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francis r. hewitt

the mind’s eye or the eye’'s mind

Pictures can establish the relation between thinking
and immediote experience. They can connect per-
ceptions with concepts and thereby, are partially
involved in the empirical questions of science, which
asks which of the possible conceptual (mathemati-
cal) systems corresponds to our immediate experien-
ce. Mathematics deals with logical structures that
are defined by o particular axiomatic system. It is
not the task of mathemaotics or any other formal
constructive system to co—ordinate visual pictures to
these concepts. This tosk would lead from theore-
tical to experimental physics or from theoretical to
experimental psychology. In this regord Haons Rei-
chenbach has said:

«1he precision of mothematical reasoning lies spe-
cifically in the foct thot it utilizes only the logically
formulated properties of the visual structures. Visual
structures are nothing but an aid to thinking and
belong to the psychological opparatus which drows
the conclusions, not to the content of the thoughts
themselves. Thinking does not aim at the pictures
but at the logical structure which they express- The
psychological significance of an example rests on
the fact that logical operations are facilitated when
we think of concrete objects...it is easier for the
mathematician to reach conclusions from the axioms
if he imagines them realized by physical objects. His
visual geometric figures actually lead him into
physics, not for physical purposes, however, but for
the soke of the logical structure thot is illustrated
by the physical objects (pp. 97, 98) ...the repre-
sentation of geometrical relations by systems of
cbjects is more than @ motter of convenience... it
rests on o bosic necessity of human thinking. It is
quite impossible to think abstractly about relations.
We connot understand them without some method
of symbolic representation which supplies a concrete
model of the abstract relations ... Thinking comple-
tely without symbols seems to be impossible. How-
ever, this fact should not leaod to the mistaoken
impression that the chosen symbol is essential for
the content of thought. (pp- 107, 108). The Phi-
losophy of Space and Time, MNew York,
~ 1957.

The condition that art theories have to fulfill to be
relevant to the criticism ond generation of actual
works of art is similor to the conditions that must
be fulfilled in physics. These constructs have to
have an “empirically significant possibility”, as it
was termed by F. 5. C. Northrop. The unhappy les-
sons of history hove tought us thot it is not the

concern of visual art to consider constructions in
lunguuge or in mathematics that cannot be cor-
responded with o thing. Without this reifing
function, the thought or idea is not visualizable,
hence not paintable. It then stands only within the
formal concerns of philosophy or mathematics — it
is the prey of the symbolic mind. The physical and
psychological aspects of seeing the reified
thought are both necessary and advantageous to
visual art. F. 5. C. Northrop in discussing the con-
nections between the .empirical component of any
complete object of knowledge and its theoretic com-
ponent”, uses the very oppropriate term "epistemic
correlations” for these connections. These correla-
tions allow for the interaction of the physical object
and conceptual thought in @ very unique way, less
possible in completely mental (logically symbolic)
operations. The picture can be constructed so as to
allow for the shift in the form of the normative fun-
ction of visualization (the idea) thot is applied to
the image function (the picture).

Obviously, there is a wide flexibility in the picturing
of verbal or mental concepts, as long as pictures
or models remain independent of any complete one-
to-one correspondence of the octual thing pictured.
It has been noted thot practically anything con be
construed picterially —dreams, fantasies and the most
subjective states, as is evidenced in Surrealist pain-
tings. Painting hos traditionally served as a represen-
tational construction that would express, or at least
“reflect” nature or natural law. It has been the
task and problem of the painter since the division of
art into .form and content” to find o way to justify
his work as a reflection of some external values.
Usually this content has had some correspondence
to natural objects or processes. This was true even
of the "non-—objective” painters Mondrian, Kandin-
sky, and Klee, all of whom refer to some relation
of natural er metaphysical orders to their painting.
We have slowly begun to realize thot what we
have been caolling noture and nature's laws or
processes in painting (and in science) are only the
highly conventionalized lows of our pictorial tradi-
tion. As in other fields, the realization of these con-
sistancies in the 20th century has helped to pro-
voke an interest in an examination of the assump-
tions and functions of these “pictorial laws".

Qutside of o confused and uninformed attempt to
outline some of the formal principles in art education
experiments such os at the Bauhous, there hos besn
little good work on which the rigorous artist might



feed. This has led a few contemporary painters to
o superficial exomination of the questions currently
osked by the philosophers of science and the psy-
chologists of perception and other related mental
processes. This look at the philesophy of science and
the psychology of perception obviously does not pro-
vide us with knowledge about the world of painting
directly, nor is it of much volue in understanding
the intentions of past painters. It does provide o new
language that has provoked new questions to be
asked about the assumptions and fallacies of studio,
gallery, art book and art school jargon on which all
artists are nourished in their early development.

In line with this interest in perception, Adelbert
Ames, a psychologist, who became interested in
perception after a short career in painting, has
odvonced a theory of perception. It presents our
immediate sensory avareness as prognostic presump-
tions ond not assumptions. Thot is, the per-
ceptual ,decision” of what we will seeand where
we will see it is highly dependent on perceptual and
cognitive processes that occur prior to perception
itself. His demonstrations show that our perceptions
are prognoses and not disclosures: "All owareness
and perceptions are patent or implicit prognostic
directives for octions”. If our perceptions give us
structures of predictive reliability, and do not reveal,
or stand for, or symbolize, or disclose experience,
the role of visualization might be based on the need
for an increose in the future reliability of our con-
cepts. Visualization allows concepts to be held in
thought (as objects or things) ond reviewed in all
directions without allowing the process of examina-
tion to intrude and chonge the conceptual structure
and relationships. The function of picturing or vi-
sualizing is one of the most primitive and basic
limiting agents of thought, whethar it is done me-
taphorically. enologically, or grophically. Picturing
i« a kind of isolation and reification of an idea that
is like naming or cotegorizing: It allows us to go
beyond the descriptive structure and to posit and
observe unpredictobles emerging from, and in inte-
raction with, the simpler primary system.

It is curious that visual experience is so often con-
sidered "mental”, whereas tactile experience is “phy-
sical”. We often think of the experience of space in
painting os o conceptual structure insofar as any
tactile confirmation is denied. When perceiving the
monocular spoce, one must manipulate the cate-
gories of implicotion of the thirddimension (and
time) thot provide complex structures of spatial
events. It is not there no touch. From the physical
surface of o two—dimensional extension, cues are
sighted and from them inferences are drawn as to
whot iz seen ond where it is relotive to other
things. Assent tokes ploce through complexity. With
each new functional distinction perceived, the com-
plexity gothers itself into a new class ond is -
through this conceptual operation — released into
a new simplicity. The emergent product whether o
nude, a battleship, o cube or a bundle of drips, is
the summing together of a new totalily of elements.

The perceptual process predicts, does not discover;
constructs, does not abstract, in the formation of
what is seen ond where it is seen. The tradition
of experiencing painting has not allowed for o simple
occeptance of the “thing” presented for seeing. There
is a compelling history that encourages the tenden-
cy to think of painting os an imitation on re—=presen-
tation of other physical things or meanings that
are outside of the thing shown. The point of much
of the painting inadequately called “nen—objective”
is that it is not interested in expressing o simila-
rity or a correspondence beltween the things per-
ceived in the picture ond other objects or ideolo
gical systems outside the painting. It is inlerested
in accepting what is seen as the final act of intended
structure and meaning. One then proceeds to unravel
the web of spatial implications of these things thot
have been discriminated, and because discriminated,
categorized.

The physical fact that the relations in a painting
are constant and thus allow us to return to reaffirm
or question our perceptions is an important justifi-
cation for the “intellectual” or contemplative orien-
tation in visual art. Music, the film and the other
temporal modes of presentation clearly and powerful-
ly satisfy the need for the building of tension neaded
in successfully evoked emotinal experience. The sta-
tic pointing allows o careful, quiet pursuit of the
relationships ond related concepts. For instonce, we
can classify things as being the same “thing”, e g.,
o circle and an ellipse, and see the change in shape
os indicating @ change in the position of the thing
and not o cotegorical shift to o different "thing"®.
The contemporary concern in painting is not to
“show” the relationships aond orders as finally de-
termined and resolved in the work, but rather to
assert the necessity of an active pursuit on the part
of the observer,

The seeing of the drawing or painting is not a passive
registering of the presented relationships, but it
demands that the observer ascribe objective cate-
gories (it is a circle, o square, an ellipse, a box, a
light, etc.) ond then proceed to ask where it is,
This process of "seeing” the visual cobject as an
undefined possibility of orders is antithetical to the
clossical proposition thot paintings should present
a resolved single unified order that is shown to the
observer. The definition of the nature of the orders
in the painting awaits interoction with the experience
of the perceiver. It depends for its coanclusion on his
willingness to posit the necessary cotegorical que-
stions of its "whatness” and “"whereness” for which
there does not haove to be a single simple answer.
The foct thaot perception odvances in a series of
divergent glances, none of which contain the final
total visualization, forms the basis of the psycholo-
cical justificotion for o different kind of painting.
D. O. Hebb is pointing to this when he soys:

what seems a simple immediately given imoge of
the wheole is actually a serial reconstruction of the
parts of the figure”. In other words, to comprehend



the image, we have to build our perception from a
series of sectional or partial views. Cezonne was
one of the first to realize in his work some of the
phenomeno thot cre the effects of long fixation.
His “distortions” are only divergencies from the
classicol idea of the unity of the single static image,
which is the final result of the process of seeing.
These distortions become co-incident with fact, if
we toke into occount the act, and not the pro-
duct of perception. The prevalent error is to com-
pare the image of Cezonne and the loter modern
movements with the earlier conclusions in the hi-
story of painting, rather than with events in the
visual process-

The Cubists, at least in their early analytical stage,
also explored the perceptual process os an event of
sequential seeing. Their aim was the dissolution of
the constancy of things and when they succeeded,
objects became subject to our normative and con-
ceptual applications. The disintegration of the object
opened the possibility for new perceptual experience
— a new attitude toward the older mistaken view
of ‘ihe finality of substance. It led to o subsequent
relionce on the visual process. It smashed the grip
of those who proclaimed the function of painting to
be the preservation of an enduring object or scene
that would be subject to leisurely and careful vie-
wing and contemplation. Painting had once saved
the object and the scene from the ravishing com-
plexity of disinterested time by mummifying the object
for immortality in the finest and most permanent
methods ond materials. Let us bequeath this con-

cern to others. By occepting, in foct turning fto
advantage the complexity of time, contemporary
painting has added new olternotives to the ways in
which painting and vision might evolve.

By strictly limiting the scope of the visual form vo-
cabulary, o more exact correspondence between the
space described and the forms used to describe it
could be realized. In other words, there is an attempt
to raise the quaontity of information content due to
a more exact definition of eoch term. This move
eliminates the old virtues of qualities, or those ele-
ments unrelated to the definition or evolution of the
spatial order. This kind of “"quality” centered art is
our legocy from synthetic cubism, which simply rear-
ranged the pictoriol elements of its earlier phase
into o nice "design”. This concept of art is being
churned out by the decorative arts and crafts as it
always has been. These qualities should be recogni-
zed as distinctions that do not contribute to the
hierarchy of cotegories or generalizations that are
being opplied to the sorting out of elements. Each
new distinction, ideally should promote o new ca-
tegory (or categories) of experience that expand the
complexity and the implication in a visual not a
litarary way. An even more restrictive moral directive
might state that qualities that do not alter our pur-
poses or behavior are irrelevant indulgencies and,
unless they offer the possibility for olternative octs
that are formally significant, they (qualities) are
meaningless. With pleasure in art now so severely
repressed, you are now free to consult Dr. Freud or
better yet, your favorite New York Action Painter.



edwin mieczkowski

painting and prediction

The painter finds himself in charge of one of man's
projects that has no direct control over the imme-
diote world and the problems posed by it His
works con eosily be dispensed with during times
of threat and just easily ignored in o stable
world by those unwilling te distinguish the difference
between paintings ond mere impenetrable motter.
His charge, the sensible qualitative mass of pigment
patches colled a painting, folls in our experience
somewhere between what we consider necessary for
existence and all we are indifferent to. If, as it
has been said, the role of the painter is to initiote
new realities, then these realities will not replace
but be in addition to that which is real to us ot aoll
times. Thus, the amount of stretch between the world
of physical appearance ond the opposite point where
everything breaks down into subjective wishfull inco-
herence might be thought of os the measure of the
painter's success. The width ond breadth of this
middle ground between the necessary and the emptly
is determined by the painter's range of view and
action, part of which entails his operating in a pre-
dictive fashion. It is with the predictive aspects of
the painter's role that the following remarks will be
concerned.

The painter’s certainty thot the future of his art can
be determined, is based partly en the frequency of
chonge, adjustments and invetion in the post. This
i+ made known to him through his familiarity with
tradition. Tradition here is not to be confused with
convention. Today's interest in tradition as a repo-
sitory of style and toste has given way to the artist’s
curiosity about the knowledge and experience of
those who have gone before him, in what they had
set out to do as well as their achievements. In the
immediate post the individual contribution becomes
more easily discernable, maoterial cbout his prede-
cessor s ambitions more readily obtaoinable. At the
time the pointer is aware of an impocted and acce-
lerated quality about the changes that hove taken
ploce in painting over the past fifty years or so.
These changes are not inconsistent with revolutiona-
ry changes taking ploce outside of paointing's imme-
diote domain. Mor is the speeding up of change
particular to painting alone. We are all taking the
passage into what H. G. Wells characterized as,
"the harsh glare of hitherto incredible novelty”, and
we are taking it ot on ever quickening pace.

Eoch painter in his generation is responsible for
transforming painting in keeping with the incrensing
knowledge of both the physical world and man's

ottachment to it- This responsibility is selfassumed
and can be misused. When painting serves only as
¢ means of proving talent within olready established
ideas, nothing will ensue that endures. The painter's
hunger to indulge his imoge-moking fancy must be
combined with the effort to substontiote his pro-
duct in advance of the body of the known tradition.
If he desires maximum relevance, the painter's con-
tribution must be proffered with an awaoreness of
what it means, what it contributes and what it re-
ploces in thot area where man comes to know
himself.

We cannot say with certainty what the outcome of
the observer's viewing of the work will be, nor to
what extent it influences his way of structuring the
external world. It is olso true that paointing only
reaches part of the community and only a very
small part actively aware of it immediately. Neverthe-
less, problems of intention tracking, sorting out and
attributing meaning thot accompany the oesthetic
appreciation of a painting do influence the effort
we make at organizing our visual perceptions enough
to justify the anticipation of pointing having some
future effect on seeing as it is port of our conscious
life.

Fainting does not stress predictability as does science,
which strives to give us "the assurance of a constant
world®. Nor has prediction an integrally recognized
place in making the painting, as it has in economics,
ballistics or medicine. In the past it figured in the
elementary practice of making a sketch or cartoon
as a surety for the greater complexity of the work
to follow at full scale. Within the painting itself,
Jacques Villen has spoken of a "regulating plot"
used to remove the element of chance from getting
a result. The painter often uses the work freshly
realized os o touchstone for schemes aobout thot
which is to follow, frequently indulging in mental
imagery or visuolization that has a definite influence
on the appearance of the next painting. Thus, an
alert and perceptive viewer, other than the painter
himself, might likewise be able to at least anticipate
the pointing immediotely next in succession to the
one under observation. The concern here, however,
it not so much with the predictability of the painte:
himself, os with the structures he produces.

In exploring the predictive aspect of the painter's
task further, some thought on the traits, habits and
purposes of the individual painter are appropriate.
Current tendencies are to isolate the painter, either



o5 a hero or unconscious instrument, from any deli-
beration about what will be. To him the future is
assumed to mean only easier circumstances that
will allow for a greater reproductive flow of work.
His chief affection for the work at hand is thot it
contains the germ and seed for perhaps, a lifetime
of aoctivity: Little con be hoped for from one who
has for his muse only optimism. Rather look to the
one who is completely absorbed in the unfamilior
concept or next step. Look to him who lives his life
in o stote of suspense with the conviction that he
can and is about to add to what is already present,
this conviction being the focus and fount of his inte-
grity. Only such a one is capable of generating the
courage and arrogance necessary to deal with the
inertia in the present.

The painter would serve himself well if he did
maintain some skepticism about whether he is com-
plete sovereign in his own realm.

Particularly if this skepticism stimulated him to go
to some pains to detect, unrovel and understand
pressures acting and infringing on this domain. Pain-
ters would do well to comb the post, assay the
ground they stand on, search out the area of ma-
ximum relevance and predictive significance through
their active participation in purposes outside their
immediate affectiveness,

It is fortunate if there are those within the commu-
nity whe recognize the necessity of leaven
for the painter's ideas ond ambitions. Invaluable to
him are the peripheral individuals who tone and test
his developments in direct personal contoct and
even conflict. Better strife than the administrations
of lhose who prefer to coddle the painter. He needs
to save himself from those who regard him as an
inspired artist aloof from the need to gropple with
social and ideological pressures and as one whose
fine gifts owe nothing to tradition except as a
convenient frame within which to operote.

Sometimes the community seeks out the painter and
interrogates him. He would do well to be certain
of his place in it. Without this certainty there is the
danger that the artist will be tempted to parry these
questions, assume a defensive stance, and fall back
on o role chosen for its effectiveness in avoiding any
position. Aware only of this own performance, he may
wish to be seen as springing full-formed into the
arena as an exception free to wander erratically in
search of novelty. This preoccupation with perfor-
mance renders him incopable of the rigorous effort
necessary to weld his contributions between the paost
and the future solidly enough to insure o passage
along that way.

Perhaps the next development in painting will be
the result of the inodequacy of this kind of role
to allay the questions of those who do more than
just work, earn a living and consume entertainment.
With the granting of the absence of constraints, the
outcome of the present century's struggle for free-
dom, the painter may be in a somewhat embarrassing
position. Promoted to the office of seer ofter having

won the nomination on the basis of general re-
cognition of his intuitive agility, he may blush te
find he is expected to make good on functioning
as one: |f he is then shoken in the assumption of
an electorate lacking sight and sensitivity, his ner-
vousness will increase. He may inaugurate a pro-
gram stressing freedom from censure under the guise
of another appeal for the unprejudiced eye. It may
not be in time to prevent him from being impeached.
More to his advantoge would be retirement with an
official honorarium while others bring to our aotten-
tion new significance in visual experience.

The start that painting was given in the early part
of this century, toward an increasingly unique ploce
in our experience was hompered considerably by
being linked to antiquated world views. Attempts
te correspond shopes and colors to mystical states
were particularly opportune for those deriding this
effort in fovor of @ more literal scramble for virtue
and public esteem. Coupled with this was the adver-
se effect on paointing of the political disasters during
this era. There was a rush to fill empty altars with
a makeshift view of man in his most pitiful condi-
tion. The result served only to expose the obsession
with our failings. The ortists who chose to ignore
them or consider them only temporary were suspec-
ted of being ogents for bringing them about. Be-
cause the larger mosses of men could not effectively
be led by reason, nothing was lost in making reason
the scapegoat.

Qur time is now complicated by the too uncritical
acceptance of the view thot art is an emotive lan-
guage, thot it is arrived ot through emotional
frenzy. Feeling, mood and sentiment prevail and
thought is downgraded as merely a hindrance. The
attempt is being made to transfer the emotional state
of the artist operating in the generative stages of
the work, to something perceivﬂgre by the spectator.
Materials are sought that will have variation and
response to moves and gestures. ldeally, the specta-
tor is invited to even view the act of assembling
these moterials and thus participate in making it.

Unfortunately, in being incoherent and cryptic in
meaning, action painting and other informal schools
of similar propensities, come very close to an appro-
ximation of the messages delivered to us by external
perceptions. The viewer is left with the dissatisfac-
tions thot are experienced in any uncoded appea-
rance that is continuous with the external world. The
quarrel here is with the unprocessed fact of paint
presented as paint, the return to a worship of raw
“nature”.

The painter anticipates change in a time of acce-
lerated mutability. He knows change as an abstrac-
tion from the immediate world of direct experience,
the world he is acquainted with through knowledge
of foct. This is the world to which he will
inevitably have to return in any reassessment of
cims and intentions. This world is outside of his
optimism, outside of anything he might maoke or



dream, and yet it is always ot hand as his richest
world that the Ipnlntin is seen. The painting serves
as o provisional mental construct interposed between
us and the world of concrete things. It is a substi-
tute world of processed motter that, unlike the world
encountered through knowledge of fact, is known
through knowledge of creative system. Chonges are
necessary in this substitute world when the system
for processing the motte of the painting becomes
part of our conceptual way of seeing and structuring
the real world.

Then an end is arrived ot ond new ort is necessary.
Nevertheless, many of the functionless voriations
present in pointing todaoy may be of service if in
rothing other than as structures of extreme odaptive
importance. These could be taken up by the painter
ond directed to o future use that might vindicate

this era, not as o time of oberation, but instead, os
one ol fertile preparation for a new art. To say what
this new ort will be is the prerogotive of the pointer
himself. Present doy ottempts to visuolize the next
development in painting from o scholarly summation
of immediote ochievements will prove progressively
volueless becouse of the increasingly undetermined
character of the painting already developing teday.
The burden is on the historion making the summary
to see the future as receptive to the man schools
of painting flourishing teday or to define what will
depose them. The active potron, museum director,
critic, aesthetician maoy hove some influence, but
still be limited to only betting obout o future in
terms of quantity, decline or return. Unless one
maokes what will be, prediction becoms an emply
demonstration in speculation as a profession.
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