeal to them. Thus
a person reading a proposition of Euclid uses one of them, that of sight,
or having it read to him uses the other, that of hearing, and they are to
him the necessary doors through which he obtains his comprehension of the
proposition; but the proposition is addressed not to them in the least,
but purely to his intelligence.

Generally, then, we may say that works of art, in the stricter use, are
both imaginative works and objects of sense; and as we formerly distin-
guished them from all other works, sensible or non-sensible, by their
vital emotipnal quality, so now we distinguish them from all other
emotional works by their sense-quality. The notion of form supplements
the notion of organism in our definition ; or rather, as organism com-
prised the ideas both of individual vitality and of combination of various
parts into a whole, form conveniently marks the essential feature of such
combination as falls under the cognisance, and affects us through the
medium, of a sense.

The necessity for both these elements, the emotional quality and the
sense-quality, gives great distinctness to our definition, as it makes it
eagy to exclude in a moment the productions where one element is pre-
sent but the other absent. The main conceptions which have occupied us in
the preceding paragraphs are very readily applicable. For instance, a
monument, if its form presented to the eye a distinct and permanent
unity with some sort of pleasing symmetry, might be accounted a work
of architectural art, though it might be of the rudest and most embryonie
kind. But it is possible that a mere heap of stones might present an
equally symmetrical form, and might even give an equally striking impres-
sion of size and strength. In what then does the superior character of
the monument consist ? Its actual structure may hardly amount to more
than a conglomeration of undifferentiated material. But it carries an
idea ; its purpose lives in it; it aims at awakening in others a certain
strain of feeling similar to that which existed in its authors. The mere
heap of stones, if put there for a purpose, is wholly external to that pur-
pose, the purpose being to build a house or mend a road, while the heaping
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‘,x“.rn:;ht)i“, us for mechanical and utilitarian purposes, or intended to
imilarly, desig L abols, though they may chance to present graceful

. y .
<orve as tt\g); Se::l wﬂﬁe excluded from the region of art. Photographs,
forms to ' (,:xj’instanc‘e of productions which cannot as a class be ahso-
gty ‘u:;udfd or absolutely included. One specimen fnay.have been taken
mro’li) e?n chanically, with no sort of idea or emotion in the worker’s
v echi . .

who ."md with a result therefore to which, though :Ne.mlght be able to
it a Jeasing likeness, we should refuse the description of work of art ;
call it 2 p ay have been produced with loving and discrimi-

. ther specimen m
while ano (n tl}:: arrangement of parts, over and above manipulative skill,
ould not be inclined to grudge the higher designation.

and to this we sh, .
and to to multiply instances of branches of production where

t would be easy . .
:rt ::nd no art stand side by gide; and also where they merge into one
:moth(‘l' in the same production, through the operation of the true artistic

spirit in work whose more obvious 'raiemi: d’ét?'e was utility. .

The meaning of form 18 perfectly obvious in the arts whose channel is
tho eve, as it i8 palpably involved in their very essence. The eye is
always seeing productions tlfe form or forms of which it takes in; and
among them, any which satisfies the other conditions of our definition,
which is a permanent work designed and executed by a man (or men) with
a view to inspiring pleasurable emotion, as at all events one of his (or
their) aims, is a work of art. That is to say, as the character of visual
form marks off the productions of what are called ¢ the fine arts’ from the
whole region of imaginative work, so the character of imaginative work
marks off the same productions from the whole region of visual forms.
But in the case of the ear, form is not a matter of habitual experience,
but (as we have seen) is confined to the region of art, and many find the
notion of it here less easy to catch.

As regards one, indeed, of the arts addressed to the ear, Music, the
arrangement and combinations of sounds is too prominent and essential a
feature for the general idea of form and order to present much difficulty.
But in the case of the other art, where the sense-element is of the
auditory kind, Poetry, the place and scope of the form-element may seem
less evident; and it is important at this early stage to notice an ambiguity
in the word, or rather in the words order and proportion which are fre-
quently identified with it, and to forestall sundry objections. Among
what in the broader sense of art may be called arts of language, including
fiction, oratory, &c., we shall, by applying the criterion of the sense-
quality, mark off one as belonging to the narrow special category of
arts. Poetry possesses in metre, or in something analogous to metre,
an element of form or order which appeals with direct gratification to the
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ear. But it may be objected that metre is comparatively a small thing; Eouiblo objec-
that the insistance on the presence of a sense-element is here pedantic, o
and will exclude much of the loftiest poetical writing; that order may
indeed be an element in art, but that it consists in broad proportion and
harmony of parts or topics, in the imaginative structure which has to do
with ideas and images, and so on, and not in a matter so technical as metre.
Now waiving for the present the question as to the value of metre,and fully
admitting the extreme importance of the characteristics just adduced, I
must still maintain that, given poetical subject-matter and sentiment,
metre (or some equivalent for it) is the element of order which makes poetry
poetry; that is, which makes one special art of words an art in the strict
use of the term. However essential be harmony and proportion in the
ensemble of a good composition, (and it is essential to a good sermon, and
to a good scientifie treatise, and to many things quite outside the arts,) it
i8 in virtue of sensible form, pervading the whole texture and substance,
that a composition is a ¢ work of art’in the ordinary sense. It is of
course perfectly legitimate to brand, as unworthy of the name of art, a
metrical or a pictorial composition which is mean in subject or imcoherent
in arrangement ; an exclusion of this kind would signify the absence of
those vital qualities on which so much stress has been already laid ; but
this in no way nullifies the advantage and convenience of getting a working
definition out of ordinary thought and language, which certainly bring
verse of all kinds under the technical head of Poetry. Again, it may be
objected that without any arrangement, either of words in metre or of parts
in a harmonious and organic ensemble, the conceptions which we call dis-
tinctively poetical,are such, independently of any work of art into which they
may eventually be worked up. But they may exist in the artist’s mind,
or be verbally communicated by him to kindred spirits, without being
considered to come under the head of art ; it is only through their investiture
with form that their position as works of art (or parts of such) is
assured.! Omne more objection may be made ; the rhythm of fine prose,
it may be said, gratifies the ear; how then can our distinction be made
good ?  But if we really isolate the effects of the rhythm, of the form-ele-
ment, in prose, its appeal to the sense is extremely faint ; apart from sweet-
ness and resonance of voice (that is, of the colour-element) and grace of
delivery, the amount of gratification to be gainel from listening to prose in
an unknown tongue can hardly be considered worth reckoning. The proper
gratification of rhythm really depends on a feeling of continuous expec-
tation continuously satisfied ; and the definiteness necessary for this can

' The imposition of the form on the idea execution, the two will often well up together
need ot be a subsequent act; in the case of in the inventor's mind, in a union instantly
Poetry, which is independent of manual expressible.
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only be sought in metre, or in some such substitute for it as alliteration
or the antithetical clauses of Hebrew poetry.

The words just put into the objector’s mouth about the broad general
order and arrangement of parts in poetical work, introduces a topic of much
wider application to the question of artistic organisms than appears in that
special case. We shall encounter in the course of our enquiry two quite
distinct sorts of combination of parts, two quite distinct relations of parts
or elements to wholes.

If we use whole in its widest sense, signifying the entire work under
contemplation, the parts mean naturally the main elements of which we
perceive it to be made up, as the topics or principal divisions of subject~
matter in a poetical work, the principal objects in a picture, the principal
motives or sections in a musical movement, and so on. We shall find
great differences in the importance of the relation of parts to whole in this
sense ; taking the word organism to express the mutual adaptations of the
parts in subordination to the total result, we shall find that some sorts
of work present a closer and others a looser organism, or (if we prefer the
phrase) that the structure is in some cases more, in others less, organic.!

In the second use, the parts, as they are in relation to the entire
work, are wholes in relation to their own constituent elements; their com-
pleteness and individual character constituting them organisms on their
own account. The constituent elements here are not formed sections or
objects of any sort, but just crude unformed fragments, having no force
or purport apart from their due combination. Such a whole may be a single
stanza in a poem, made up of words; a single figure in a picture, made up
of features, limbs, &c.; a single melody in a musical movement, made up of
what in isolation are insignificant and unemotional sounds. Though second-
ary in a logical sense, in respect of their relation to a larger work, these
smaller unities may be primary as regards actual importance ; and that they
should possess complete and individual beauty is of course desirable in pro-
portii)n as they are less essentially interdependent, and as their combination
in a particular manner is less all-essential to the effect of the work. How
entirely they may give the sense of complete and independent beauty is
easily seenin the fact that in many cases, especially in the arts of Painting
and Music, they are successfully isolated and presented in detachment ;
photographs and engravings of a particular figure, special parts of long
musical pieces, being frequently enjoyed not as quotations (so to speak)
from a larger work wherein their surroundings have been known, but en-

! In considering structure, it should be ob-  organism depends on its further connotation,
served that while the arrangement of various and rests tacitly in every case on the vital
elements into a complex unity is the part of and imaginative quality which has been dis-
the notion of organism which is naturally cussed above.
most prominent, our right to use the word
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tirely on their own merits. This of course implies that an entire work
may consist of one, and not more than one, of these forms or organisms;
as, for example, a sonnet, or an ordinary portrait, or a national melody.

In all the arts except Poetry, the large arrangement of the parts and

motives into a complete work, as well as the separate parts and motives
themselves, falls under the cognisance of the sense addressed; our eyes
endeavour to grasp even the largest pictorial composition as a whole : the
last bars of a musical movement may have direct organic relation to the first.
In Poetry, on the other hand, it is the smaller combinations only that are
perceived, in virtue of their sense-element, as distinct organic unities. For
metre is not a thing which can embrace a whole long work in a single com-
plex structure ; metrically, such a work is necessarily divided up into small
similar parts, either stanzas of some sort or merely lines of definite forma-
tion. So that while the work, as a whole, is an imaginative structure,
an arrangement and development of certain subject-matter, of certain
things to be presented—as for instance, in the organism of an epic, or the
organism of a five-act drama—the scope of the small constituent parts, on
the other hand, is naturally determined by metrical structure; and the
poet’s skill is shown in so arranging his matter under the metrical form
that this shall seem its noblest and most appropriate investiture.

I have several times had occasion to use two words which represent
necessary, though not distinguishing, elements of works of art, and
which cannot but continually occur in the discussion of such works.
One of them is material. There will be much to say of this hereafter;
meanwhile the primary meaning of the word is sufficiently clear, as denot-~
ing the simple elements, whether material substances or physical units,
which the artist employs and from which he builds up his work. The
other word is subject-matter. The very fact of the unity of a work of art
might be taken to imply some underlying bond, some title which would
sum up and express its purport, and give the answer to such natural
questions as ¢ What is it all about ?° or ¢ To what does it tend ?’ We might
seek this unifying principle in some central conception or purpose, to the
carrying out of which the several parts were made to contribute, and
which we should call the subject par excellence; but as a matter of fact
we often find that there is no such very comprehensible central conception
to be found, even in the arts where it is most natural to look for it; that
the bond is of a much looser kind, and that the scope depends greatly on
the amount which it is agreeable and easy for the sense to grasp at a time
and to retain. In pictures, for instance, the only conceivable title would
often be the collective name, or even a mere enumeration of the objects
represented, as ¢ A group of three young women,’ or ¢ A boy and girl in a
boat.” That it is sensory rather than ideal considerations which in such
cases impose the limits of a satisfactory unity, whether as to size or com-
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plexity, seems clear if we consider what happens when we get beyond the
limits which the sense can easily grasp. Thus, we may contemplate a
picture which covers a whole wall, which the eye has to take in and return
on bit by bit, and which we have even to walk about to realise ; yet we
find nothing to complain of if only there be a central subject, if only the
whole scene have a meaning for us: while a group of three hundred or
even of thirty young women, sitting looking at each other or holding
musical instruments, would be criticised as meaningless and absurd, though
it would be hard to prove why in themselves they had not as much raison
d’étre as the former three. In landscape-painting, again, the unity is often
pictorial ; it is addressed to the eye and recognised as satisfactory or fine
composition, but does not represent any central or combining conception
discoverable in the actual things depicted. This is not the place to con-
sider whether a fine imaginative subject be less necessary to the highest
pictorial art than fine composition : I am only pointing out that even in
painting, beantiful and imaginative work may exist without it: and in
certain other branches of art we shall find that the very notion of such an
all-comprising subject is inadmissible. Every art, however, necessarily
deals with a certain class of things, one or more of which will be embraced
in each work ; and these parts or units must be in themselves sufficiently
comprehensible and interesting to arrest the attention. It is difficult to
find a single name for them which will apply equally well to all the arts:
but subject-matter fairly answers the purpose.

It will now be advantageous to arrange in a tabular shape the five main
branches of art of which the works seem to be fairly embraced by our
definition, under the three heads of subject-matter, material, and form,
mentioning in what each element consists. In most cases the forms pre-
sented to the sense naturally either convey or constitute the subject-
matter of the work ; the case of Poetry being, as we have already seen, the
marked exception. Many terms and remarks which are conveniently
included in the table will be explained and justified afterwards.

(Nate to p. 55.)

' T have said that the subject-matter of
Poetry exists externally to and independ-
ently of norks of art ; this must not be con-
strued into meaning that it could in all
cases exist externally to some imaginative
Jaculty. Such a limitation would be very
inconvenient. We cannot but regard as fit
¢ subject-matter for Poetry’ those many in-
ward experiences which admit in Poetry of
direct expression with a but slightly repre-
sented framework of external circumstances
and objects, and which could of course have
no existence independently of minds of emo-

tional susceptibility. There is, moreover, that
whole class of luminous conceptions, which,
having already acted on subject-matter
drawn from the universe, may then be
worked up under artistic forms; thus being
made themselves, in a secondary sense, sub-
ject-matter for works of art. So we may
often distinguish two grades of subject-
matter: first, the crude subject-matter of
facts and things—for instance, the pheno-
mena of sleep and death ; secondly, this crude
subject-matter as penetrated and selected
and correlated by the imaginative faculty,
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ARTS OF PRESENTATION.
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( Subject-matter.—Objective and subjective phenomena of
many kinds; arranged in groups, usually in subordina-

tion to some central conception or subject. This sub-

ject-matter exists externally to and independently of

{PostRy . . . works of art.! ¢ ?

Material—Words; differing in various countries, and
changing slightly in every generation.

Form.—Metre, or something analogous to it ; in any case

L abstract relations of sound.

( Subject-matter.—Visible objects belonging to the organic

world ; but especially the one class of human forms;

represented singly, or in groups usually with a central
subject. (Sculpture of animal and vegetable forms be-
comes prominent chiefly in connection with archi-
tecture, and in such branches of art as ivory- and
metal-work.) This subject-matter exists externally
to and independently of works of art.

Material.—Marble, bronze, &c.; constant.

\ Form.—Implied in the subject-matter.

[ Subject-matter—Visible phenomenaof many kinds ; repre-

sented singly or in groups with or without a central

conception. This subject-matter exists externally to

Pantive . 4 and independently of works of art.

] Material.—Surfaces and pigments : theoretically constant,

though liable to change from invention and losses.

 Form.—Implied in the subject-matter.?

( Subject-matter.—Visible forms and arrangements of form
of many kinds.* The central conception or purpose is
usually in great measure utilitarian ; and in many (not
all) of the subordinate combinations utilitarian pur-
poses, existing independently of art, underlie the art-
( ARCHITECTURE A forms which have no such independent existence.
Material.—Marble, stone, wood, &c., of various colour;
each country is in this respect greatly dependent on
its own products.
Form.—Abstract lines and surfaces and their proportional
arrangements.

SCULPTURE . . |

( Subject-matter.—Auditory forms, i.e. series and combina-
tions of sounds, wholly independent both of external
phenomena and external utility, and having no exist-
ence independent of art. Subjects are the leading
and recurrent phrases in a composition.®

Material.—Some system of notes; for us the notes of the

( Musre. , . .| chromatic scale, susceptible of various colour or

quality according to the instrument by which they

are produced. This material bad a slow development,
but has long been constant, and can hardly but remain

80, except in so far as the invention of new instru-

ments may add to its colours.

\ Form.—Abstract proportions of time and pitch.

Y See pp. 54, 66, for note to these mwords.
-3 See p. 56 for notes to these words.

ARTS OF COLOUR.?
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and brought together under some distinct
idea, as when Sleep and Death are conceived
of as twins ; finally, when such anidea is ex-
pressed under the forms of art it becomes a
work of art or a part of one. But the mere
existence of an idea, as we saw above, does
not entail a work of art or even a fragment
of one: it is only through artistic form that
it obtains the stamp and seal of permanence.
So that though we may, orat all events often
do, say of a person to whom the world pre-
sents itself as a source of imaginative
activity, in other words, who is rich in poeti-
cal conceptions, that he is a poet, this use of
the word must not blind us to the fact that
he may bave never produced, and very
possibly may be unable ever to produce, a
single satisfactory poem.

These distinct poetical conceptions may of
course occur to painters and sculptors as
well as to writers of poetry ; but as they do
not express them directly in words, but indi-
rectly through visible forms, which are selec-
tions and copies (however idealised) from
external realities, the description of their
subject-matter as existing externally to their
works can hardly be misconstrued.

3 It would perhaps be more correct to say
arts of colour par excellence. For the colour-
qualityis to someextent present in the vowel-
goundsof Poetry, where, from the fact that the
metrical element makes the ear attentive to
the sounds over and above the sense, it is far
more prominent than it would be in the self-
same words unmetrically arranged ; and in
its treatment here, though scope for skill is
much limited by tne actually existing words
from which choice has to be made, yet
general care is necessary, and special effects
are possible. Works of Sculpture, again,
in the days of the art's greatest glory,
were frequently coloured, in fashions some-
what baflling to those whose ideas are de-
rived from isolated specimens in modern
galleries. This, however, would hardly con-
stitute Sculpture an independent art of
colour: such works, however conspicuous
and important, were decorative, in the sense
of belonging essentially and inseparably to a
particular building; and the effect of the
colour more especially must have been
entirely dependent on association with the
sarrounding coloured architecture.

* The forms of Painting commonly repre-
sent things as they appear, by perspective

effects and the adjustment of size to distance, .

The forms of Sculpture represent things as

THE ELEMENTS OF A WORK OF ART.

they are, in three dimensions, and can thus
be looked at from many points of view, so
that the greater simplicity of the work is
compatible with a multiplicity of effects by a
change of the spectator’s position. The same
feature is praminent in Architecture,and adds
indefinitely to the effect of what,as unchange-
able ahstract form, might be monotonous.

Painting and Sculpture can of course sug-
gest things and thoughts by something very
far short of accurate delineation of form.
There are, in fact, all degrees between such
accurate delineation and either abstract orna-
ment, or purely conventional symbolism acting
as visible words to enforce a fact or an idea.

4 For the sake of convenience, the sculp-
ture and sculptured or painted details in
which the chief glory of buildings may fairly
be maintained to lie, will not be reckoned
under the head of architectural forms.

8 As regards Music, there is one misap-
prebension which is at once so common and
so fatal, that though it involves a question
which will be discussed in full later, a few
words of caution at this stage cannot be alto-
gether omitted. In cases where Music is
joined to something else there is a natural
habit of calling the subject of the something
else the subject of the compound work. Thus
the Messiah is called the subject of Handel's
oratorio,and the included topics may be called
the subject-matter of the special songsand cho-
ruses. This is intelligible and convenient :
only it is important to remark that the senti-
ments and topics connected with the name
are strictly and essentially the subject of the
mwords, and only loosely and accidentally the
subject of the music. For however valuable
the union may be, and however inseparable
its factors may now appear to us, we must re-
member that if any one ignorant of English
heard the Messiak all he would infer would be
that the words must be of a generally lofty
character, with occasional bits of a more defi-
nite character, here pathetic, there jubilant.
But the music might of course have been
united perfectly well with other words of
similar sentiment and rhythm. So the verbal
titles which aim at summing up the expres-
sion of certain compositions (e.g. in Mendels-
sohn's Isles of Fingal overture, and many of
Schumann's pianoforte pieces), however in-
teresting, are so adventitious that they have
often been suggested by instead of suggesting
the music; and a hundred auditors, if left
to guess the title for themselves, would
originate a hundred new ones.




THE ELEMENTS OF A WORK OF ART. b7
There may seem to be a certain pedantry about tabulation of this kind;  § 11. Justif-

as to this I can only here say that I hope te convince any reader who will 3{,}an;r$e
accompany me through the following pages of its usefulness for my pur- example of a
poses. But among other more specific objections which might be found, Fusion
there is one against which, at the risk of forestalling subsequent topics, it
may be well briefly to guard; as it is connected with a very common
and mistaken method of approaching the main subject of this book,
and exemplifies the necessity for just such distinctions as the table
aims at supplying. It may be said, then, that all modes of using colour
for the sake of beauty should be included under Painting; and that
all fashioning of solid material into pleasing forms, whether imitative or not,
should be included under Sculpture ; and this may be even said with true
advantage, if it is desired to impress on people’s minds that, e.g., so called
decorative art is, or should be, art of a high kind, not mere manufacture ;
and that it implies faculties and instincts which cannot be dissociated from
those employed in the production and appreciation of the two great arts of
visual representation. Nevertheless even in respect of the visual arts, the
ordinary popular view, which wholly differentiates Painting and Sculpture
as representative arts, is in strict accordance both with the most valuable
factor in the impressiveness of beautiful specimens of these arts, and with
the formation and general nature of the faculties by which the apprecia-
tion of them takes place. Mr. Ruskin has said that ¢ Sculpture is essen-
tially the production of pleasant bossiness or roundness of surface ;’ that is,
of abstract and unrepresentative form. Now rounded surface is clearly a
Necessary element in Sculpture: but to emphasise an abstract general
quality to this extent seems only to confuse the subject. Mr. Ruskin’s
own example will suffice to show this. He refers to two engravings of Greek
coins, representing human profiles, but regarded as abstract conglomera-
tions of rounded masses made pleasant by gradation of light ; which masses,
he says, must be ¢ disposed with due discretion and order.” But in that little
word due lies the whole gist of the matter. The question is how much would
the discretion and order amount to on their own account, if presented, for
instance, to a person of cultivated sensibilities, who had never seen a face?
What s the order, apart from the combination into a face? Mr. Ruskin
refers to the bossy masses of a distant forest as similarly delightful in sur-
face, and to the spiral projections of a fir-cone as similarly delightful in
order : but these references suggest the exact point of difficulty. A
pleasantness of gradated surface in all three cases may be readily granted;
but the forest-bosses have no order; the cone-bosses have a most definite
geometrical order; what authority have we for saying that the profile-
bosses, regarded as abstract unrecognised phenomena, have an extremely
complex order, the same in kind but superior in degree to that of the
cone-bosses, rather than that they have mere relative sizes and proximities
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of an accidental and unordered kind, like those of the forest-bosses? and
chance arrangements of bosses could hardly, as such, be matter for art. No
one could have authority to pronounce positively on the abstract order of
the profile-bosses, except a person to whom a profile was an absolutely un-
familiar object; for familiarity makes its own order. The fact is (as will
be fully argued later on) that both the mode and the history of our ap-
preciation of faces are in the main totally distinct from the mode and
the history of our appreciation of bosses ; and if such terms as ¢due discre-
tion and order’ above are not precisely and’ jealously scrutinised, there is
danger (not to Mr. Ruskin, but to his readers) of confounding the scope
which the two elements respectively afford to the exercise of genius, and
the place they respectively hold in the value of Sculpture.

It is clear that for us, living not in a world of patterns or of mere gra-
dations of light and shade, but among definitely known visible objects, the
limits within which forms, and parts of forms, of objects can be regarded,
appreciated, and criticised in true abstraction frbm what they belong
to, must be very narrow: and to regard an art which deals with forms of
known and recognised objects, as comprising a science of ¢ abstract relations
and inherent pleasantnesses’ of form, is to give a separate existence to
what, as art, never can be separately or exactly appraised. Rounded
surface in any object may be intrinsically pleasant; a mere ball with its
gradated shading may be as beautiful an object as Mr. Ruskin describes
it to be ; but the popular view would be right in not regarding a ball or an
arrangement of balls as Sculpture. And when we come to less definite
figures and groupings the attempt at a separate abstract estimate is still
more foggy. A painter may show consummate mastery in the arrangement
of his points of light and masses of light and shade; but blur all the
forms till they are unrecognisable, and eliminate all the colours, and the
¢inherent pleasantness’ of the arrangement of points and masses will not
do much to console us for the change.

All this distinction, however, as regards visible forms, may seem very
irrelevant to our main subject of sound : but in truth it is not so. For
Art as a whole has been almost always treated of by writers whose
speciality was visual art ; and whenever these persons, in the treatment of
their subject, come across abstract relations and proportions and fitnesses,
they invariably introduce the word musical, and other words connected
with Music. Most rightly and legitimately, as long as the limits of the
application are kept in view: otherwise, the application reacts very
damagingly on Music itself, or rather precludes a true view of it. For
instance, Mr. Ruskin, the author who of all authors that ever lived has
been the most effective teacher of men’s eyes, speaks of Music as some-
thing essentially analogous to the harmonious adjustment of bosses;' and

! Music is quite as often treated, among barmonious arrangement of tintz; and the
others by Mr. Ruskin, as analogous to the very fact that writers on visible art are so
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as he certainly regards the highest examples of form—beautiful faces,
for instance—as much more than pleasantly bossed surfaces, the sound-art
naturally falls, in his estimation, to a very subordinate position, as a
sensuous delight, with a good deal of ¢inherent pleasantness,” but only
capable of being ennobled by conjunction with words. Apart from words,
be holds, Music becomes degraded, and its ¢ senseless melodies harden the
intellect or demoralise the ear.’

Now this seems a very natural view, where a person has never received

fom Music, pure and simple, more than a faint fraction of the emotion it
is capable of causing ; and where the pleasure it has given him is a mere
drop in the ocean compared to the pleasure he has received through
vision. As Music is undoubtedly an art of abstract relations, he will
naturally refer the other abstract relations he knows to it, and it to them ;
and will think the art sufficiently honoured by being put in the same
category as that general harmoniousness of abstract visible elements, that
‘musical disposition’ of masses and colours, which his eyes in certain cases
find so pleasurable. The great arts of Painting and Sculpture, he will say,
deal in such harmonious arrangements; and unless he clearly keeps in
view how entirely the distinctive qualities of Painting and Sculpture lie in
their representative character, it will naturally escape his notice how entirely
his rapprochement leaves the distinctive qualities of Music out of account.
The cardinal points thus ignored cannot be too early emphasised ; namely,
that Music, though dealing wholly with abstract proportions, is an art pre-
eminent, for the precision, individuality, and organic quality of its forms;
that the component elements out of which the forms are built are not
only not beautiful units, like curves or bosses, but in isolation are absolutely
aninteresting, and, moreover, in mental reproduction may lose nearly all,
if not all, of their timbre or sensuous colour-character; while the forms
themselves present a vividness, a variety, and a depth of emotional impres-
giveness, unsurpassed in any region of beauty.

Returning now from this digression, if we examine our table, we may
find several ways of subdividing it. Two of the arts, Poetry and Music,
address us through the sense of hearing, the other three through the sense
of sight : and this distinction naturally lies at the root of many points in
connection with the main subject of our enquiry. Two again, Poetry and
Architecture, impose the art-element of form on things conceivable as
having a real meaning and existence apart from this element, Poetry often
dignifying with it things expressible in prose, and Architecture things

it is

little careful whether it is relations of colour
or of form, which they thus exemplify, might
put any one on his guard who realised that
these elements are as wholly distinct in the
realm of sound as in that of sight. This dis-
tinction and the relations of sound-colour to

light-colour will occupy us later:
enough here to observe Jhow specially wide
of the mark is the comparison to arrange-
ments of colour, of what is pre-eminently an
art of form.

§12. Varion
ways of sub-
dividing the
list of arts:



the arts of pre-
sentation and
of representa-~
tion.

60 THE ELEMENTS OF 4 WORK OF ART.

whose purpose is of definite prosaic utility, as of shelter ; while in the other
three the element of form is essentially involved in the subject-matter.
Again, Poetry stands distinctly apart from all the other arts in its invariable
use of symbols: words, that is, symbols to be interpreted by the mind, are
its proper material. It is on this ground that Mr. Spencer has marked off
poetry as the sole re-presentative art, in contradistinction to the others
whose effect is so essentially bound up with the direct presentation of
phenomena to the senses. We have already seen, however, that the sense-
element, though external to the ideas conveyed, is necessary to a poetical
work of art; and further on it will appear as a most integral factor of the
whole results attainable by Poetry. So that though a true distinction is
marked by Mr.' Spencer’s application of the words presentative and
representative, I have used them as the only possible ones to express
quite another, and as it seems to me a more essential, distinction. ~Accord-
ing to my view, Architecture (so far as it is independent of other arts) and
Music are marked off by a most important difference from Poetry, Sculp-
ture,and Painting. These three latter represent in various aspects things
cognisable iy the world outside them, and recognised on representation.
This is obvious in the case of the two latter; and in Poetry, however new
an idea may be, it deals with people or things that we have a knowledge
of, and seems to us true by dint of its accordance with or interpretation
of this previous knowledge. For idealisation is not an excursion in the
clouds; ideal representation is of an imagined reality, and is founded
everywhere on facts, by the selection and rearrangement of which the
artist brings out fresh aspects and relations. Music, on the other hand,
and Architecture (in the artistic elements which differentiate it from mere
building by having pleasure, not utility, for their aim), imply no external
fact at all. Their function is to present, not to represent, and their message
has no direct reference to the world outside them. Their abstract forms and
arrangements of forms appeal, in the one case to the ear, in the other to the
eye, not as objects of recognition or as concerned with facts known elsewhere,
but as something wholly unimaginable apart from the special manifestation.
This last distinction is so important as to require a somewhat full discus-
sion ; the following chapters will therefore be occupied with the more general
features of abstract form and proportion ! in art, with the differences in-

! It may be well to point out a certain
ambiguity in the word proportion which
tends to conceal the essential difference
between the two arts of abstract form and
the arts of representation. Mr. Ruskin has

principle. But surely he momentarily mixes
up two different notions of proportion in the
following passage: ¢Painting, Sculpture,
Music, and Poetry depend all equally on the
proportion, whether of colours, stones, notes,

poured scorn on those who would call Archi-
tecture an art of proportion, and in his
demand for noble and significant ornamen-
tation he has asserted an incontrovertible

or words. Proportion is a principle, not of
Architecture, but of existence. It is by the
laws of proportion that stars shine, that
mountains stand, and rivers flow. Man can
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respect of this element between the two arts which are essentially con-
cerned with it, and with the statement of the main problems which these
very differences will help us to define.

bardly perform any act of his life, can bardly ing to certain orders of impression in s‘pa,ce
utter two words of innocent speech, or move and time which appeal with a seemingly
bis hand in accordance with those words, direct and intuitive satisfaction to the eye
withoat involving some reference, whether and ear respectively ; and which, since they
taught or instinctive, to the laws of propor- are representative of nothing in the external
tion,'and 80 on. Now this is all very true world, we call abstract forms. In so far,
if proportion be taken merely in the sense indeed, as Architecture depends wholly on
of general fitness, of general adaptation and such forms and proportions, to the neglect
concurrence of means to an end, or of factors  of noble representative ornament, it may be
Waresult. This sense, however, exceeds in  as inferior as Mr. Ruskin sometimes repre-
wideness and vagueness even the wider of sents it to be: but the abstract element v?lll
the two aspects of artistic structure noticed always be prominently present, contributing
above, namely, the harmonious arrangement  its due effect ; and Mr. Ruskin himself has
of integral parts in the production of a large probably felt the effect more keenly, as he
complex whole. But we find proportions of has certainly described it better, than any
a very definite and peculiar nature, pertain-  one else.
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CHAPTER 1V.

ABSTRACT FORM AS ADDRESSED TO THE EYE,

WE found in the first chapter that, out of all the senses, those of sight
and hearing are the only ones which convey a sense of beauty; and we
connected this distinction more especially with their perception of form.
To explain this latter peculiarity we dwelt, in the first instance, on the
immense complexity of the two sense-organs concerned ; a complexity
which, in the ear, takes the form of an immense variety of actual
structural elements, differentiated as truly as the wires of a piano-
forte; and which in the eye consists partly in differentiation of
elements whereby differences of colour are perceived, partly in an in-
definitely large range of muscular movements. And arguing that this
complexity means, on the subjective side, sensitiveness to an immense
number of differences in the impressions received, we immediately con-
nected such highly discriminative sensitiveness with the power, possessed
in the case of sight and hearing only, to pereeive an order in variety, and
to combine separate impressions, separate units of colour or sound, into
coherent groups or forms. We further found that such groups are pre-
sented to the sense of hearing only in the domain of art.

Order may clearly be either of co-existence or of sequence. In the case
of sight, by dint of the eye’s immense power of motion and adjustment,
we can in an instant grasp and realise an enormous number of impressions
of phenomena in space; and we can also perceive such phenomena in
succession, 4.e. perceive motion: in the case of hearing, we possess a very
limited power of grasping simultaneous impressions, but great retentive-
ness and power of perceiving the relations between successive impressions.
Both senses obviously have in common a susceptibility to one kind of order
in successive impressions, the effect of which, indeed, seems common to
the whole nervous organism, namely, rhythm ; the case where this is most
obvious to the eye being dancing. Dancing, however, does not rank among
our fine arts ; and in the three of them for which the eye is the medium
the impressions are all of phenomena in co-existence. As regards the two
arts addressed to the ear, in Poetry the order of the sounds is entirely one
of sequence. In Music, on the other hand, simultaneous sounds play a most
important part : for though, as just remarked, the number of simultaneous
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impressions which the ear can appreciate is limited, the power to grasp
this limited number opens up a quite unique range of phenomena, com-
monly spoken of under the head of harmony.

Now we have not yet at all considered the question why, in the case of §2. In what
each sense, certain forms afford such strong gratification ; why the arrange- the advanced
ment of impressions in particular shapes or orders reveals a world the ;‘;;‘;‘,;“m“‘
pleasures of which seem quite disparate with the pleasure of any sort of
sense-impression taken in isolation. We cannot here connect the en-
jorment with any directly sensuous basis; the slight pleasure which may
in some cases be referable to specially easy movements of the ocular
muscles making (as we shall see later) an exception of small importance.

We lose the appeal to simple nervous stimulation, such as is always our ulti-

mate fact in explaining enjoyment of colour: what do we get in its stead ?

It is easy to invoke, as in itself an ultimate source of pleasure, the sense of

relation in the perception of the arrangement. For certainly the co-ordina-

tion and combination of units into what are recognised as wholes or groups

involves a mental element over and above the instantaneous consciousness

of the sense-impression : and as apprehension of order of some sort or other

may be said, in a broad and general way, to be a characteristic of all
satisfactory mental activity, & fortiori, it might be argued, should we look
for it in the higher msthetic pleasures. But this leaves us still in diffi-
culties : for while the combination of sound-elements into coherent groups
may seem to afford the mental element tolerable scope in the way of
comparison and memory, the mental element involved in combining units
of sight-impression into recognisable or recognised forms is, on the other
band, so slight that it is well within the scope of the most ordinary
animal intelligence; for very stupid animals know objects and perceive
changes in them, while still we should not credit them with a sense of
beauty. And moreover we, who can perceive forms as beautiful, can also
perceive them as ugly. Although, then, we cannot but still look to some
sort of infusion of advanced mental elements, having simply nothing else
to look to for an explanation of the pleasurable qualities of form, it is at
once clear, in respect of the visual region at all events, that such elements
must comprise more than is involved in the mere perception and re-
cognition of a form as a form.

A fresh consideration will now be necessary. Forms, being combina- g3, Distin-
tions of an immense number of elements, are, unlike colours, as endless g’:‘:g}ﬁﬁ"’
as they are distinct in variety. The number of possible combinations being variety.
practically infinite, there is no assignable limit to the number of forms
which, if presented to us, we could distinguish ; and distinguish not in the
vague and approximate way in which we may distinguish shades and gra-
dations of light, colour, and tone-quality (these being in many cases quite
undistinguishable except at the moment when they are actually perceived
in juxtaposition), but with entire and absolute accuracy, and with a very
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great power of accurate representation in memory. And the importance
of this power of distinction, which in itself has no direct bearing on
pleasure, is at once seen if we consider that it is the necessary basis for
variety of association and suggestion ; in other words, is the necessary
condition for phenomena to derive any lasting character from circum-
stances of whatever sort, or feelings from whatever source, which may
accompany the perception of them. Wide range of association postulates
that wide power of distinction and comparison which only exists in rela-
tion to form. For the present we may be content with the most familiar
example ; namely, the immense variety of agreeable and disagreeable
impressions which we receive from human faces, by association of certain
qualities, events, and modes of behaviour with numerous slight, but per-
fectly distinct, variations of form; so that even an infant will learn to
invest its mother’s smile with the agreeableness of things which have
frequently accompanied it, such as food, soft touches, and cooing sounds,
and to attach a contrary character to a frown or an angry tone. Here,
them, in the principle of association (especially when extended to that of
inherited association) we get mighty aid towards solving the problem of
the pre-eminence of form. For in it is involved, not only the selection
from the shifting chaos of impressions and feelings of groups which, in the
very fact of their combination, become fixed as distinct and characteristic
qualities of things; but the condition for those extraordinary transforma~
toons which are as real in the chemistry of mental as of material ingre-
dients. In the processes of association, feelings may often be wrought
into products whose simple elements are as unrecognisable as those of water
or of protoplasm; and the sense of beauty is none the less unique and
instinctive for having been built out of a variety of less ideal experiences.

But again a difficulty presents itself. The example of faces just cited
is of familiar objects, perpetually seen in comnection with pleasing and
displeasing circumstances : and with objects like these we have, it may be
reasonably urged, daily and hourly opportunities of forming associations
of the most definite kind. But we are capable of deriving pleasure from
many visual forms whose power to affect us cannot be at all referred to
such daily and definite associations ; for instance, from a graceful spiral : and
as for sound, its combinations into forms are not material objects at all,
but things of wholly isolated experience, lying apparently quite outside
any definable circumstances of general life, and unable therefore to gather
character from their concomitants. Must we not, then, infer some other
and special sort of intuition to account for our pleasure in such cases
as these? Must there not be in abstract forms themselves, apart from any
assignable associations, some special possibilities of exercising our faculties
and appealing to our imaginations? These questions will have to be sub-
sequently considered : meanwhile it may be here premised that the scope
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of association will prove to be far wider than might at first sight be
guessed ; that we shall find its influence extending more or less indirectly
over these remoter regions ; and that it will be part of our subsequent
task to examine, chiefly of course with regard to sound, in what ways the
pleasure of abstract forms can be connected with a special sort of mental
activity, and what parts of the whole ground are covered by this more
special element and by the element of association respectively.

We shall, however, best approach the subject of abstract forms pure

and simple, (that is, forms or combinations of elements designed and arti-
ficially produced by men,and presented on their own merits, witbout direct
external reference), by rounding off our enquiry as to the main elements of
effect, and especially as to the place of the abstract element,in forms
which are not abstract; and we could not take a better example than our
former one of human faces. For in these, as in all visible forms, there
must be (potentially at all events) an abstract element : we always possess
to some extent the power of representing to ourselves the lines in ab-
straction, of considering them simply as lines, without reference to the
particular object into whose form they enter. In the immense majority
of cases where we perceive objects with pleasure, it is of course the ohjects
themselves, with the various qualities which past experiences have woven
into our idea of them, which occupy our attention : the actual lines are
often little more than symbols to us, the means by which the presence of
the object is made known to us. But in the very notion of visible beaunty
is implied some more special and direct effect of form on us than this : and
experience certainly seems to testify that forms may please us without
any very perceptible suggestion of agreeable qualities in the object. Thus
agreeableness of expression is by no means synonymous with facial beauty ;
and while, on the one hand, an ugly face may be agreeable to look at,
owing to association with agreeable qualities, it is none the less true
that an expressionless face is often described as beautiful.

Merely to recognise the frequent existence of an abstract element in our
appreciation of the forms of concrete objects is, however, a very different
thing from ascertaining either how far it is effective or how far it is indis-
pensable. The attempt to isolate the effects by a simply mechanical isola-
tion of this or that portion of form yields most disappointing results. The
form of a beautiful cheek or chin, for example, may be thus isolated, and
represented by a line on paper, or more completely by a piece of modelling ;
but though these representations when examined might reveal smoothness
and delicate gradation of curvature, this could hardly give us any vivid
sense of beauty, since we should perceive no special rightness or individual-
ity about it; slight changes of the form, which would quile destroy its
possibilities of serving as a cheek or chin, would be perceived with
indifference ; which means that on its purely abstract merits it would have

F
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little chance of being picked out for special commendation. So of the
beautiful curves of the human figure at its best ; which, if represented in
an isolated way, would not be picked out from thousands of other abstract
lines which the anatomy of the human body excludes. Nor will the idea of
symmetry, though often adduced as an explanation of our pleasure in human
beauty, contribute much to a solution of the difficulty. For symmetry
really means only the similarity of two or more parts; and an ugly face or
an awkward figure may of course have its two sides just alike, and so be
equally symmetrical with a beautiful one. Perhaps the easiest and most
striking way of realising how little abstract form and symmetry, taken alone,
can explain our feeling of beauty in faces, is to consider a beautiful face up-
side down; to avoid any element of grotesqueness it will be best to lay a
picture of such a face naturally on the table, and then go round and look at
it from the opposite side. It will be found that though we may perhaps
perceive the features to be well formed and regular, and argue that the face
must be beautiful, scarcely any direct and pleasurable sense of beauty results.
And this cannot be explained on the ground that the merits of the abstract
forms in themselves might somehow be greatly affected by the change, as if
we played a tune backwards ; since we can scarcely doubt that if faces had
always been naturally presented to us in that position, with the chin forming
an elegant apex, our sense of facial beauty and ugliness would have formed
itself quite regularly and completely on the given conditions, and the
reversal of that position” would then have given the unbeautiful result;
that is to say, the abstract lines flow as well one way as the other.! Or, if
any one objects to this statement, it will be amply sufficient to bring the
eyes half-way down the cheeks; which cannot possibly be supposed to
ruin the pattern as a pattern.

The fact is that association of an indirect kind is really latent here
under a great part of what we easily take for pleasure in abstract form.
If pure boldly chiselled outlines, and finely gradated shades and curves,
are admired in a face in a way they never would be on their independent
merits, in a way they never would be, for example, if faces were quite
new phenomena in the world, it is mainly because the faces which possess
them appear to differ from the average in the direction of strength or

! The advantage of this experiment lies
in its not being liable to an objection which
might be brought against the isolation of a
single part of a complicated contour. A person
might conceivably maintain that the beauty of
a face is mainly of the abstract sort, but that
the virtue of the abstract lines and surfaces
lies in the sum-total of their arrangement and
combination : and such a view might seem
hard to dispose of. For it is impossible actu-
ally to look at a complete face in the normal
position and, wholly eliminating all notion

of its being a face, and all associations con-
nected with faces, to regard it as simply a
pattern or congeries of lines : and as long as
the two factors of face and pattern are in-
extricably interwoven, if any one asserted
that his pleasure was due to some superla-
tive quality of the pattern, his position
would be as hard to disprove as to prove.
But dissociate the factors by giving him his
pattern upside down, and he will pro-
bably not even do it the honour of recog-
nising it.
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fineness of type: and the very notion of such characters of type is due
to long trains of experience into which associated human qualities
entered. Delicate modelling on a lump of clay representing no known
object would mean almost nothing to us; the delicate modelling on
human features, combined with a certain proportioning of them in matters
of size and distance, mean to us the realisation of certain ideals which
could never have been formed on abstract grounds alone.

This reference to types is exemplified in another way, which really
brings in a third element distinct both from abstract form and association,
the element of habit; the effect of which, however, is rather regula-
tive than positive. The most approved outline, the most refined mo-
delling, will not make up for even a slight overstepping of the limits of
that norm which habit has set up; for all our judgments involve a latent
sense of this normal type. Thus disproportion will mar the fairest fea-
tures: the most beautiful adult nose on the face of a little child would

offend us to such an extent that we should probably call the face ugly.'

! Such an instance as this, it will be seen,
implies the fact that ideal types may be of
features and parts of faces as well as of
whole faces; and if this be so, the import-
ance of the controlling condition of a
familiar standard in matters of size and
arrangement is obvious. Perhaps, however,
the notion of idealising parts at all may, at
fisst sight, seem to ignore the harmony
which is admittedly a large element in
beauty. It is, of course, beyond dispute
that there is such a thing as a special
barmony pervading a whole face, that a
special combination of lines and modellings
may be accepted as a type en masse; as
is sufficiently shown, for example, in the
great distinctness of the types for which
various painters have shown marked prefer-
ence : yet in a large number of instances, it
is easy to imagine such a harmony as more
essential and more positive in character
than it can be truly proved to be. Consider-
ing how many faces are called beautiful, to
which we cannot in reason assign a type
apiece, and yet which are too different and
individual to be easily classified under a
few distinct types, it seems that the process
of selection and idealisation which gradually
gives a stamp to our sense of beauty, must
act in relation to parts as well as to wholes,
and lend itself to a considerable amount of
eclecticism. A certain degree of mutual
suitability must of course be postulated :
but the beautiful eyes of one face could
hardly oontradict the beautiful mouth of
another ; and the same form of both features

can certainly co-exist with many various
modifications of the less mobile parts of the
contour, without destruction of beauty ; the
features when animated with one life, as by
the painter’s art, will, in a way, make their
own harmony. And if we so far take our
stand on parts as to look beyond the limited
number of what could be truly called types
of complete faces, we must admit, as clearly
indispensable, the adherence to a normal
and familiar standard in matter of the rela-
tive sizes and distances of the parts, under
pain of getting an ugly result from even
choice individual elements. It is easy to
distinguish what belongs to the norm from
the actual elements of beauty. Such factors
as relative size and distance of parts are
clearly too negative, too much the same in
an immense number of cases, to be them-
selves the material from which ideal types
are built: thus, they may be found practi-
cally identical in ninety-nine average faces
and one beautiful one ; a clear proof that it
is not they, but the actual individual lines
and modellings, which make up the positive
differentiating element. Given then the
requisite subtleties of form in these lines
and modellings themselves, and an absence
of such gross contradictions as a tip-tilted
feminine nose with a massive masculine
chin, the essential and sufficient conditions
of integration into, at any rate, some sort of
beauty seem to be the observance of normal
relations of size and distance, and the single
life which shall control the movements and
expression.

F2
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In many cases the result of wide departure from normal types gives
the effect more of grotesqueness than of ugliness; indeed we may say
that the slighter departure is the more general condition of ugliness, as
in the case of monkeys, whose pre-eminence in ugliness depends on the
approximation of their type of countenance to our own; and that the
wider the departure, and the more glaring the incongruity, the more
likely is the result to be grotesque rather than ugly, as in the case of
centaurs. Our principle, however, of the limiting effect of habit on the
sense of beauty will not suffer ; for in the contemplation of the grotesque,
however pleasurable, there must be a large dilution of the sense of
beauty with other elements. Human limbs and equine limbs may
both be beautiful objects; but the legs of a man on a horse’s body, or
those of a horse on a man’s body, would certainly not reap the full
benefit of their abstract grace of form and motion.

Habit tells on our sense of beauty in a quite different way through
its necessary connection with the correlative experience of conirast. A
meaningless fragment of delicately cut and shadowed marble conveys no
vivid sense of rareness; but a beautifully chiselled mouth, for example,
gives the impression of carrying fineness into a position where in thousands
of cases it has been absent. Though a thousand mouths may all be
different, this one has a mode of differing from them all which is wholly
distinct from the modes in which they differ from one another, and makes
it an individual and them a crowd. And the same applies to all beautiful
things which are not isolated and unique, not too different in most of
their attributes from a number of other things to be at once recognised as
members of this or that class; the perception of contrast in the midst of
general similarity being naturally most marked in connection with that
pre-eminence of discriminative power which we found to characterise the
perception of form. This half-latent sense of contrast, introducing a
large positive ingredient of surprise and wonder, is probably a very main
factor in a great deal of our delight in beauty; and just so far as its
effects go, is it the case that, e.g., beautiful faces would be considered less
beautiful had they been the universal rule. Contrast thus takes in some
measure the place with respect to beauty that the principle of intermittence
holds in the case of the lower physical pleasures.

To conclude our brief review of the elements which enter into our appre-
ciation of human forms and features: we shall probably find that after we
have allowed the greatest weight to the points just mentioned—after we
have demanded conformity to some ideal type or types in the fashioning of
the parts, and a certain measure of reference to the normal type, if not to
any special ideal, in their general relations to one another, and after we have
admitted the emphasis given to any perceptible superiority through a sense
of its rarity—still a very real and pervading influence must be commonly
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exercised by that simple and direct kind of association which connects
actual admired qualities with the actual object presented to us. In the
case of figures such qualities are strength, ease of motion, swiftness; in
the case of faces, the various elements of what we call expression, such as
power, gentleness, dignity, and above all animation and mobility ; for the
admiration of barbers’ blocks ought not to outlive childhood. If we call a
face beautiful which lacks one or more of these qualities, or exhibits their
opposites, we still are in all likelihood paying our tribute to others of
them which are present; if, on the other hand, we prefer to call it dis-
agreeable in spite of crediting it with beauty, it is more probable that our
judgment of the beauty rests on an unconscious reference to admired types.!

It may be said, however, that in taking the example of human forms
we have chosen just the case where association and habit are bound to be
most prominent ; that it is possible to grant the smallness of the part
played independently by abstract form in that case, and yet to find it
constituting a large factor in the effect of the co