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CHAPTERI

INTRQDUCTION

Esthetics as It relates to the human personality

has been a topic of considerable Interest throughout

the ages. The eternal question of "What Is beauty?"

has plagued philosophers and esthetlolans slnoe Plato

first discussed It In the Republic. Assuming a universal

standard, Plato spoke of simplicity, harmony, and rationality

as being of the essenoe of beauty. Reason and logic

were the highest elements of the soul, ‘the Dhllosophlo ,
,

and thus beauty, was deemed to be constituted of the same

stuff. A different approaoh arose from Nletzche's essay,

"The Birth of Tragedy" where he recognized two esthetic

principles, the Appollonlan and Dionysian. The first,

the Appollonlan, Is Identified with an esthetic attitude

of dispassionate contemplation of the world of phenomenal

objeots and events, of the "Tableau" of outer reality.

The seoond, the Dionysian, Is identified with Intense

subjectivity, the spirit of Irrationality and even

"drunkenness". Here primitive Incoherent forms emerged

from the unconscious to possess the self and lead it to

momentary Insensitivity to the world of objects.
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These two positions, the Platonic emphasis upon a

universal standard and the Nletzchian emphasis upon

diverging esthetic principles, form the basis of two

kinds of current approaches to the question of esthetios.

Plato assumed that there was a universal good quality

to esthetic objects which could be formulated according

to oertain prescribed principles, i.e. rationality,

logic and reason. This idea or philosophic orientation

has been carried into psychology by Child (1964) and

his associates who have done extensive work in the

relation between esthetic judgement and human personality.

Judgement is defined according to one’s degree of

agreement with the "expert’s” rating of certain works

of art. This assumes certain universal good qualities

about art, and the question is$ who knows this best, or

what are the personality correlates that are associated

with good "judgement"? A seoond way of looking at esthetics

is in the more individualistic manner by asking what

kinds of people like what kinds of art. Neitzche initiated

the idea that there were esthetic attitudes one could

take in one’s approach to art. Personality was to be a

factor in determining the particular aspects of a work of

art that would appeal to an individual. This idea has

been carried into psychology by Knapp (1963) and his associates

who have been concerned with the relationship between

personality attributes and esthetic preference.
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The above described relativistic approach, which Is

the cornerstone of Knapp’s (1964) work, seems best related

to what Neltzche proposed. There are two other connected

Ideas that arose from the philosophers, which are different

from the nomethetlc approach began by Plato’s universal

standard concept, Aristotle spoke of art as ’mimetic’

and suggested that there Is a pleasure In evoking memories

In art, Socrates connected the beauty of any object

with Its fitness for purpose, for Its utility.

Evens (1939) disoussed how various men, philosophers

and psychologists, have classified humans Into types.

Into different temperaments, as having different characteristics.

Prom these, she associates temperament with taste In

the visual arts, and one of her principal examples Is

Wundt’s classification of people on the basis of strength

and rapidity of motion, that of being fast or slow,

strong or weak. Relating this to art, Evens (1939)

Introduces the concept of Empathy, the idea that the art

strikes a cord of human existence, Man has unique ways

of feeling and sensing which oan he visually represented

through art, and It Is his own unique pattern of Inner

responses that will determine what Is pleasurable for him.
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Worrlnger (1908) sums up the esthetic expert encei

••Esthetic enjoyment is objectified self-enjoyment. To

enjoy esthetically means to enjoy myself in a sensuous

object diverse from myself, to empathize myself into it.

What I empathize into it is life. And life is energy,

inner workings, strivings and accomplishments. In a word,

life is activity, that in whioh I experience an expenditure

of energy* It is an activity of the will, it is endeavour

or volition in motion.**

In the light of the above it would seem that the

visual arts serve as a source of pleasure to man but

that this source derives out of many diverse factors

within each unique human personality. Through art man

can find elements which strike an empathetic cord within

himself. The art gives concrete symbolization to the

drives and forces that make a man what he is. The need

to give meaning to sensation is inherent in all men, and

art seems to provide another way to implement this.

Also there seems to be cathartic value in a work ol art

as it helps to release those unique tendencies one feels

and wishes to express covertly. Lastly, there seems to

be an element of defense Involved in esthetic preferences

as each of us tend to seek out that which is most like us,



that which can be clearly objectified and understood.

Our inner needs and attitudes are projected onto a work

of art that best fits what we feel to be closest to who

we are, and in this way, art tends to be a stabilizing

force, a mould into which we can better understand and

see ourselves. As an example, it would be difficult to

imagine a rigid, repressed, and dogmatic person preferring

a wild, fluid and abstract painting to a more realistic,

hard edged painting. Thus it is the thesis of this

writer that art serves more than Just a source of pleasure,

that it serves as a source of further self-understanding,

self-expression, and as a source of safety.

The study of esthetlos as it relates to human

personality has paralleled the two philosophic positions.

The first, the evaluative approach , has emphasized an

objective standard of "goodness'* and has attempted to

show what personality attributes correlate with a person's

ohoice of what he feels to be "good" art as it relates

to the "experts" choice. The second, the Non-evaluatlve

approach , has tried to answer the question, why do certain

types of people prefer certain types of art? In this,

the esthetic quality or value is of small consequence as

the Investigators are concerned with preference, not Judgement.
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Both Approaches will be discussed below, although the

major emphasis Is upon the non-evaluative as It Is the

major toplo of this thesis.

Consistent with the Platonic Idea of universal

"goodness" Is the currently unpopular assumption that

there Is Indeed a universal esthetlo standard. Theoretically,

the mean Judgement of a group of people constitutes the

"true" esthetlo value of a work of art (Blrkof, 1933l

Eysenok, 1957). As an alternative to this consensus of

opinion approach Is the one taken by Child (1965) and

his associates who set up an objective esthetlo standard

of "goodness" through the use of "experts". These

experts are usually people with a strong aoademlo background

In the visual arts (l.e. oollege professors and graduate

students in art, the latter being the predominant group

constituting the experts). Through their ratings on a

number of paintings, one is able to determine the objective

worth or quality of an Individual painting. Naive students,

serving as subjeots, are asked to rate paintings as to

their quality, and their degree of agreement with the

"experts" is then correlated with various personality

measures. It is to be noted that the requirement is

one of Judgement, not neoessarlly of preference, yet

there can be no doubt that there is a confounding of the

two variables. The problems Inherent in such an approaoh

are as follows



The Implication of a universal standard, whether

determined by consensus of naive or expert opinion. Is

alarming to those doing the creative work. It seems to

negate the individuality of both the creator and beholder

as it creates an arbitrary standard of perfection. That

a person is able to come close to the standard when

Judging seems of no real consequence in comparison to

his preference for a work of art. The criterion of

"expert" seems limited in scope for these are people who

constitute a fraction of the population, and it can be

rightly asked if there is Justification in establishing

a standard of goodness on such an inbred group. Secondly,

the consensus of opinion by non- experts tends to blur the

subtle differences that each artist tries to convey through

his technique and approach. What is good for one oerson

might be bad for another, and the choice is a highly

personal one which should not be guided by a set of objective

standards. The averaging of a group of personalities to

assess a quality completely negates the purpose of tne

creators to reach the unique person. Consistent with the

above orltiolsm Is Roger's (1964) discussion of values,

wherein the Infant values things In a basic llke-dlsllke

organised c way and the adult Is no longer able to do this

as he has lntrojeoted the values of his culture which are

often at odds with what he feels to be correct. It Is Just
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the purpose of art to get at that basic organismlo valuing

system, and the setting up of external criterion of

"goodness" goes diametrically opposed to this. Thus it

would seem to this writer that a more fruitful line of

investigation would be to assess preference, not Judgement,

for it seems to come oloser to answering who a person

is, not what he thinks he is.

In spite of the above objections to Child’s ( 1965 )

approach, it is deemed wise to briefly review his findings

with the idea in mind that Judgement is effeoted by

preference.

Esthetlo Judgement or agreement with the "experts"

was found to be positively related to toleranoe of complexity,

a broad development of attention, independence of Judgement,

regression in the service of the ago, Intuition rather

than sensation, and perception rather than Judgement, the

latter two being assessed by the Meyers-Briggs Type Indicator.

Similarly, relationships were found to hold with high

anxiety, an aversion to love of comfort and relaxation,

strong verbal aptitude, and preference for abstract

designs. (Child 1965 ). Child concludes that good esthetlo

Judgement is an outcome of a cognitive approach to the

world involving search for oomplex and novel experience

which is then understood and evaluated through autonomous

interaction of the individual with objects providing

such experience. "The esthetic value would be a function
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of their aptness for engaging and rewarding the attention

of a person whose cognitive approach to the world Is of

this character* " Child Is speaking of those people who

are purported to search out novel stimuli, to examine

the complexities of a situation, and to act In an autonomous

fashion with respect to the total environment* He then

concludes that “good** art rewards them In their pursuits

for "good" art has the qualities of complexity and novelty.

The basic flaw In such reasoning Is that these curious

people might have the need and aptitude to subtly determine

what society deems as good, and thus report this during

the experiment In order to come out "good" themselves*

Whether or not they enjoy the art Is not assessed, and

It might well be a factor of conformity and Intelligence.

That the art "rewards the attention" can be Interpreted In

light of defensive behavior as opposed to healthy behavior.

In other words, one does not know what Is meant by "rewards

the attention". Child seems to Imply that the reward

comes from an Individual's finding new and complex elements

In a work of art. Nothing more Is assumed. Yet It might

be said that the reward derives out of coming out "good"

on an art Judgement questionnaire.

On the other hand, the non-evaluatlve approaoh

examines a person's preference for certain works of art.
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It has been found (Knapp, 1964) that there are definite

personality attributes that correlate with a person’s

preference for "types" of art. The present study Is

concerned with various relationships between personality

and art preference.

The following disoussion shall highlight the Issues

of (1) preference for what?, (2) the art dimensions of

importance, (3), some personality dimensions of Importance,

and (4) a critique of previous studies and a formulation

of the present study.

A basic question to any study of esthetic preference

is how one is to analyze paintings. Two approaches have

been utilized; the School approach, which divides paintings

according to which formal school they theoretically belong

(i.e. Cubism, Abstract Expressionism, etc.) and the

dimension approach which classifies paintings according

to their location on some predetermined dimension (i.e. reality,

complexity, amount of oolor, etc.). Inherent in the

school approach is the fact of overlapping qualities and

resulting lack of adequate stimulus control. For example,

a Cubist painting which is admittedly abstract, contains

elements of reality, and there are differences in the

degree to which reality is represented from one painting

to another. To group all Cubistic paintings into the

abstract category is somewhat misleading, end certain
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quantitative Information Is lost as a result. The

dimensional approach, on the other hand, controls for

this as paintings can be more accurately assessed for their

formal qualities. Also, the artist effect, that being

that certain artist are strongly associated with a

particular movement, can be somewhat controlled for in

the dimension design. The most ourrent research (Knapp, 1964)

has utilized the school approach, and It Is assumed here

that an improvement can be made on this basic design.

Detailed criticisms shall be included In later sections.

As an introduction, it is to be noted that Knapp has

inoluded as his basic schools Realism, Abstract Expressionism,

Geometric (Cubism) and Surrealism.

What are the basic dimensions of all art that one

could oonslder? The first, reality , has been the major

consideration In most of the esthetic studies. There seems

to be two ways In which a picture can deviate from strict

pictorial realism. (1) distortion of basic form such as

the Cubists and Abstract Expressionists did, and (2) juxtoposltlon

of real form In odd combinations such as the Surrealists

have done. Both contribute to the blurring of reality as

we taiow the world, and the degree to which they do,

including overlap from one to another. Is an Important Issue.
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The second, complexity . has been studied within the

non-evaluative design (Rosenberg and Zimet, 1957). Similar

to this dimension Is symetry vs non- symetry as studied

by Barron and Welch (1952). Related to the simple-oomplex,

symetry-non- symetry dimension Is the concept of business

or the degree to whloh a painting Is busy, aotlve, and

not still. It would seem that the three above-mentioned

dimensions are related In some as of yet undetermined way.

The majority of paintings possessing the simplicity quality

also tend towards the symetrloal and the still; whereas the

complex paintings tend towards the non- symetrloal and

busy side of the dimensions. Although there can be many

exceptions it seems likely that these variables are

correlated in a positive fashion.

It is this writer's hypothesis that the above triad

(simple vs. complex, symetry vs. non-symetry , and busy vs.

still) could be placed on a dimension of movement. The

degree of movement a painting possesses oan be assessed

in two different lights. 1) The amount of aotual physical

movement peroelved In a reallstlo picture which is similar

to the oonoept of movement such as when one Is assessing

Thematlo Apperoeptlon Test stories In whloh certain cards

suggest more movement than others. 2) The amount of movement

implicit in the formal qualities of the painting which Is

similar to the work done by Amhelm In visual perception

wherein he dlsousses the properties of Imbalance, direction,



- 13

and oonfllot of lines and colors. Movement here Is Implied

through the formal qualities. Similar to this second

aspect of movement is the work done with the Rorschach

Movement response. It would seem that the stimulus value

of the Rorschach cards lie closer to the formal definition

of movement (i.e., imbalance, oonfllct, direction of lines)

than the actual pictorial definition (l.e,, humans In

action), although it is to be noted that there are partial

"realistic" representations in each Rorschach blot. It

seems safe to conclude that there are elements of both,

the physioal and the formal, elements in the Rorschach

blots, but that the implied formal component seems to be

stronger. The relationship between the work done with

the response on the Rorsohach and the preference for moving

and dynamic paintings shall be discussed later.

In concluding this seotion on the art dimensions of

importance it is deemed important to attempt to fit the

above discussion on movement into one of the leading

esthetic studies which dealt solely with reality (Knapp).

His triadic hypothesis concerning sources of aesthetic

lmagry dealt with Realism, a simple representation of reality;

Abstract Expressionism, the chaotic and confused paintings

representatlng nothing In pictorial realltyi and the

Geometric (Cubism), the formal and mathematical approach
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to reality. It is this writer’s thesis that we are dealing

with more than just the concept of reality, that Knapp*

s

triadic hypothesis is confounded with the movement dimension.

It is hypothesized that the Abstraot Expressionist

paintings are quite moving and the Geometric paintings

are quite still. The relation of this element, in the

context of Knapp’s (1964) findings shall be discussed in

a later section.

What aspects of the human personality could one study

in relation to esthetic preference? Previous studies have

been concerned with the following variables* Sex, Art

Background, Dogmatism, Intelligence, Value Systems,

Introversion vs. Extroversion, and Judging, Thinking, and

Perceiving characteristics. Each shall be treated below

with respect to the experimental findings.

Sex Females were found to appreciate modem art

more than males when sets of conventional, modem, and

ultra modem paintings were shown for preferential rating

(Frumkin, 1963). In the same study, females were also

found to have a greater overall preference for paintings

than males. Johnson and Knapp (1963) found that females

preferred the lees powerful, the bounded, the more controlled

phases of Intensity and contrast; they also preferred the

softer, more modulated tones and colors. In terms of

content, it was found that females prefer the personal,

intimate, and sensuous art In contrast to the impersonal,
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grand, and abstract respectively, as they relate to masculine

preference. Thus it would seem that females are more

attracted to the arts, are more able to appreciate the

less real paintings, and tend to prefer the more subtle

components involved in a painting.

Art Background Familiarity with art is highly

correlated with an interest in and preference for all

forms of art, especially the more abstract (Frumkin, 1963).

Art students in comparison to math students were found to

prefer the more complex and less simple polygons (Eisenman

and Coffee, 1964; Barron, 1953; Welsh, 1952). Experience

with the visual arts seems more correlated with esthetic

Judgement or ability to agree with the "experts” as to

what is "good" than with esthetic preference or personal

likes and dislikes regardless of the "goodness" of the

painting (Child, 1964). Thus it would seem that experience

in art provides the person with the knowledge of what is

considered "good" by society and its "experts." Although

related, the experience does not have such a strong effect

on personal preference. A similar finding (Child, 1962 )

is that the degree of Art Information held by a subject

correlates positively with the degree of agreement with

"experts" as to the esthetic merit of a work of art but

correlates negatively with the group preference for a
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work of art* In a major study by Child ( 1965 ) it was

found that the majority of correlations between ( 1 ) personality

and esthetic Judgement and (2) personality and the degree

to which preference agreed with expert Judgement were

significant. Both fall below significance when Art

Background was partialed out. Thus it would seem that

a person’s knowledge and involvement in the arts will

affect his Judgement as to the esthetic merit of a work

of art, and he will tend to agree more with the "expert"

Judgements and will tend to disagree with the common

consensus. It is assumed, and has been partially demonstrated

1 (Frumkin, 1964; Eisenman and Coffee, 1964), that a person’s

esthetic Judgement will effect his preferences. In other

words, he will know what is "good" from the expert point

of view, and he will tend to prefer that which is considered

good. Yet the relationship is not altogether that strong

as "the ordering of a set of pictures by the preferences

of a group of unselect students has little to do with their

esthetic value as Judged by experts" (Child, 1962).

Thus the quality of a work of art is not as a potent

variable as the style in determining preferential directions,

and yet it is a variable that should be controlled for in

any preference study. The more experience an individual

holds with respect to the visual arts, the more he will
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tend to enjoy and be attracted to the more abstract forms

of art. Realism will be shunned In preference to Unreal

art.

Intelligence It was found that preference for the

more abstract art correlated with higher Verbal and

Mathematics (CEEB) ability (Knapp and Wulff, 1963). A

similar relationship held between Concept Mastery (Terman)

and preference for Expresslonlstic art as opposed to

Realism (Knapp, 1964), With respect to esthetic Judgements,

Child (1965) has consistently found that agreement with

the "experts” Is related to Verbal, not Mathematical,

ability. Thus It would seem that Intelligence, especially

verbal. Is related to esthetic preference In the direction

of greater liking for the unrealistic art forms. In spite

of this the correlations seem to hold up when Intelligence

is partial ed out, which indicates that there are more

basic personality factors which aocount for esthetic

preference.

Dogmatism Employing the Rokeach Dogmatism scale

(Rokeach, i 960 ), It was found that those subjects with the

lower dogmatism scores showed greater appreciation for the

modern, abstract paintings (Frumkin, 1963). In a similar

vein, using the California F scale (Frenkle-Brunswlk)

,

it was found that people who show sensitivity to and
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acceptance of the deviant and complex forms show less

authoritarianism (Rosenberg and Zlmet, 1957). With

respect to esthetic Judgement, Child ( 1965 ) found that

tolerance of complexity and ambivalence correlate with a

person's agreement with the "experts" as to the esthetlo

merit of a work of art. Thus It would seem that the more

liberal, flexible, and open a person Is In his approach

to the environment, the more he will appreciate and

tolerate the complex unreal forms of art. This finding

Is peripherally supported by Coffey and Soloman (1965)

who found that toleranoe for and enjoyment of dissonant

music was significantly correlated with a person's

willingness to accept F -percepts as possible concepts on

the Rorschach. Mikol (I960) found similar results with

the Dogmatism scale.

Value Systems Knapp's ( 196*4- ) Investigation of

preference as It relates to the Allport- Vernon Scale of

Values discovered that the Aesthetic value Is correlated

with preference for the Abstract Expresslonlstlc art and

negatively related to the Realistic forms. With the

Political and Economic scales, the opposite was found,

that high political and economic value systems correlate

negatively with preference for the Abstract and correlate

positively with the Realistic forms. Thus it would seem

that those people who prefer the realistic art can be
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described as "worldly" and "practical", and those who

prefer the Expressi oni Stic oan be described as "Impractical"

and "subjective*" Similar relationships were found with

the Geometric art, but they failed to reach the same

level of significance, which might be accounted for by

the fact that the Geometric pictures (Cubism) contained

bits of reality that the Abstract Expressi onl Stic did

not contain*

Introversl on Employing the Meyers-Brlggs Type

Indicator (Meyers, 1962), Knapp and Green (I960) studied

the relation of Introversion and Extroversion and preference

for certain formal components In paintings* Two factors

were derived through factor analysis* Factor 1 consisted

of formal geometric design and Factor 11 consisted of

chaotlo structure, A positive relationship was found to

hold between preference for Factor 11 (l*e,, chaotic

structure) and Introversion* Similarly, a negative

relationship was found to hold between Factor 1 (i*e*,

formal geometrlo design) and Introversion* In a related

study, Knapp (1964) found that there was a positive

correlation between preference for Abstract Expressionism

and Introversion* It was also discovered that preference

for Geometric paintings correlated with Introversion, but

this did not reach statistical significance* Realism

was associated with Extroversion. It might be speculated
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that the small degree of reality Inherent In the Geometrlo

paintings (all Cubistic where faces and violins can be

seen) confounded the results. Thus, since the Meyer-

Brlggs correlates well with most conventional scales of

Introversion- Extrover si on (Strieker and Ross, 1964 ),

it seems clear that a preference for Realism is associated

with extrovertish tendencies. Introversion, on the

other hand, was first believed to be associated with

Expresslonistic art as opposed to Geometric art (Knapp

and Green, i960). Now it seems that the relationship is

stronger between the dichotomous dimension of Realism vs

Expressionism with the Geometric factor being handled by

some other conoept other than Reality. Since the primary

study employed factor analysis (Knapp and Green, i960)

and the second study employed dichotomized categories of

paintings, it is difficult to fully explain the results.

The Geometric paintings were to be representative of a

type of abstract art, one emphasizing structured formal

aspects in contrast to Expresslonistic art, one emphasizing

non—structure. The problem inherent in this comnarisoti

is that there is a degree of reality in most Cubistic

paintings, and thus the Geometric variable is confounded

with Reality. A more exact definition of Reality seems

called for
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The theoretioal explanation for the general finding

that Introversion- Extroversion Is positively correlated

with preference for the Abstract-Realism dimension Is that

Introverts are oriented towards Ideas and concepts, a

more abstract approaoh to the environment. Extroverts,

on the other hand, are oriented towards people and things,

a more reallstlo approach to the environment. Thus there

seems to be a dichotomized way of handling reality;

emphasis upon the inner world and emphasis upon the outer

world

•

Judgment and Perceiving Characteristics In the

context of Jung’s theory of type (1923) "perception"

Is here understood to Include the prooess of beoomlng

aware of things or people or ideas, and "Judging" Is meant

to Include the prooess of ooming to conclusions about what

has been peroeived. Findings have been negligible with

respect to the Reallstlo vs Abstract Expresslonlstlc

preference dimension, although it was found the Judgement

correlated with preference for the Geometric paintings

(Knapp, 1964). It was also found that Judgement relates

to a person’s ability to Judge correctly those paintings

deemed esthetically "good" by experts (Child, 1965)*

Thus it would seem that the person who emphasized the

prooess of ooming to conclusions about what Is perceived
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tends to prefer the more structured abstract paintings.

Thus the Heallsm dimension seems somewhat Irrelevant when

looked at from the Judging-Perceiving variable, and another

concept employing diverging ways In which Reality Is

distorted seems more applicable. This will be discussed

under Movement In the later sections.

Still within the context of Jung # s system. Judging and

Perceiving as modes of cognitive orientation have each

been divided into separate dimensions. A Judging person

can emphasize either a Thinking or Feeling approach to

the formation of his Judgements. A Perceiving person

can emphasize either a Sensing or Intuiting process when

becoming aware of things about him. These will be

discussed below.

Judging Modes The Thinking-Feeling dimension has

been found to be unrelated to the esthetic preference

concerning the extremes of Unreal and Real paintings

(Knapp, 1964), but it was found that Thinking correlated

in a positive direction with preference for Geometric

paintings. Thus it seems that a person who emphasizes

a more thinking, logical, and rational process would tend

to prefer the more structured paintings. On the other

hand, a person who utilized a more feeling, sentimental,

like-dislike approach to the environment would tend to
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shy away from the more structured aspects. Again, the

concept of Reality seems less of a variable than one

might expect, and another formal variable might enlighten

the manner in which Thinking vs Feeling effects preference.

This will be discussed under the concept of Movement.

Perceiving Modes Knapp (1964) found a strong

relationship between preference and cognitive styles of

Sensing-Intuiting. Persons who emphasize the sensing

style, whioh is an interest in the tangible world, an

interest In the actual, an awareness of things through

our direct senses, these people tend to prefer the

Realistic paintings. On the other hand, the people who

emphasize the Intuiting style, which is an interest in

the possibilities, in abstraot ideas, and an emphasis

upon hunches and creative thought, these people tend to

prefer the Abstract Expressionistic paintings. There was

not a relationship between this variable and preference

for Geometric paintings. Thus it would seem that an

adherence to reality in a direct fashion significantly

affects a person’s preference for Realistic art, whereas

an adherence to a more intuitive approach to perception

slgnifioantly affects a person’s preference for chaotic

unreal art. The lack of differences between Realism and

Geometric art might be explained by another formal esthetic

variable, degree of movement, to be discussed below.
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The majority of the previous studies have Inherent

weaknesses with regard to two factors, the School approach

and the confounding of Reality with other formal esthetic

variables. In the first place, the use of Schools of art

blurs the differences between paintings with respect to

all of the formal art variables discussed above. It Is

well known that there are overlapping elements within

each formal School, and thus It seems neoessary to examine

more closely the stimulus elements In a painting that

might determine the degree of personal preference.

Adequate stimulus control seems called for. In the

second place, Reality as a unitary oonoept neglects other

formal variables which might contribute to the whole of

a painting. One notes that Realism and Cubism lie on a

continuum of Real-Unreal and also on a continuum of the

degree of movement Implied or made explicit. Also,

Abstract Expressionism can be either quite violent or

extremely simple and calm. In a similar vein. Realism

can be either quite moving or static as the case may be.

The above discussed studies do not take Into consideration

these two variables In their complete context because

of the nature of the experimental approach* "The School

,

w

It Is suggested that a more empirical and well defined

approach which employs paintings which have been dimenslonallzed
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on a continuum would be a refinement In the area of

esthetics and personality. In this way, one can compare

the differences between Static and Dynamic Realism

and the differences between Static and Dynamic Abstractions.

In this way the deficiencies of a non-dimensional "School"

approach might be overcome with a more well defined

multivariate approach. This Is the rational for utilizing

the dimensions of Realism and Movement which shall now

be discussed in reference to how each could relate to

human personality.

REALITY

The first question to be answered Is, Why should or

do people prefer realistic paintings? Primarily, it would

seem that the elements of simplicity and familiarity,

as opposed to complexity and the unknown, are those which

attract the lovers of realism. It is quite possible that

these people fear the unreal and have a need to adhere

to that part of the external environment which affords

them simple structure. Christianson (1964) states that an

attraction towards the realistic art might reflect a

masculine trait of having to be objective and factual.

In a similar vein Frumkin ( 1963 ) found that males preferred

the realistic paintings over the unrealistic. Corroborating

these findings, Knapp ( 1964 ) states that his set of
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correlations suggest that these people can best be

described as "practical, worldly, uncomplicated, and

naive." In light of the above, it would seem that the

people preferring the realistic tend toward the simple

and rigid aspects of the environment, a hypothesis born

out by Frumkin (1963). He found that the more dogmatic

one is, the more one tends to prefer the realistic paintings.

As an extension of this finding, it might be assumed that

the more dogmatic a person is, whether it be on the

"right" or the "left," the more he might tend towards

stereotyped preference for art. Conversely, the person

who is flexible and undogmatlc might tend to like a

number of different paintings and thus would tend to

distribute his preferences equally along the real-unreal

dimension.

In the Jungian system, those who prefer Reality are

found to be extroverts who sense their environment

directly and simply without the intervening process of

intuition as utilized by a more introverted person. Thus

realism is tangible, known, and simple, three characteristics that the

uncomplicated, naive, and practical person seems to be

attracted to. He enjoys it for he understands it.

Anything more complex or less real are useless and unpractical

for him.
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Why should people prefer the abstract? Since these

people have been found to be Introverts who tend towards

the theoretical and esthetic orientation (Knapp, 1963 , 1964),

it might be assumed that they fear a strict Interpretation

to reality and thus place a stronger emphasis upon their

own subjective fantasy life. In this way, they are able

to project their own Inner reality onto a more vague

objective reality. The finding that Neurotlcism correlates

somewhat with preference for the abstract (Knapp and

Green, i 960 ) corroborates the above in that neurotics

have a stronger fantasy life and are less concerned with

strict reality. Worrlnger (1908) dlsousses the need for

abstraction as It relates to the need for self-alienation,

whloh fits Into the flight Into fantasy Interpretation.

Thus the element of escape plays a role In preferring

the abstract. A second, yet related. Interpretation

might be that these are the people who are able to feel

and see the more subtle nuances In life and thus are

attracted to situations which enables them to explore and

Interpret at will. The finding that the less dogmatic

& person Is the more he prefers the abstraot (Frumkin, 1953s

Coffey and Soloman, 1965? and Mlkol, i 960 ) Is consistent

with the above. A third Interpretation Is that these are

the people who wish to oonform to a highly select sub-
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population, the "experts." Child (1958) found that

preference was related to Judgement, and thus it might be

assumed that the lovers of the abstract are really trying

to Join the elite. It seems somewhat akin to a oertaln

quality of oonformlty found in the oollege sophomore, who

qulokly learns what the "in" thing oonslsts of.

In light of the above discussion on reality the

following major hypotheses to be tested in this study are*

RIA. Strict reality testing (l.e., a low "yes"
score), as opposed to a more flexible
interpretation to reality will be positively
correlated with preference for the more
reallstio paintings.

RIB. A consistent approaoh to the environment
will be positively correlated with
preference for the unreal paintings.

R2. Extroversion will be positively correlated
with preference for the real paintings,
and Introversion will be correlated with
preference for the unreal paintings.

R3. Sensation shall be positively correlated
with preference for the realistic paintings,
and Intuition shall be positively correlated
with preference for the unrealistic paintings.

R4. Dogmatism shall be positively correlated
with preference for the realistic paintings.

H5. Dogmatism shall be positively correlated
with the degree of lack of variance in
preference for all the paintings.

R6. The Thinking-Feeling and Judglng-Percelving
dimensions shall be unrelated to preference

within the reality dimension.
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MOVEMENT

The theoretical foundation for the consideration of

movement as a formal esthetic variable derives out of the

work done with the Movement response on the Rorschach,

A basle assumption of this study Is that to "see" movement

In an ambiguous and unstructured situation Implies a

liking or preference for this quality. Simply following

the assumptions of the concept of projection! an Individual
;

perceives what he likes or what is closest to him. The

converse of this holds, that being that if a person

feels and desires experiences within himself that need

further expression, he will seek them out (i.e., perceive

them). Hopefully, this will hold true for esthetic

preference.

With respect to the extensive Rorschach literature,

a major finding is that the number of movement responses

is correlated with a tendency towards motoric Inhibition,

greater fantasy life, oapaoity for delay, low dogmatism,

and a tolerance for experiencing self (Rlckers-Ovsiankina, i960).

According to Beck, the Movement response reproduces

activities that the person is carrying on in his mental

life, and since these are activities that one would like

to carry out in real life but cannot, the responses
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represent vrishfulfllllng aotlvitles (Beck, 1949).

Another Interpretation given by Plotrowski (In Rlckers-

Ovslanklna, i960) Is that the self-restraint within the

testing situation enables some people to become more

aware of their complex inner process, which then are

revealed through the production of Movement responses.

The implications for increased self-awareness are obvious.

This goes along with Rorschach # s initial formulation

that the movement response indicates a strong preoccupation

with one*s inner life (Rorschach, 19 ^ 2 ).

Within the context of the above theoretical and

empirical implications, it is deemed appropriate to ask,

why should people prefer paintings that exhibit a quality

of movement? It would seem that the Introvert who places

great emphasis upon inner life and who tends to inhibit

expression would prefer the moving paintings. This is a

basic wishfulfilling tendency and a need to project his

dynamic Inner feelings onto some vague external object.

A moving painting provides him with an opportunity to

do this. In line with this, Knapp and Green (i960)

found that introverts preferred the more chaotic, less

rational and controlled paintings, which could be interpreted

within the movement hypothesis. Presumably, these are the

people with an increased self-awareness, a greater fantasy

life, and a more liberal interpretation of reality.
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A moving painting should provide the stimuli to further

self-experiencing, fantasy, and Interpretation of one's

own subjective reality. These people emphasize a cognitive

style which places emphasis upon becoming aware of both

external and internal events and hold up any absolute

decision or Judgement as to what is placed before them.

Thus we would assume that a moving painting, as dynamic

and subtle as it is, would provide the stimuli for this

type of cognitive approach. They would enjoy the moving

complexities for their own sake without trying to stop

the process and make a Judgement as to some fixed value

or interpretation. Within this same framework, these

people tend to emphasize feeling and inner experience

more so than a thinking approach to situations. The

moving paintings for them are a source of feeling, of

increased self-experiencing. Reinterpretation of Knapp's

(1964) findings seems to give some empirical validity to

the above speculations. He found that preference for

Expressionlstic paintings correlated with the Feeling

dimension of Thinking-Feeling and with the Perceiving

dimension of Judging-Percelving. Both of these failed to

reaoh statistical significance, although they were in the

stated direction. In the first place, it might be assumed

that the Expressionlstic paintings were more moving than
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th e other three Schools (Realism, Surrealism, and

Geometric), and thus the findings can be fit to the

movement hypothesis. The fact that he did not get

statistically significant results might lie in the

fact that the movement dimension was not adequate,

that there were a number of static paintings in the School.

The question now isi Why should people prefer the

®ti 11 paintings? Keeping within the above framework of

Knapp* 8 experiment, it might be assumed that people who

emphasize a Thinking and Judging approach to the environment

would prefer the static and still paintings. These

stimuli provide them with fixed objective reality to

whioh they can apply Judgemental decisions based on

logical and rational thought. The finding that both

thinking and Judging correlate significantly with

preference for the Geometric paintings seems to give

empirical validity to the above. The Geometric paintingB

are assumed by this writer to have a static quality about

them which would explain the statistically significant

result that Knapp found within this dimension. Another

reason why people might tend to prefer static paintings

would be their dogmatic approach to life. A non-flexible

and rigid way of relating to the environment might foster
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a tendenoy to seek out the stable and fixed elements

present In the world about them. The extrovert, who

places emphasis upon people and things Instead of Ideas

and concepts, would tend to orient himself towards the

simple and structured elements in the environment and

avoid any deep or complex issues that might come before

him. This would be consistent with Knapp # s (i960)

finding that extroverts tended to prefer the paintings

that exhibited rational control and precision.

In light of the above discussion on movement the

following major hypotheses are offered to be tested in

the present study 1

MIA Strict reality testing (i.e., a low "yes"
score) as opposed to a more flexible
interpretation of reality, will be
positively correlated with preference
for Static paintings.

M1B A consistent approach to the environment
will be positively correlated with
preference for the moving paintings.

M2 Introversion shall be positively correlated
with preference for moving paintings.

M3 Dogmatism shall be positively correlated
with preference for static paintings.

M4 Feeling* as opposed to Thinking, shall be

positively correlated with preference for

moving paintings.

M5 Perceiving* as opposed to Judging, shall

be positively correlated with preference
for moving paintings.
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Table 1

Summary of Hypotheses

Personality

Introversi on

Ext rover si on

Intuition

Sensation

Thinking

Feeling

Judging

Perceiving

Yes (Rorschach)

Consistency

Dogmatl sm

Preference for Preference for Mean Overall
The Unreal Movement Preference

+ + +

+

0

0

0

0

+

+

?

?

+

+

+

+

+

+

+



CHAPTERII

METHODSAND PROCEDURES

Seventy male college students from Introductory

Psychology, Spring, 1966, at the University of Massachusetts

were selected from a population of volunteers. The total

group was spilt randomly, each half being run on a different

night under exactly the same experimental procedures.

The two sessions were run on consecutive nights. The

experimental sessions consisted of a general orientation

to the situation (e.g., information about credit,

confidentiality of findings, etc.) and the formal testing.

The formal testing began with the administration of the

Aesthetic Preference test. It was followed by the Meyers-

Brlggs Type Indicator (Meyers-Briggs, 1962), the Eriksen

group Rorschach (Eriksen, 1964} MoReynolds, 1948), the

Dogmatism scale (Rokeach, I960), and an Art Background

scale (Child, 1964).

Subjects

Besides the formal variables under consideration, it

was deemed necessary to Investigate the effects of art.

background and general intelligence. Thus, the Art

Background questionnaire (Child, 1964) was included as

a formal variable, and if found to be significantly

correlated, it would have been necessary to account for
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this In light of the other findings. Similarly, general

Intelligence, as measured by the College Entrance Examination

scores on each subject, was Included as a formal variable.

If a relationship held between intelligence and preference

direction, It would have been necessary to account for this

in light of the other findings.

Test Administration

Each of the experimental sessions was Initiated by

providing information concerning credit for being Involved,

confidentiality, etc. The experimenter informed the

subjects that this is part of a thesis study which is

concerned with college students* preferences for a number

of different paintings. They were informed that they would

be given a number of tasks to do and that the session would

last two hours. At this point the formal testing bagan.

Art Preference Test . The present measurement

procedure was devised by the author and shall be described

in more detail below. Within the experimental session

each subject was asked to rate on a 10 point scale his

degree of preference for a number of paintings to be

shown on a screen for approximately 20 seconds each.

There were 98 paintings which contained the two formal

variables under Investigation! Reality and Movement.
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Fifteen other slides were shown without ratings in order
to anchor the preference scale. The subjects were

admonished to use all ten categories of the rating scale,

and so far as possible, to distribute their ratings

equally. The formal Instructions given to the subjects

was as follows

i

INSTRUCTIONS FOR THE SUBJECTS

This evening I am going to show you
a number of paintings. I am Interested In how
much you like each painting and thus have provided
you with a form upon which to mark your degree of
likes and dislikes. The question 1st how much do
you like or dislike a particular painting? Some
of them you will like very much, and you should
then indicate this by putting a circle around
the "X" at the far right of the scale. Others
you shall dislike very much, and you should then
Indicate this by putting a circle around the "X"
at the far left of the scale. Naturally, many
of the paintings will fall somewhere In between,
and you will have to decide and mark the "X"
that corresponds to the degree of like or dislike.
Remember, I am Interested In your personal opinion.
There are no right or wrong answers as each of
you shall differ in what you like and do not like.
Are there any questions?

I shall present 98 slides, each for 15 seconds
each. I don't want you to make up your mind
Immediately for I want you to carefully look at the
painting in all its aspects before you make the
preference rating. Thus, I shall say, "mark"
after 10 seconds, which will give you ample time
to see the pioture, think on It, mark down your
opinion, and get ready for the next one. Are there
any questions?



PRESELECTION OF SLIDES

In order to find a well balanced sampling of paintings

which would contain the desired elements of Reality and

Movement, a preselection procedure was first followed.

Two preliminary screening and Judging procedures were

employed. From an Initial pool of 2,000 slides, which

Included all the major European artists of contemporary

art (i.e., from Dalecroix to the present) and all of the

major American artists of the 20th century, 400 slides

were selected by two Judges to fall within the extremes

and middle of the two dimensions. In this way it was

hoped that there would be sufficient sampling of the two

dimensions and a sufficient sampling of Schools, artists,

and content.



39

Table 2

Interoorrelations Between Judges on Reality

Judges

1 2 3 4 5 6

1 1.000 .899 .896 . 00 -"O 00 .821 .769

2 1.000 .900 .890 .832 .806

3 1.000 .898 .840 0000.

4 1.000 .823 .842

5 1.000 .786

6 1.000

7

Interoorrelations Between Judges on Movement

Judges

1 2 3 4 5 6

1 1.000 .604 COr^
vri. .629 COvr\

. .605

2 1.000 .630 .676 .521 .556

3 1.000 .618 .572 . 5^
4 1.000 .577 .632

5
1.000 .565

6
1.000

7

.865

.870

.894

.877

.829

.827

1.000

7

.501

.489

.529

.521

.449

.629

1.000
7
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The 400 slides were then presented to 7 Judges on

the first night with the following Instructions which

pertained only to the reality dimension. Movement was not

mentioned.

REALITY INSTRUCTIONS

Tonight I am going to show you a number
of paintings which I would like you to make
Judgements upon. I am interested in the degree
of reality inherent in a work of art. Reality is
here defined as that which is tangible in the real
world, which includes people in various poses,
faces, nature, architecture, objects, etc. This
refers to pictorial reality or that which is real
in the real world. All aesthetic effects that
man has placed in the environment such as bathroom
tiles, modern architecture, or works of art are
not to be considered as real. From this base of
departure, I want you to Judge how real a painting
is or how much it deviates from reality. In essence,
your opinion is as valuable as mine, and thus I
will only give you somewhat of a more vague definition
as to what I mean. Admittedly, the more I define,
the more you will Judge according to what I say and
then I would have no need for Judging. With this
in mind, I see that reality can be broken down,
distorted or changed to a slight degree in the
following ways.

First, the artist can give inappropriate
form to real objects such as the Cubists have done.
Yet there are degrees to which the form is distorted,
and that is what I want your Judgement on. Second,
the artist can shade or soften form as the Impressionists
have done, and the degree to which reality, as
defined by a photographic image, is blurred will
be your ooncern. Thirdly, the artist can give
inappropriate colors to objects such as Matise’s
"Face With a Green Line.'* Lastly, the artist can
place real objects in Juxtoposltion to each other

such as the Surrealists have done.
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Naturally the degree of each of these
four factors will determine how real or unreal
a painting Is. The Interaction and combination
of them will further determine how real a
painting is. Pure examples will not be found.
You have your own subjective scales as to what
reality and unreality is, and I want you to employ
them this evening. You will look at a painting
and will have to form an Immediate opinion as to
what degree the four elements of distortion play
in placing the painting of your scale of reality
vs unreality. Your neighbor will not agree with
you except at the extremes of the distribution
(i.e., Jackson Pollack is unreal).

The question is "To what degree has the
artist distorted reality? Apart from the goodness
of the painting, apart from the ugliness or beauty
of the painting, apart from the fame of the artist,
Just how far has he gone in changing reality as
you know it."

The same 400 slides were then presented to the same

7 Judges on the second night with the following instructions

which pertained to the movement dimension*

MOVEMENTINSTRUCTIONS

The problem here is apart from the reality
faotor, our previous concern. We no longer oare
how real or unreal a painting is as our interests
switch to the dynamics of the work of art itself •

The basio question is* how much movement is

there in the painting? Put in another way *_ to

what degree is there a certain tension involved

in the painting apart from any considerations of

reality, content, or form? Your subjective

feelings should orient around the following
dichotomies as these attempt to describe the

extremes of the movement dimension.
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Stati c ——————Dynaml cStill-——— ——Moving
Plaoid Violent
Rigid Flexible
Passive —- — Active

These adjectives partially describe what you
think the painter has implied in his work, and
all of these are interacting around the main
concept of MOVEMENTwhich is our concern at
this point# Do not take any one dichotomy as
your baseline upon which to base your subjective
Judgements for they are provided only as a rough
guide as to some of the aspects of the movement
dimension. This concept will apply to all forms
of reality, content, and form# Humans can be
quite still or extremely moving, and the same
will apply to events in nature. Objects can
either be portrayed in a static form or in a
dynamic one, and this last point highlights
the more formal qualities of a painting which
contribute to movement. Movement can be seen
when a painting is in imbalance, in oonflict,
or when directionality of line is evident.
Lines, colors, forms can laok fusion, and the
whole will diverge and converge in a dynamic way
that sets the painting apart from any still,
static, and placid categorization.

Again, forget the reality dimension,
the period from which the art sprang, the specific
artist, and the content. Use your own subjective
frame of reference to determine the degree of
movement in a painting. Does it move and how
much? ———this should guide your Judgements.
It is Important that you employ the full 10 point
scale. It will be expected that a number of

paintings fall at the extremes of the continuum
from still to moving for they were expressly
chosen to exhibit tnese two features. Your first
impressions are the ones that count for we will
be moving at a rapid pace in order to sample a

number of paintings.

a
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It Is to be noted that the slides were presented In

a random order with respect to artist, degree of reality,

and degree of movement. In order to determine If the Judges

deteoted any order, they were asked If they had noticed

anything. They concluded at the end of the sessions that

the pictures came In a random fashion. Secondly, the

paintings were exposed for about 10 seconds each, a time

that the judges felt to be sufficient for one to make an

opinion as to the two dimensions. The Judge Intercorrelations

on both the Reality and Movement dimensions can be found

in Table 2. It Is to be noted that the Reality dimension

proved to be the easiest to Judge in terms of Inter-

Judge agreement. One would conclude that this is a more

known and agreed upon dimension. On the other hand, the

degree of agreement on the movement dimension is not as

high. This indicates that this variable is more difficult

to assess due to its higher abstract definition. It was

hoped that the further selection from the initial 400

would reduce this inter- Judge variability.

The seven Judges consisted of graduate students in

psychology (5) and art (2). The five psychology students

professed to have had considerable formal academic training

in the visual arts during their undergraduate career. Beyond

this, these five felt that they had kept up their interests
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in the field of art over the years. The two art majors

naturally felt similarly. It is to be noted that these

"experts** do not form an elite group of art experts. They

seem to lie somewhere in between the naive student and

the "experts," as being defined as having extensive formal

academic training in the arts (e.g., Art History professors).

It was hoped that these people would be able to comprehend

the vague definitions that were presented to them on the

two dimensions, utilize these definitions as flexible

guidelines for forming decisions, and able to use their

own opinion according to how they felt. In this way, it

is hoped that a diversified opinion, based on minimal

formal guidelines, will be represented in the ? Judgements.

Had the instructions and definitions been more explicit

and definitive as to the qualities to look for, the variability

would have been negligible. Had one employed Judges with

no art background and given no instructions save that

they were to Judge the degree of reality and movement, the

variability would have been quite large. It is hoped that

the present procedure is a compromise between the two.

Thus reality is defined through a consensus of opinion

by relatively sophisticated Judges.

Subsequent to the formal Judging, a mean and standard

deviation was computed on each of the 400 slides on both

of the dimensions. For each of the dimensions a grand mean
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and standard deviation was computed in order to transform
the two distributions into standard normal Z score

deviations. The means and standard deviations for the two

distributions as well as the Z score transforms on each

painting can be found in Appendices A and B.

From the 400 slides thus assessed, 98 were chosen

by the following criteria i A?x? matrix with two slides

in each box was selected in order that the two dimensions

were equally represented along the two axis, Reality and

Movement. The standard Z soore values were the Initial

selection criterion. Secondly, it was decided that the

slides which showed less variability with respect to the

initial judging procedures would be used in preference to

those which showed more variability. Whenever a decision

was possible, it was made to favor the more agreed upon

picture with respect to both the Reality and Movement

dimensions. Lastly, content was partially equated for in

that for the more real pictures an equal number of human,

landscape, and object contents were employed. Ideally

there would be one of each, human and non-human in each

of the 49 boxes. This was not entirely possible, but a

reasonable approximation was made. The final selection of

ninety- eight paintings as presented in the matrix order

can be found in Appendix C.
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Meyers-Briggs Type Indicator. This soale will be

employed to assess the four following personality dimensions

i

Bxt rave rs! on- Introyersl on

This attitude Is defined In the following way.

The introvert’s main Interests are In the Inner world ofoonoepts and Ideas, while the extrovert 1 s main Interests
are In the outer world of people and things. Therefore,
when olroumstanoes permit, the Introvert dlreots both
perception and Judgment upon Ideas, while the extravert
likes to dlreot both upon his outside environment ...
(Meyers, 1962b, p. 57 ).

Judglng-Peroelvlng

It Is argued (a) that a great part of overt oognltlve
activity can be regarded as either Judging (oomlng to a
conclusion about something) or peroelvlng (becoming aware
of something), and (b) that there are two ways of Judging —
thinking and feeling —and two ways of peroelvlng —sensation
and Intuition.

There is a fundamental difference between two attitudes.
In the Judging attitude, In order to oome to a conclusion,
perception must be shut off for the time being. The
evldenoe Is all in. Anything more is Incompetent,
Irrelevant and immaterial. One now arrives at a verdlot
and gets things settled. Conversely, In the peroeptlve
attitude one shuts off Judgment for the time being. The
evldenoe is not all in. There Is muoh more to It than
this. New developments will ooour. It Is muoh too soon
to do anything Irrevocable (Meyers, 1962b, p. 58)*

Think! ng-FecUng

The two modes of Judgment— thinking and feeling

—

are described in the following way.

• • . thinking ... Is a logioal prooess, aimed at an
Imp er sonai f ind 1 ng • • • • feeling ... Is a process ot

appreciation • • • bestowing on things a personal, subjective

value.

. . .If, when one Judges these Ideas, he concentrates

on whether or not they are true, that Is thinking- Jud gment •



If one Is conscious first of like or dislike, of whetherthese concepts are sympathetic or antagonistic to otherideas he prizes, that is feeling- Judgment (Meyers, 1962b, p.

Sensat 1 on-Intul ti on

"Hie two modes of perception— sensation and intuition—
are described in the following way*

There Is not only the familiar process of sensing ,

by which we become aware of things directly through our
five senses* There is also the process of Intuition ,

which is indirect perception by way of the unconscious,
accompanied by ideas or associations which the unconscious
tacks onto the perceptions coming from outside. These
unconscious contributions range from the merest masculine
"hunch" or "woman’s intuition" to the crowning examples
of oreative art or scientific discovery*

• • • When people prefer sensing, they find too much
of interest in the actuality around them to spend much
energy listening for ideas out of nowhere. When people
prefer intuition, they are too much interested in all the
possibilities that occur to them to give a whole lot of
notice to the actualities (Meyers, 1962b, pp. 51-52).

Assessment of Approach to Reality. It has been

suggested (Harrison, by personal communication) that the

degree to which a person adheres to or deviates from a

strict interpretation of reality can be assessed through

the Eriksen (1964) group administered Rorschach. The

scale had been originally intended to measure Ego Strength

as defined by Eriksen in the following wayt "It is the

individual’s capacity for appraising the reasonable limits

in his interpretations and perceptions of the environment. 11

The measure of Ego Strength based on the above definition

consists of a group yes-no Rorschach test scored objectively

for accuracy of form level according to Beck. The scale
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is presented in Appendix E. The method of administration

in the present study shall follow Coffey (1964), and the

normative data will come from the Coffey study as it was

a group administration in the same experimental room to

be used in the present study.

An Ss soore on the soale (Ego Strength) was the total

number of correct responses he gave (Eriksen, 1964).

That is, his soore consisted of the number of unreasonable

oonoepts to which he had answered "no" plus the number of

reasonable oonoepts to which he had answered "yes." Thus

a high Ego Strength soore on this soale reflects a good

capacity to appraise reasonableness as here defined. It

should be noted that low score can result from either

saying "no" to reasonable interpretations or saying "yes"

to unreasonable ones (Coffey, 1965)*

For the purposes of this study we are most concerned

with the number of "yes" answers a person gives to the

total 50 concepts. The soale is set up so that 25 of the

oonoepts are reasonable percepts and 25 are unreasonable

peroepts as defined by form level. It is the thesis of

this study that a person who gives 25 "yes" answers to the

reasonable peroepts plus a number of "yes" answers to some

of the less unreasonable oonoepts, that this person is

demonstrating a flexible and liberal Interpretation of reality.
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A person who does the opposite, says "yes" to some of the

best percepts in the reasonable category and never says

"yes" to any of the less reasonable percepts is demonstrating

a rigid and strict interpretation of reality. In a reoent

study (Coffey and Soloman, 1965). it was found that there

was a strong relationship between the number of "yes"

answers and a subject* s tendenoy to prefer the more

dissonant music. Thus it oan be assumed that this measure

is consistent with the above theoretical Interpretation.

In addition to the total number of "yes" answers it

is deemed wise to assess the degree to which an individual

deviates in general from the population norms. Should he

do so to a large extent it would be an indication of

pathological thinking and perceiving. The Eriksen (1964)

measurement of Ego Strength would seem to be an accurate

measurement of this variable, but due to the fact that it

does not take into account in whioh way the person deviates,

the Consistency score, devised by MeReynolds (1948), seams

more applicable. This measures the degree to which a

person deviates from the norm percentage "yes" answers to

the percepts. In other words, it asks to what degree is

the person consistent in his appraisal of the environment?

Thus, a person with a high Consistency score and a high les

score would be said to have a consistent but flexible
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approach to the environment. A person with a low consistency

score and a high yes score would be said to be somewhat

bizarre and inconsistent in his approach to the environment

for he will accept things as being real even if they

objectively differ from each other to a great extent in

the degree to which they are real.

Assessment of Dogmatism. The present procedure will

employ the Rokeach Dogmatism Scale (Rokeach, i960) which

consists of 44 questions designed to measure the degree of

dogmatism a person has. Dogmatism is defined in terms of

the Closed Belief system as opposed to an Open Belief

system with respect to attitudes on both ends of the

conservative-liberal continuum. It is a measure of general

authoritarianism and intolerance with regard to a number

of beliefs. It is assumed by the author (Rokeach, i960)

that a person of high Dogmatism is closed minded with

regard to any belief systems that differ with his own.

It is further held that the Dogmatic person tends to group

all belief systems that are different from his into one

inclusive category. For example, the "conservative"

dogmatist will tend to see Communism, The United Nations,

oollege professors, etc. as all being bad. Finally, it

is assumed that the low Dogmatic person is one who can deal

with new tasks with the possibility of relinquishing old

systems. He has the capacity to entertain and enjoy new systems.
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Assessment of Art Baokground. Child's (1964) soale

on Art Baokground was employed and can be found In Appendix F.

It consists of sixteen multiple choice questions whloh

assess a person's overall experience with the visual arts,

l*e«, number of formal courses In oollege, grade school

experience, family experience, number of museum visits, eto.



CHAPTERIII

RESULTS

The subjects' attitude and behavior during the

experimental session can be described as cooperative and
casual. During the rating of the 98 paintings they

seemed attentive and Interested, occasionally asking me

to slow down or repeat the proper number which went

with a particular painting. At the conclusion of the

two hour session they stated that although It had been

"a work out" they had "enjoyed it." From appearanoes.

It seemed that the later part, the personality testing,

was the most tedious; although the lack of kidding

around, Joking, and making of wise remarks indicated that

they took it seriously. Seen within this context it can

be said that the data, at the very least, represents a

serious and committed effort on the part of the subjects

to communicate their art preferences aixl personality

attributes.

For eaoh of the seventy Ss there were seven personality

measures taken, an Intelligence score and an Art Background

score determined, and two checking variables calculated

from the art preference data. Aside from these eleven

scores, the group overall preference for each of the



ninety-eight paintings was calculated. Below la a Hat
of the twelve measures Involved, a brief description of

the meaning of each score, and the overall score that the

group attained which is an Indicant of the nature of the

oollege population that took part in this study.

Check Variables

Orerall Mean Preference - A high score lndloates

that the subjeot gave strong "like" ratings to a

majority of the ninety-eight paintings. The

••rag® of all Ss on this dimension was 4.18

whloh lndloates that the group as a whole tended

toward the "dislike" range of the rating scale as

the ald-polnt was 4.50. The standard deviation

was .77* Thus we seem to be dealing with a group

of Ss who tend to dislike a majority of paintings

most of whloh have elements of abstraction In

them.

2. Standard Deviation - A high soore indicates that

the subjeot spread his ratings over a wide range

from "like" to "dislike" for the majority of

the ninety-eight paintings. The mean of the

standard deviations was 2.5 and the standard

deviation was .41.
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Control Variables

3* Art Baokg round - A high soore equals a strong

art background • The group average art background

was 35»7 with a standard deviation of ?.2

which Indicates that the group Is relatively

unsophisticated with respect to experience in

the art world as the scale permits one to

reoelve a score as high as 80. People who are

more familiar with the arts would be expeoted

to score between 70 and 80*

4. Intelligence - A high score Indicates high

Intelligence with respeot to the CEEB combined

Verbal and Mathematics sections. The group

average was 11.7 with a standard deviation of 2.4

which Indicates that the subjeots are Intellectually

average with respeot to the overall college

population.

Personality Variables

5* - A high soore equals a high number of "yes"

responses on the fifty Rorschach percepts. The

group average was 29*7 with a standard deviation

of 5.6 whioh Indicates that the subjects tend

towards a more liberal or flexible interpretation

the scale mid-point is 25 .
of their environment as
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6. Consist* ncy - A high score indicates that the

subject was consistent in his "yes" and "no"

responses on the fifty Rorschach percepts* The

group average was 75*5 with a standard deviation

of 13*1 which Indicates that they tend toward

the consistent approach as 100 would be the

Ideally consistent person's score*

7* Dogmatism - A high score equals high dogmatism

as defined* The group average was 45*18 with

a standard deviation of 19*6 which indicates

that the subjects tend toward the non-Dogmatlc

end of the scale as the mid-point of differentiation

was 50*0* Scores above 50 are indicative of a

Dogmatic mind and those below a non-Dogmatlc

mind*

8* Introversl on-Extroversl on - A high score equals

Introversion* The group average was 104.8

with a standard deviation of 27.8 whioh indicates

that the Ss tend toward the Introversion side of

the dimension as the mid -point of the scale is

100*00* However* the small difference from

100*00 would caution one from making too much

from this data*
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9« IfltuX

t

\ on- Sense t 1 op - A high soore equals Intuition.

Th® group average was 92.7 with a standard

deviation of 27.1 which indicates that the

aubjsots tend toward the Sensation side of the

dimension.

10. Feeling-Thinking - A high soore indicates Peeling.

The group average was 107.91 with a standard

deviation of 28.6 which Indicates that the

subjeots tend toward the Feeling side of the

dimension.

11* Perception- Judgement - A high score Indicates

Perception. The group average was 99»85 with a

standard deviation of 25*1 whloh Indicates no

overall subject tendency.

With the above In mind the group can be best described

as being relatively unsophisticated In the arts, of

average Intelligence with respect to a college population,

and who tend to "dislike* art which has various degrees

of unreality In it. They seem somewhat flexible and at

the same time consistent In their approach to the environment,

a finding that Is in keeping with one's expectation of a

"normal" college population. With respect to personality,

they are not dogmatic, tend toward the Introversion

attitude, rely more upon Sensation Instead of Intuition,

and rely more on Feeling rather than on Thinking.
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STATISTICAL ANALYSTS

In orter to determine how the eleven scores were

related to preference for the ninety-eight paintings,

whloh were dlmenslonallsed along the Reality and Movement

continuums, the following prooedure was employed* Each

score ( l.e. , Introversion- Extroversion) was correlated

with the degree of “like* or "dislike" for each of the

ninety-eight paintings* This produced eleven correlational

matrloes with ninety-eight coefficients In each with each

coefficient describing the degree of relationship between

a given personality variable and degree of preference for

one particular painting* For example, Introversion-

Extroversion was ooyrelated with preference for paintings

2, 3, 4 # 5# —- 98*

Bach of the eleven matrloes consisted of 7 columns and

7 rows with two correlation coefficients In each cell*

In order to perform the neoessary Analysis of Variances

and Trend tests It was first necessary to transform the

raw correlation coefficients Into Fisher Z soores*

Subsequent to this the statistical analysis was carried out

In a 7 x 7 design using the within oell variability as

the error term* This design was employed to determine

how eaoh of the eleven dimensions related to the Reality

and Movement art preference dimensions* The reasoning

behind using this type of design Instead of assigning
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weight* to the preferenoe ratings and then performing

the analysis vthb that it was deemed necessary to oontrol

for any possible curvilinear relationships between the

personality variable and art preference. The analysis

of variance on correlational coefficients was found to be

the best method. It can be seen from the ourves and data

presented later that there are no curvilinear relationships

and thus the weighting system could have been employed

without any adverse or confounding effects. The results

shall be presented below in the following order i Intercorrelations

between personality and cheok variables, Analysis on

overall Picture Preference, and Main Analyses on the

eleven dimensions as they relate to the Reality and

Movement dimensions. The raw score correlation coefficients

as transformed into Fisher Zs with 1 added as a constant

oan be found in Appendix D. The data is presented in

12 separate matrices whioh represent the 12 measures

under consideration as they relate to art preferenoe

along the Aeallty and Movement dimensions.

The lnteroorrelatlons between the personality,

oontrol, and check variables were determined, and the

results oan be found in Table 3. The six coefficients

that reached statistical significance werei
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A. Mean Overall Preference correlated positively

with "yes* (r » «35» p^«01). This indicates

that a high overall "liking" for paintings is

positively assooiated with a tendency to acoept

somewhat deviant Rorsohach percepts.

0. Mean Overall Preference correlated negatively

with Standard Deviation (r » -.31, p^.05).

This indicates that a high overall "liking"

for paintings is statistically related to low

variance in the rating soale.

C. Mean Overall Preference correlated positively

with Intuition- Sensation (r * .26, pZ-. 05 ).

This indicates that Intuition is assooiated

with a high overall "liking" for paintings.

D. Art Background correlated positively with

Intuition-Sensation (r .25, p<c.05)« This

Indicates that Intuition is associated with a

high Art Background.

E. Dogmatism correlated positively with Perception-

Judgement (r • .26, p-^.05). This indicates that

Dogmatism is associated with the Perceptual

attitude.
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P. Intuit Ion- Sensation correlated positively with

Feeling-Thinking (r - *35. p^i.01). This Is an

unusual finding with respeot to the Meyers-

Briggs as the scales are theoretically Independent*

In this study, the two are related in a positive

fashion*

These findings are indicative of the lack of complete

independence between all the measures employed. Later

statements made about the "les" dimension and the

Intuit ion- Sensation dimension will have to include the

fact that each is related to some degree by the Overall

Mean Preference* The Intuition-Sensation dimension is

further confounded by the significant relationship it has

with Art Background, and any statements about it will have

to be somewhat qualified* The relationship between

Dogmatism and the Perceptual attitude is completely

contrary to what the theories of Rokeaoh (Dogmatism)

and Meyers-Briggs imply* In light of this, a new

interpretation or explanation of either one or both of the

scales 1 8 necessary*

Before examining the findings for the eleven dimensions

it will be necessary to present a twelfth variable,

Painting Preference, which shows the degree to which each

of the ninety-eight paintings was liked by all the subjects.
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The question answered by this analysis isi To what degree

are Realist ie vs Unrealistic and Moving vs Still paintings

preferred by college students* The overall Means and

Standard Deviations associated with eaoh of the ninety-

eight paintings oan be found in Appendix C. The range of

the preference rating scale was from sero (dislike very

much) to nine (like very much)* A 7 x 7 analysis of

variance and trend tests for linear 9 cubic, and quadratic

components were performed , and the results are presented

in Table 4. The analysis and trends within the Movement

dimension were not significant* Thus the subjeots did

not like the Still better than the Moving 9 the Simple

better than the Complex* There seems to be no evidence

for any group discrimination between the seven levels of

the Movement dimension* On the other hand 9 the Reality

dimension was highly significant in the overall analysis

(P « 15*2, p^*001), and the linear trend is highly

significant (F « 79*96, p^,001)* Figure 1 shows that the

highly Healistio paintings were preferred by the subjects

and that as the paintings became more Unreal the preferences

were in the direction of strong "dislike"* Summing over

all paintings, it was found that the group tended to

dislike" more than "like" the paintings as the grand

mean preference was 4*18 with the mid-point of the

experimental rating scale being 4*5*
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Table 4

Analysis of Varlanoe and Trend Tests for Painting Preferences

By All Subjeots

Sources of Varlanoe df MS F P

Movement 6

Linear 1

Quad ratio 1

Cublo 1

Residual 3

Reality 6

Linear 1

Quadratic 1

Cublo 1

Residual 3

49

68.49 <^1

114.65 *1

1.36 *1

230.01 ^1

23.46 ^1

2210.6? 15*12 .001

11682.65 79.96 .001

623.0? 4.26 .05

804.?6 5.50 .05

50.31 Ll

146.09Error
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Beyond the above preliminary findings are the main

results which deal with the relationships between preference

for the Reality and Movement dimensions and the three

kinds of formal variables i Control variables. Check

variables, and Personality variables. These will be

presented below with respect to both the Reality and

Movement dimensions,

1* Overall Mean Preference

This analysis was performed In an exploratory attempt

to assess the relationship between overall strength of

preference for paintings and the degree of preference

for the Reality and Movement dimensions. No formal

hypotheses had been made, A 7 x 7 analysis of variance

and trend tests for linear, quadratic, and cubic component*

were performed, and the results are presented In Table 5*

The Reality dimension was highly significant in the overall

analysis (P « 5.83* p^.001), and the linear trend was

highly significant (F * 23*25* p^*001). It was also found

that the quadratic trend reaohed the ,05 level. Figure 2

shows that the higher the subjeots* general overall

preference or •liking*' for paintings* the stronger the

preference for Unreal paintings. Conversely, the lower

the subjects* general overall preference for paintings, the
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Table 5

Analysis of Variance and Trend Tests On Transformed

Correlation Coefficients for the Relationships Between

Overall Mean Preference and Preference for Paintings

Along the Reality and Movement Dimensions

Sources of Variance df MS F P

Movement 6 86.24 ^1

Linear 1 91.13

Quadratic 1 120.85 *1

Cubic 1 121.44 ^1

Residual 3 63.24 ^1

Reality 6 893.25 5.83 .001

Linear 1 3582.21 23.25 .001

Quadratic 1 1095*^2 7.11 .05

Cubic 1 41.44 a
Residual 3 213.37 1.38

49 154.04Error
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oore they tend to restrict themselves to preference for
the completely Real paintings. It Is Interesting to note
that the breaking point In the ourve Is after the first
two oolumns or most Reallstlo paintings. Thus it would

seem that high overall "liking" for paintings In college
sophomores Is dearly related to the tendenoy to discriminate

between the very Real (columns 1 and 2) and all shades of

the Unreal (oolumns J through 7). The significant quadratic

component (b =* 7.11# p^-. 05 ) lndloates the sharp rise

after oolumn 2 and subsequent laok of differentiation

between columns 3 through 7.

With respect to the Movement dimension, there were

no significant findings in either the overall analysis

or trend tests. The results are presented in Table 5 and

oan be seen in Figure 2.

2. Standard Deviation

This analysis was performed in an exploratory attempt

to assess the relationship between the spread of ratings

the subjects employed and the preferences for the Reality

and Movement dimensions. Mo formal hypothesis had been

made. A 7 x 7 analysis of variance and trend tests for

linear, quadratic, and oubio components were performed, and

the results are presented in Table 6. The Reality dimension

was significant in the overall analysis (F - 5*69, *01),
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Table 6

Analysis of Variance and Trend Tests on Transformed Correlation

Coefficients for the Relationships Between Standard Deviation

and Preference for Paintings Along the Reality and Movement

Dimensions

Source of Variance df MS F P

Movement 6

Linear 1

Quadratic 1

Cubio 1

Residual 3

Reality 6

Linear 1

Quadratic 1

Cubic 1

Residual 3

49

381.46

482.71 1.18

718.16 1.76

381.44 <1

235.49 cl

2317.85 5.69 .01

8561.79 21.05 .001

3340.41 8.21 .01

1144.04 2.81

286.94

406.72

Cl

Error
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and the linear (F » 21.05, .001) and the quadratic

(F * 8.21, p-^.01) components were significant, the linear

being the best fit. Figure 3 shows that low variance or

a restricted use of the rating scale Is highly related to

preference for the Unrealistic paintings (l.e., columns 3

through 7). On the other hand, high variance or a wide

use of the rating soale Is related to preference for the

Realistic paintings. The significant quadratic function

is the result of the sharp break after columns 1 and 2,

which seems to indicate that subjects who prefer the

slightly Unreal paintings make no further discriminations

and tend to "like" all the degrees of Unreality. This

plaoes a great number of their preference ratings at the

"like very much" end of the scale, and thus their rating

variability is decreased. On the other hand, subjects

who prefer the Realistic paintings tend to discriminate

more and use the entire range of the scale, distributing

their "likes" and "dislikes" over all paintings, and thus

their rating variability is increased.

Remaining still within the Reality dimension, it is

interesting to note the relationship between the Overall

Mean Preference (Figure 2) and Standard Deviation (Figure 3).

The two curves are diverging in opposite directions, which

is what is to be expected in light of the significant

negative correlation found between them (r « -.31* p-~.01}.
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This Indicates that a high overall preference for painting
is associated with a low variability in preference rating
soatter and with a tendency to prefer the Unreal paintings.
Thus the lack of discrimination associated with the

preference for the Unreal paintings is also associated

with a higher overall preference for paintings.

Within the Movement dimension there were no significant

findings in either the overall analysis or the trend

tests. The results are presented in Table 6 and can be

seen in Figure 3*

CONTROLVARIABLES

1# Intelligence

No formal hypotheses were made with respect to the

Reality or Movement dimension as it was hoped that this

variable would not contribute to any of the variance

within any of the personality measures. A 7 x 7 analysis

of varianoe and trend tests for linear, quadratic, and

cubic components were performed, and the results are

presented in Table 7* With respect to the Reality dimension,

there were no significant findings in either the overall

analysis or trend tests. Thus, it would seem that Intelligence

is unrelated to preference within the Reality dimension.

It was also found that Intelligence failed to correlate

significantly with any of the personality variables used
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In the study (Table 3), which Indicates that this variable,
as measured by the CEEB, Is not a confounding one with

respect to the results as presented below.

With respect to the Movement dimension, the overall

analysis failed to reach significance, however the linear

trend was significant (F 4.05, P ^.05). Figure 4

shows that the more Intelligent subjects prefer the more

moving paintings. Had the Movement dimension been a

significant dimension In the study, It would have been

necessary to account for findings In terms of this

confounding variable, Intelligence. However, movement,

with respect to all personality findings, was non-

significant! and thus It is difficult to make much out

of this minor finding.

2. Art Background

No formal hypotheses were made with respect to the

Reality dimension as it was hoped that this variable would

not contribute to any of the variance within any of the

personality measures.

A 7 x 7 analysis of variance and trend tests for

linear, quadratic, and cubic components were performed, and

the results are presented in Table 8. The Reality

dimension was barely significant in the overall analysis

(F - 2.45, p^.05), and the linear trend was significant

(F - 6.01, p<L.05). Figure 5 shows that high art background
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Table 7

Analysis of Varlanoe and Trend Tests on Transformed

Correlation Coefficients for the Relationships Between

Intelligence and Preference for Paintings Along the

Reality and Movement Dimensions

Sources of Variance df MS F

Movement

Linear

Quadratio

Cublo

Residual

Reality

Linear

Quadratic

Cubic

Residual

6 157.76 1.54

1 414.31 4.05

1 20.42 ^1

1 74.29 ^1

3 145.84 1.42

6 100.81 <1

1 97.99 <1

1 48.16

1 17.19 <^1

3 147.16 1.43

49 102.25

P

.05

Error
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In general le positively related to preference for art
In general slnoe all the transformed correlation coefficients
are positive and above the zero point. This is corroborated
by the near significant correlation between Art Background
and Mean Overall Preference (see Table 3). A second

result Is the overall linear trend Indicating that higher
Art Background Is associated with Increasing preference

for the more Unrealistic paintings. It Is Interesting

to note that both the quadratic and oublo components

approach statistical slgnlfloanoe which lndl oates the

somewhat erratic nature of the curve as one moves from

Reality to Unreality. It seems reasonable to oonolude

that Art Background Is positively related to the tendency

to "like" paintings In general as all the correlation

coefficients are In the positive direction. The second

finding Is dlffloult to assess because of the erratlo

nature of the ourve, thus the most one could say Is that

there Is a slight tendency for high art background to be

associated with preference for the Unreal art.

With respect to the Movement dimension, there were

no significant findings In either the overall analysis or

trend tests. The results are presented In Table 8 and

oan be seen In Figure 5»
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Table 8

Analysis of Varlanoe and Trend Tests on Transformed Correlation

Coefficients for the Relationship Between Art Background and

Preference for Paintings Along the Reality and Movement Dimensions

Sources of Varlanoe df MS p p

Movement 6 27.80 ^1

Linear 1 9.80

Quadratic 1 2.47 ^1

Cubic 1 109.71 ^1

Residual 3 14.62 ^1

Reality 6 249.56 2.45 .05

Linear 1 612.49 6.01 .05

Quadratic 1 388.58 3.81 .1

Cublo 1 364.58 3.58 .1

Residual 3 43.90 a
Error 49 101.75Error



Reality

.

Movement

78

s^uotot jjooo uot^^iojjoo pouuxo jsuujx

are

5.

Means

of

Transformed

Correlation

Coefficients

Between

Art

Background

and

the

Seven

Levels

of

the

Reality

and

Movement

Dimensions



- 79

PERSONALITY VARIABLE?;

i. raa

The analysis was performed to test the following
hypotheses

i

^s*
t

soor.)
ha»»’^^L r ?* Uty testing (l.e., a low

tn Iti? J* P'08
?2 to * more fl «lble Interpretation

?? correlated with preferencefor the more realistic paintings."

that r8allt y testing (l.e. , a low "yes"
•f.®FP® 8#d

J® • ®ore flexible Interpretation tob
fA?? ,ltively correlated with preferencefor the more still paintings."

A 7 x 7 analysis of variance and trend tests for

linear, quadratic, and oublc components were performed,

and the results are presented In Table 9. The Reality

dimension failed to reach significance In either the

overall analysis or trend tests. Thus the R|A hypothesis

was not confirmed. Figure 6 shows that although there Is

no differentiation along the Reality dimension there Is

a positive relationship between Yes and preference for

art In general. This is seen In the fact that all the

transformed coefficients are above 0. This Is corroborated

by the finding that Yes correlated significantly with

Overall Mean Preference (r .35* p^.01). These results

are a direct confirmation of the prediction that there

would be a significant relationship between these two

variables.
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With respect to the Movement dimension, the overall

analysis was non-signlf leant , however the quadratic

component of the trend analysis reaohed significance

(F *« 4.04, pzi.05)* Figure 6 shows that a high yes

score is associated with preference for the middle range

of the Movement dimension.

2. Consistency

The analysis was performed to test the following

hypotheses *

BIB states that "a consistent approach to the environment
will be positively correlated with preference for the
unreal paintings.

"

M2B states that "a consistent approach to the environment
will be positively correlated with preference for the
moving paintings."

A 7 x 7 analysis of variance and trend tests for

linear, quadratic, and cubic components was performed,

and the results are presented in Table 10. The Reality

dimension was significant in the overall analysis

(F * 2.88, p^. 05 ), and the linear trend was highly

significant (F - 11.70, p^.01). Figure 7 shows that high

consistency is positively related to preference for the

Realistic paintings and that low consistency is related

to preference for the Unrealistic paintings. This finding

is in the opposite direction as initially predicted, and

must be accounted for by a different theoretical construct.
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Table 0

Analysis of Varlanoe and Trend Teste on Transformed Correlation

Coefficients for the Relationship Between Yes and Preference for

Paintings Along the Reality and Movement Dimensions

Souroes of Variance

Movement

Linear

Quadratic

Cublo

Residual

Reality

Linear

Quadratic

Cublo

Residual

df MS F

6 71.98 ^1

1 45.81 ^1

1 296.00 4.04

1 40.05 -1

3 18.21

6 107.76 1.47

1 21.13 -1

1 8.67 -1

1 128.76 1.76

3 162.66 2.22

49 73.15

P

.05

Error
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With respect to the Movement dimension there were

no significant findings In either the overall analysis

or trend tests* The results are presented In Table 10

and oan be seen In Figure 7.

3* Dogmatism

The analysis was performed to test the following

hypotheses

i

R4 states that "Dogmatism shall be positively correlated
with preference for the realistic paintings,"

M3 states that "Dogmatism shall be positively correlated
with preference for the static paintings,"

A 7 x 7 analysis of variance and trend tests for

linear, quadratic, and cubic components was performed, and

the results are presented In Table 11, The Reality

dimension failed to reach significance In the overall

analysis, although the linear trend was significant

(F * 6,33* p^.,05)* Figure 8 shows that the linear trend

Is In the direction of Increased Dogmatism being related

to higher preference for the Unrealistic paintings. The

relationship between Dogmatism and Preference for Reality

seems non-signlf loant as the correlations are near the
t

Eero point, and yet as the paintings become more Unreal,

Dogmatism becomes associated with preference for the Unreal.

This finding Is contrary to the R4 hypothesis, and therefore

it must be accounted for by a different theoretical

construct.
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Table 10

Analysis of Variance and Trend Tests on Transformed Correlation

Coefficients for the Relationships Between Consistency and Preference

for Paintings Along the Reality and Movement Dimensions

Souroes of Variance df MS F P

Movement 6

Linear 1

Quadratic 1

Cublo 1

Residual 3

Reality 6

Linear 1

Quadratic 1

Cublo 1

Residual 3

49

108.33 <1

0.00

82.77 *1

0.96 n
188.73 1.41

384.58 2.88 .05

1560.01 11.70 .01

4.41 ^1

11.44 -1

243.39

133.25

1.83

Error
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Table 11

Analysis of Variance and Trend Tests on Transformed Correlation

Coefficients for the Relationships Between Dogmatism and Preference

for Paintings Along the Reality and Movement Dimensions

Sources of Variance df MS F p

Movement 6

Linear 1

Quadratic 1

Cubic 1

Residual 3

Reality 6

Linear 1

Quadratic 1

Cubic 1

Residual 3

49

168.10 1.51 .1

771-68 6.97 .05

1.50 ^1

19-04 ^1

72.13 <4

191-41 1.73 .1

700.45 6.33 .05

8.85 <1

100.76 ^1

112.83

110.64

1.13

Error
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With respect to the Movement Dimension, It was found that although
the overall analysis did not reach significance, the linear trend

was significant (F 6.97* p^.05). Figure 8 shows that the higher

the Dogmatism score, the stronger the preference for moving paintings.

This is contrary to hypothesis and will have to be accounted

for by a different theoretical construct.

*+• Introversion- Extroversion

The analysis was performed to test the following hypotheses*

R2 states that "Extroversion will be positively correlated with
preference for the real paintings, and Introversion will be correlated
with preference for the unreal paintings."

M2 states that "Introversion shall be positively correlated with
preference for static paintings."

A 2 x 2 analysis of variance and trend tests for linear,

quadratic, and oubic components were performed, and the results

are presented in Table 12. The Reality dimension approached

significance, and the linear trend was highly significant in the

predicted direction (F * 9«5^* p^.01). Figure 9 shows that

Extroversion is highly related to preference for the Realistic

paintings. On the other hand, although the trend suggests that

Introversion is associated with preference for the Unrealistic

paintings, the conclusion is tenuous as the correlations at the

Unreal end are barely above the zero point. However, if one adjusts

for the overall correlation between Extroversion and mean liking

for paintings in general (l.e., adjusting the elevation of the entire

line in Figure 9), there is a tendency for Introversion to be
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associated with preference for this end of the oontlnuum, the

Unreal paintings.

With respect to the Movement dimension there were no significant

findings in either the overall analysis or the trend tests. The

results oan be found in Table 12 and can be seen in Figure 9.

Thus the M2 hypothesis is not confirmed as there is no relationship

between Introversion- Extroversion and preference for the Movement

dimension.

5* Intuition-Sensation

The analysis was performed to test the following hypothesis*

R3 states that "Sensation shall be positively correlated with
preference for the reallstio paintings, and Intuition shall be
positively correlated with preference for the Unrealistic paintings."

A 2 x 2 analysis of variance and trend tests for linear,

quadratic, and cubic components was performed, and the results

are presented in Table 13. The Reality dimension approached

significance, and the linear trend was significant in the predicted

direction (F 6.60, p .05). Figure 10 shows that Intuition is

significantly related to high art preference in general as all the

correlations aoross levels of Reality are above the zero baseline.

This is corroborated by the significant correlation between Intuition-

Sensation and Overall Mean Preference (r « .26, p .05). Secondly,

the figure shows that although Sensation is somewhat related to

preference for the Reallstio paintings, Intuition becomes increasingly

related to the Unrealistic paintings. This is seen in the significant

linear trend aoross the Reality dimension. This is a direct

confirmation of R2 hypothesis.
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Table 12

Analysis of Variance and Trend Tests on Transformed Correlation
Coefficients for the Relationships Between Introversion- Extrover si on
and Preference for Paintings Along the Reality and Movement Dimensions

Sources of Variance df MS F p

Movement

Linear

Quadratic

Cubic

Residual

Reality

Linear

Quadratic

Cubic

Residual

6 145.58 *1

1 6.3? ^1

1 142.94 ^1

1 576.19 3.13

3 49.32 ^1

6 376.55 2.05

1 1753.16 9.5^

1 119.58 ^1

1 47.25 ^1

3 113.11 ^1

49 183.67Error



Reality

Movement

91

o O t-I CM CM
• ••••••• » • • • • •

t I I I t

sq.uaT0 f JJ^OQ uoTq.Biaj.ioo potnjo jsubjj,

c o
o s:
ft) 4->

&
-P <P

ft) o
'O

w
W fHP O
£ >
ft) Q)P 1-1

<w

c
ft)

>
ft) ft)

O CO
O

ft)

£ ,C
O 4-5

4-5

Ctf

ft)

£ £
£ o
O «-<

o w
£

T) ft)

£
05 CO

O 4-5

<£ K
WW
£
ftj

£
e-4

<W
o

w
£
05 -P
ft) £S M

On

Q
£
£
fcJD

•H
fa

Reality

and

Movement



92

With respect to the Movement dimension there were

no significant findings in either the overall analysis

or the trend tests* The results oan be found in Table i3

and oan be seen in Figure 10* Thus, the Intuition*

Sensation dimension seems unreal ted to the Movement

dimension*

P««llng-Thlnkln»

The analysis was performed to test the following

hypotheses t

H6 states that "the Feeling-Thinking (and Judging-Peroeiving)
dimensions shall be unrelated to preferenoe within the
Reality dimension*"

JJ 4 states that "Feeling, as opposed to Thinking, shall be
positively correlated with preferenoe for moving paintings*”

A 7 x 7 analysis of varlanoe and trend tests for

linear, quadratio, and oublo components were performed,

and the results are presented in Table 14* The Reality

dimension was significant in the overall analysis

(F « 2*58, p^*05), and the linear trend was also

significant (F • 8*63, p^ *01)* These are new findings

as there was no formal prediction with respeot to any

positive findings concerning this variable* Figure 11

shows a linear trend indicating that Feeling is strongly

associated with preferenoe for the Reallstlo paintings,

and as the paintings beoome less Real the relationship

does not hold* Thinking, on the other hand, seems related
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Table 13

Analyst • of Varlanoe and Trend Tests on Transformed Correlation

Coefficients for the Realtlonshlps Between Intultlon*Seneatlon

and Preferenoe for Paintings Along the Reality and Horement

Dimensions

Sources of Varlanoe

Mores ent

Linear

Quadratic

Cublo

Residual

Reality

Linear

Quadratic

Cublo

Residual

df MS P

6 127. 54 ^1

1 1.02 *1

1 79.62

1 68.76 ^1

3 205*29 1.22

6 332.64 1.98

1 1104.49 6,60

1 365.93 2.18

1 27.43 ^1

3 165.99 -1

49 167.20Error
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to preference for the Unreal paintings if one adjusts the
level of the line in Figure 11. This adjustment for
overall mean liking allows for the tentative statement

that there is a relationship between Thinking and preference
for the Unreal paintings. However, this oonoluelon must

be tenuous as the significant cubic component (F * 4.17, o .05)

indicates the instability of the relationship at the

extreme end of the Unreal continuum.

With respect to the Movement dimension there were no

significant findings in either the overall analysis or

trend tests. The results are presented in Table 14

and can be seen in Figure 11. Thus, the M4 hypothesis

is not confirmed, and there seems to be no relationship

between the Feeling •Thinking dimension and preference

along the Movement dimension.

7. <*«ro>ptl on-Judgemcnt

The analysis was performed to test the following

hypotheses t

R6 states that "-—Judging- Perceiving dimension shall
Ee unrealted to preference within the Reality dimension."

M5 states that "Peroeivlng, as opposed to Judging, shall
Se positively correlated with preference for moving paintings."

A 7 x 7 analysis of varlanoe and trend tests for

linear, quadratic, and oublo components were performed,

and the results are presented in Table 15* The Reality

dimension was significant in the overall analysis (F 4.43, P^-*01),

and the linear trend was highly significant (F * 19*37, P ^ *001).
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Table 14

Analysis of Variance and Trend Teste on Transformed Correlation

Coefficients for the Realtlonships Between Feeling-Thinking and

Preference for Paintings Along the Reality and Movement Dimensions

Sources of Variance df MS F P

Movement 6

Linear 1

Quadratic 1

Cublo 1

Residual 3

Reality 6

Linear 1

Quadratic 1

Cublo 1

Residual 3

49

23.46 ^1

11.79 ^1

58.37

17.19

17.80

258.08 2.58 .05

861.124 8.63 .01

166.87 1.67

416.30 4.17 .05

34.72 ^1

99.69Error
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Figure 12 shows that Perception is associated with
preference for the Unrealistic paintings *«* that Judgement
is associated with preference for the Realistic paintings.
Thus the R6 hypothesis is not confirmed as there is *

definite relationship between the Peroept Ion-Judgement

dimension and the preferences for Unreal and Real paintings

respectively.

With respect to the Movement dimension there were no

significant findings in either the overall analysis or

trend tests. The results are presented in Table 15 and

can be seen In Figure 12, Thus, the «£ hypothesis is not

confirmed, and there seems to be no relationship between

the Peroept Ion-Judgement dimension and preference for

paintings along the Movement dimension.
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Table 15

Analysis of Variance and Trend Tests on Transformed Correlation

Coefficients for the Relationships Between Perception-Judgement

and Preference for Paintings Along the Reality and Movement

Dimensions

Sources of Varianoe df MS F p

Movement 6 90.02 *1

Linear 1 55.13 ^1

Quadratic 1 2.96 ^1

Cubic 1 240.05 1.52

Residual 3 80.65 ^1

Reality 6 686.75 4.34 .01

Linear 1 3058.7^ 19.37 .001

Quadratic 1 301.04 1.90

Cublo 1 157.44 <1

Residual 3 201.10 H
Error 49 157.91
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CHAPTERIV

DISCUSSION

The results clearly Indicate that Reality was a

significant dimension upon which college students oould

naalce discriminating preferences. These preferences, In turn,

relate to certain personality variables. On the other

hand, the Movement dimension was non- significant with

respect to all the personality variables save for one.

Thus the discussion will be directed at the possible

meanings found within the Reality dimension, and an attempt

will be made to comprehensively relate a majority of the

findings. This will be the major purpose of the discussion.

The second purpose will be to explain why the Movement

dimension proved to be generally non-slgnlf leant In relation

to the personality, control, and check variables.

The basic philosophy and theoretical orientation

which guided the formulation of this thesis hinged upon the

concepts of defensive vs. adaptive behavior as it relates

to a person's "likes" and "dislikes" towards art. Preference

for Realism was theoretically associated with one kind of

person, preference for Still paintings with another kind,

etc. Thus two constructs or philosophies were of major

Importance* (1) that art preference was determined exclusively
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In a dynamlo and personal way, and (2) there Is a "type"

of person associated with a "type" of art, l.e., a unldlmenslonal

approach. Certain complex assumptions were made and then

tested In an attempt to see how "projection", "regression

In the service of the ego", "rigidity", "Inhibition", etc.

affeoted college sophomores* art preferences. A most

Important assumption, not made explicit by this writer, was

that each subject participating In the experiment would be

personally and emotionally Involved In a great number of

the works presented. This assumption Implies an unconscious

and dynamic process which Is hypothetically Involved In a

person* 8 assessment of a work of art, and, had the results

of this study been In exact accordance with the originally

stated hypotheses, one would have a rational basis upon

which to accept them. The Initial assumptions of the

"unconscious process", "projection", "defense", would have

been given experimental credence. However, the results

were not In exact accordance with the original predictions,

and thus the assumptions must be questioned and a different

theoretical orientation will be called for. From the results

It Is believed that (1) there are also non-dynamic processes

that determine art preference, and (2) unldlmenslonal

relationships between a "type" of person and an associated

preference for a "type" of art do not exist or, In other words,
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it was found that different people like different kinds

of art for different reasons. The following discussion

will Initially treat the question of "why didn’t things

come out the way they were supposed to?" Subsequent to

this will be an assessment of the positive findings and an

attempt to explain their significance. The Movement dimension,

being the least significant aspect of the study, will be

discussed first.

Movement, as a significant dimension In determining

art preferences, seemed not to be a significant variable

in the study. The fact that there was no relationship

found In none of the eleven measures employed suggests

that either (1) the dimension was too poorly defined, or

(2) the dimension is a relatively meaningless variable in

determining art preferences in unsophisticated college

students, or (3) the relatively short viewing time (i.e., 15

seconds) prohibited any involvement in the paintings beyond

the most simple and explicit dimension, Reality. These

will be discussed below.

(1) Initially, it would seem that the original definition

and operational conceptualization of the Movement dimension

was too vague, confusing, and obscure. The results of the

original selection procedure indicates that there was only

mild Inter-Judge agreement as to the degree of Movement In

a painting. They were not able to assess accurately what

was asked of them to assess, and the reason must lie in

the definition of "Movement".
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Also, there seems to have been a mistake In the use of

a continuous scale from Still to Moving with no clearly

demarcated end points or categories. The original work by

Knapp (1964) employed Geometric and Abstract Expression! Stic

paintings, which this writer assumed to be still and moving,

respectively. In the first place, this study used different

end points and had no clear demarcation such as the Geometric

and Abstract Expressionlstio. In other words, the paintings

employed to represent the end points of the Still-Moving

continuum did not comprise unified and clearly delineated

wholes suoh as Geometric and Abstract Expressionism. For

example, it can be seen that the Still Abstract end is

comprised of Cubistic paintings as well as Optical Art

paintings. Thus had there been any relationship, it would

have been significant only with a more clearly demarcated

scale. In the second place, the assumption that Geometric

paintings are still and that Abstract Paintings are moving

must be oalled into doubt. In other words, Knapp employed

Geometric (Cubistic) and Abstract Expressionlstio paintings,

which he has described as being differentiated on a dimension

of structured to chaotic . This writer went beyond this

conceptualization to include the concept of Movement, thinking

that the structured paintings were still and the chaotic

paintings were moving. It would seem that this is premature

theorizing for Knapp* s results could have been due to even
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further factors not dlsoussed. Possibly the subjects were

responding to the small degree of Reality that one perceives

In a Cubistic painting or It could have been that they were

responding to the formal academic schools, where "Cubism"

Is presently less popular them "Abstract Expressionism,"

From the results It would seem that further Investigation

will have to remain within the simple vs, complex or

structured vs, unstructured framework, and "Movement" is

too much of a conceptual leap for one to make at this stage

of theorizing.

Also, there was a confounding of two variables within

the Movement dimension which contributed to the lack of

significant findings. Paintings that exhibit moving people

and violent nature scenes vs, paintings that exhibit still

and calm people and serene nature scenes are different from

each other In a way that could relate to "movement". On

the other hand, the formal qualities (l,e,, - Geometrlo

(Structured) and Abstract Expresslonistlo (Chaotic)) of

"movement" that this writer derived from Knapp's (1964)

work are of an entirely different nature. Including both

the Real and Unreal forms of "movement" and equating them

was a mistake, and further research will have to ferret out

the different relationships among them.

Lastly, the explicit assumption that preference for

"moving" paintings Is related to perceiving moving percepts
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on the Rorsohaoh under standard testing conditions was weak.

It had been found that perceiving moving percepts on the

Rorschach was related to seeing and being aware of moving

objects in the environment. The art preference situation

was somewhat different in that the subjects were not only

asked to be aware of a quality but also asked whether or not

they preferred it. Thus, it seems that the difference

lies in "seeing and being aware of" vs. "prefering" a

quality of the external environment. The findings of this

study indicate that this conceptual leap is amiss.

(2) That the dimension is meaningless seems a possibility,

although less likely than some would want to believe. Various

investigators have found consistent relationships between

personality and preference for simple vs. complex esthetic

objects. It is a well known fact that people are struck

differently by Realistic paintings that are violent and

full of emotion vs. placid and devoid of feeling. The

conceptual Jump that this writer took in the initial

stages of the thesis concerning Movement has proven to be

premature. The dimension as defined and presented was not

significant, although it is felt that the fault lies not at

the theoretical level but at the operational level. As

stated before, the meaninglessness of the dimension might

be more related to the unsophisticated college sophomore
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who Is Just now learning the contemporary values In "art",
and who seems to respond most readily to the Real-Unreal

dimension. For him, Movement, or at best, complexity, is

an art variable that Is not significant. For others, those
who have been exposed to a wider variety of art forms,

might find the movement dimension or "complexity" quite

relevant and respond accordingly.

(3) Aside from the theoretical and conceptual definition,

It would seem that the operational procedure which allowed

for only a short viewing time (l.e., 15 sec.) for the

subjects could have entered Into the obscuring of any

potential relationships. It Is speculated that a longer

acquaintance, possibly one of a matter of days or weeks,

would produce a more significant set of results. It Is

felt that 15 seconds Is too short a time to respond to what

Is probably the most subtle component of a work of art, Its

quality of movement and/or complexity. A longer period of

time might allow for the personal Involvement that this

writer had been hoping for In this study. As a consequence

of the 15 second limit. It seems that the subjects greatly

restricted themselves to the Real-Unreal dimension In their

conception and assessment of art. The reasons why there

was such a strong attraction to this aspect of the stimulus

material will be discussed In a later section under the

Reality dimension.



- 108 -

In spite of the above cited difficulties, both the

conceptual and operational level, there were some positive

findings that have to be mentioned. That higher Intelligence

Is slightly related to the Moving side of the dimension can

be Interpreted to mean that the highly Intelligent prefer

and seek out the complex and Intricate aspects of their

environment. Possibly these are the only subjects who,

In the 15 second Interval, are able to grasp and deal with

the movement dimension apart from the more simple and obvious

Reality dimension. That YES shows a slight cubic trend

with respect to the movement dimension or that YES seems

correlated with paintings In the middle of the dimension and

not so much with the ones at either end of the dimension

remains unexplained. That Dogmatism Is slightly related to

preference for the more moving and complex paintings also

remains unexplained.

The Reality dimension , on the other hand, was clearly

significant with respect to all the control, check and

personality dimensions employed except for Intelligence.

However, a few of the findings were In the opposite direction

from original prediction and a few were significant without

having been previously thought to play a part In art

preference. These two trends force this writer to make a

partial reformulation of the processes Involved In determining

art preferences.



109 -

As a general summary the following Is presented as an
overall picture of the variables Involved In the determining
of preference for the Heal and Unreal paintings. It was

found that preference for the Realistic paintings was

associated with low Overall Mean Preference, high rating

variability, and low Dogmatism, all of which suggest elements

of flexibility and open-mindedness. Similarly, positive

relationships were found to hold with Extroversion,

Sensation, and Feeling. Here the stress Is upon concrete

and directly sensed objects, persons, and places which can

be Judged by a direct feeling process of "like— dislike".

Also, preference for the Realistic paintings was associated

with the Judgement attitude and high Consistency. The

stress here is being able to come to decisions and being

acutely aware of what society* s norms of expectation are.

The high Consistency indicates that these subjects are

aware of the consensual norms with respect to what is Real

vs. Unreal on the Rorschach percepts.

Secondly, It was found that preference for the Unrealistic

paintings was associated with low rating variability,

high overall mean preference, the Dogmatic attitude, and

the Perceptual attitude. These are people who stick to one

type of preference in a rather rigid way, not really discriminating

between different levels of Unreality and tending to

passively accept all of the Unreal paintings as they come

into view.
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Also f preference for the Unreal vras associated with the

Intuitive, Thinking, and Introverslve orientations to the

environment, which suggests a person who tends to keep

things to himself, rely on intuitive hunches, and delve

into the abstractions of ideas and concepts. Lastly, it

was found that these are the people who are most Inconsistent,

who are less aware of what the consensual norms are.

From the above. It can be seen that the personality

attributes of those preferring one or the other end of the

Reality continuum are not easily combined to make a coherent

"personality" associated with preference for the Realistic

or the Unrealistic paintings. It is felt by this writer

that within eaoh type of preference tendency, (i,e., for

the Real or the Unreal), there are two separate factors,

thus giving us four factors which might be determining

art preference. Associated with preference for the Unrealistic

paintings are the two factors, CQNPQRMI ST ORI ENTAT I ON and

THE FANTASY LIFE AND UNCONSCIOUSORIENTATION. Associated

with preference for the Realistic paintings are the two

faotors, REALITY ORIENTATION and CONSERVATIVEORIENTATION.

These will be discussed below under the designated Reality or

Unreality sections. It must be kept in mind that these are

arbitrary divisions set up by the writer in order to make

some clarity out of the findings. It is recognized at the

outset that pure "types" do not exist and that the following

is as much an Introduction to theory as an explanation of facts.
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PREFERENCEFOR UNREALISTIC PAINTINGS

CONFORMISTORIENTATION

An Initial finding was that the subjects with low

variance (l.e., Standard Deviation) in overall spread of

ratings for all paintings strongly preferred the Unreal

paintings. Subjeots with high variance strongly preferred

the Real paintings. Ancillary to this Is the fact that

the breaking point in the Standard Deviation curve over the

seven levels of Reality oame quickly after the first two

Real categories. This seems to lndioate that the subjeots

with low rating variability did not discriminate between

the various levels of Unreality. If a painting deviated

Just slightly from striot realism (i.e., column 3) it was

treated as If completely abstraot. Thus the low varlanoe

subjeots show a certain tendency not to discriminate but

rather to place their preferences all in one sector of the

rating soale. It is Interesting to note that Mean Overall

Preference correlated negatively with the degree of variance,

whioh suggests that the subjeots who like paintings in

general are much less discriminating than those who do not

like paintings as much. This, in addition to the finding

that low varlanoe is associated with preference for the

Unreal indicates that subjects who do little discriminating

among paintings, prefer the Unreal more and like the Real less

than Ss who are more discriminating.
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Consonant with this Interpretation Is the finding that

high Jogmatlsts tend to prefer the Unreal. These are people
who operate with a closed mind system (Rokeaoh, I960),

who have a tendency to make rash statements, and who tend

to aooept things that have been previously established as

being "correct n without thinking. Their preference for the

Unreal might well reflect a typical syndrome of the oollege

student who accepts that whloh "Is In", that whloh Is ordained

as being good by the Intellectual community. He "likes"

abstract paintings without much discrimination, without

much of an open mind.

The above notion Is given support by the significant

positive correlation between Dogmatism and the Perceptual

attitude and the finding that the Perceptual subjeot prefers

the Unreal sort. Peroeivlng Is defined as a passive, receiving,

non- Judgemental orientation to the environment, and It Is

Just these people who are the most Dogmatic and the most

likely to Indiscriminately prefer the abstraot paintings.

They tend to blandly aocept things as they come Into view,

and Judgement Is suspended for the time being. They seem

not to make Judgements or, In other words, not to make

discriminations at the finer levels.

Lastly, It Is Interesting to note that Thinking, an

orientation emphasizing whether or not something Is true
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as opposed to Feeling, an orientation emphasizing a basic

like-dislike of something, is related to preference for the

Unreal. It might be that the Thinking person prefers that

whloh is "true" for himself and others (l.e., all Abstract

Art is good), and thus he avoids any Feeling whloh might

cause him to deviate from a dogmatic preference for Unreal

art. Thus we arrive at a pioture of a passive, non-

discriminating, thinking. Dogmatic person who says he

"likes very much" the Unreal paintings. This Isa far cry

from the initial formulations of this writer who saw

preference for the abstract a "good" quality in people.

It would seem now that a major determinant of preference

for the Unrealistic paintings in oollege students is not a

psyohodynamlo one such as "need to delve into the unconsol ous"

but rather a social one arising out of a need to be "in"

with the prevailing 20th oentury interest of modem art.

FANTASY LIFE AND THS UNCONSCIOUSORIENTATION

Aside from the conformism factor and its related

variables, there seems to be another set of formal dimensions

or relationships that are connected with preference for the

Unreal art. Two baslo hypotheses were born out by the study,

one being that Intuition would be associated with preference

for the Unreal and the other being that Introversion would

be related to preference for the Unreal. A third finding,
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not formally predicted was that subjects who were Inconsistent
In their approach to the environment would prefer the

unreal# This statement Is derived from the fact that the

formal variable, "Consistency 1* was negatively related to

preference for the Unreal# It Is this writer's thesis that

these three variables, Introversion, Intuition, and

Inconsistency are all meaningfully associated with each other

with respect to college student's preference for the Unreal

or abstract art# This association Is based on more of a

theoretical level as the three variables are being combined

on a speculative hunch rather than on empirical fact.

Unfortunately, the three variables seem unrelated with

respect to the lnter-correlatlons derived In the Initial

matrix, yet these empirical findings do not necessarily

signify that there is no relationship In common. The

following discussion will bring them together in an attempt

to relate them to the fantasy life and the unconscious

processes of the Individual. The Intuitive mode of perception,

as defined by Meyers (1964) Is a process of "indirect

perception by way of the unconsolous, accompanied by ideas

or associations which the unconscious tacks onto the

perceptions coming from the outside." Unrealistic paintings

provide the stimulus for such a process, a process that is

unable to operate when confronted with strict reality situations,

and thus It Is reasonable to conclude that those people

who employ such a mode of perception in their approach to
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the environment would prefer the Unreal paintings as they

find enjoyment In giving freedom to their fantasy life.

Consistent with this interpretation is the finding, albeit

weak yet in the predicted direction, that the Introverts

prefer the Unreal, These are described as people who tend

to rely upon an orientation to the environment that stresses

ideas and concepts, the stuff of the inner world. A natural

conclusion would be that they have an aversion to Realistic

paintings, a finding that was borne out In this study.

Thus their preference for Unreal art reflects, too, a

striving to remain in the world of the abstract, the Inner

world of ideas and concepts where one's fantasies are given

freedom. A third finding, that those people who are most

Inconsistent (l.e., unaware of social reality) prefer the

Unreal gives added support to the above notion of the

unconscious and fantasy life as playing parts in determining

art preference. A low Consistency score might well refleot

a person's being unaware of the consensual norms that

society sets up for what is real and what Is not. In this

way, the low score represents poor agreement with the group

norms or at least the tendency to keep away from strict

agreement with the group. Thus there seems to be a tendency

to shy away from the reality of many situations, a tendency

to rely upon one's own subjective norms as to what constitutes

reality and unreality. The Unreal paintings are preferred
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by these people because of their vagueness, dlffuseness, and

lack of reality, all of which contribute to a stimulus

complex that enables one to project one»s own subjective

reality onto It, This seems concordant with the Intuitive

and the Introverslve person who also prefers the Unreal.

Thus the Intuitive, Introverslve, and low Consistent

person avoid and "dislike" that which Is real, tangible,

and consistent because these elements are disruptive to

their more subjective orientation to the world. They

"like" that which provides them with a situation into which

they can fully project themselves, their fantasy and

unconscious life. The Unreal provides them with a stimulus

for feeling, expressing, and sensing their inner selves.

PREFERENCEFOR REALISTIC PAINTINGS

REALITY ORIENTATION

As was predicted, those people who take a more realistic

approach to the environment tend to prefer the Realistic

paintings. The first piece of evidence is that Extroverts

tend to "like" the Realistio side of the dimension and tend

to move in the direction of "dislike" as the paintings

become less real. Extroversion is associated with an

interest in the outer world of things, people and objects

as opposed to the inner world of ideas and concepts. Thus

the Realistic paintings are things and objects that are
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tangible, known, and simple, which are the oharaot eristics
of the environment that the Extrovert Is attracted to.
He remains a praotloal person who likes the things he oan
easily understand, things that are well based In a reality
that he knows and senses. This last point brings to the

discussion the associated finding that the Sensing person
t-enrled to prefer the Reallstlo paintings to a greater degree
than the Intuiting person. The sensing person Is one who

has a strong Interest In the actuality around him and who

beoomes aware of things in a direct sensory fashion. He

relies not on Intuition, a more unconscious process, but on

dlreot sensory events, and thus the Realistic paintings have

meaning and significance for him as they are tangible and

dlreot statements of what Is real. There Is no need for

the Intuitive, hunoh-like approach to these stimuli because

the understanding is easy, direct, and clear. He feels

oomfortable with it and tends to like or prefer that whloh

makes him feel oomfortable. This oonoept of dlreot sensing

and the idea of "liking" what one feels to be comfortable

within himself brings the dlsousslon to the third associated

finding. The Feeling mode was strongly associated with

preference for the Reallstlo art. The Feeling mode of

Judgement is associated with a basio "like-dislike" orientation

to the environment, an approaoh which rests heavily on

highly personal subjeotlve values. The opposite pole.
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Thinking which emphasizes rational and logloal coming to

conclusions Is the opposite of the Feeling approaoh. Thus,

the Feeling person prefers Reality over Unreality and finds

that the highly realistic world Is a more simpler place

upon which to form his subjective "like-dl alike" feelings.

He needs tangible reality upon which to act and react to,

and the Unreal Is too vague and oonf using to deal with.

The Realistic paintings give him the stimulus he needs

upon which It Is easy to act. Thus In summary, one finds

the Extrovert, Sensing, and Feeling people all being attracted

to the Realistic paintings because of their basic and

strongly adhered to reality orientation toward the environment.

The unreal world Is disruptive, and they chose to prefer,

possibly surround themselves, and naturally "like" the real,

tangible, known, and pred lot able. Art preference can now

be seen for these people or at least as being related to

these three poles In terms of active Involvement In and

confrontation with the environment. One tends to prefer

that whloh he Is most used to, that which he can feel safe

around, that whloh he can understand and control.

CONSERVATIVEORIENTATION

It was mentioned In the Introduction that one of the

possible reasons that a person liked Realistic art was to

maintain the masculine Image of being faotual and objective

(Christianson, 1964). In a similar vein, it was speculated

by this writer that people who adhered to a simple and
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uncomplicated and conservative structurallzatlon of the

environment would tend to prefer the Reallstlo paintings.
Two findings of the present study seem to hear directly on
the above points.

It was found that, contrary to Knapp's (1964) negative

findings. Judgement was a significant variable as related

to the preference for the Reality dimension. The results

Indicated that Judgement was positively related to preference

for the Realistic paintings and negatively related to

preference for the Unrealistic paintings. The Judging

people are described as those who tend to make decisions

and oome to conclusions about things rather than pondering

upon the alternatives and possible outcomes. In addition

to this initial theoretical formulation, another related

Interpretation has been offered by Strieker and Ross (1964).

They found that the Judging person could be Identified as

one who engages in organized and planned activity with almost

a compulsive and time binding quality. This is In contrast

to the more spontaneous and free person, who is at the other

end of the dimension, the person who relies on the Perceptual

orientation to the environment. The Judging person is also

the one who is "responsible, socialized, and exhibits good

study habits" (Strieker and Ross, 1964), all of which tend

to suggest a tendency to keep away from rash statements,
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to remain oautlous and oareful about what he says. HI a

preference for Reallatlo paintings seems quite related to

this for these are stimuli that he oan be sure of, that

are easily structured, that are easily comprehended, and

that are easy to make deolslons about. Preference for these

paintings oan be representative of the more conservative

approach to the environment, an orientation that the oareful,

oompulslve, and organized Judgemental person seems to take.

Conoordant with the above Interpretation Is the finding

that high Consistency Is positively associated with

preference for the Realistic paintings. A high Consistency

soore oan be construed to signify that these subjeots are

the ones who are most aware of societal norms, most aware

of common consensus as to what Is real and what is not.

Their ability to correctly chose the Rorsohaoh peroepts that

are considered "real" and reject the ones that the group

considers "poor peroepts" Is reflective of their awareness

and oautlon regarding sooletal norms. The associated

preference for the Reallstlo paintings Is related to this

trait as these are the paintings that the group as a whole

tend to prefer. These subjects are preferring the paintings

that the group prefers, and they are oareful to maintain

a set that permits them to determine these norms In advance.

Their approaoh to the environment Is a careful, oautlous,
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and calculating one, and preference for the Realistic

signifies this conservatism. Devlency and Unreal images

cannot be tolerated, and a more systematic, careful, and

obsessive-compulsive approach has to be taken. Therefore,

in conclusion, it can be seen that preference for the

Realistic paintings can be associated with a Judgemental

orientation and an awareness of what society acoepts, both

of which require a conservative and precautionary attitude.

CONCLUSION

Up to this point, the discussion has been oriented

around the concept of preferences for the Real and for the

Unreal as they relate to different personality factors.

It can be seen, as previously mentioned, that preference

for the Realistic paintings is associated with more than

one personality dimension. This holds for the Unreal

paintings as well. Knapp* s (1964) original unidimensional

formulations of art preference seems niave, and a more

oomplex and comprehensive theory is required. This writer

proposes a tentative schema which might account for the

findings on a much more general and abstract level. It

1 s hoped that the following will provide a useful framework

for subsequent research in the area of personality and art

preference.

It is speculated that this study gives evidence for two

types of people, those who are Personally Involved with

works of art and those who are Unlnvolved with works of art.
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This Is superficially similar to Knapp* s original Ideas

concerning Neltzohe*s esthetic principles, the Appolonlan

which Is Identified with an esthetic attitude of dispassionate

contemplation of the world of phenomenal objects and events,

of the tableau of outer reality, and the Dionysian which is

Identified with Intense subjectivity, the spirit of Irrationality

and even drunkenness for here primitive forms emerge from

the unconscious to possess the self and lead It Into momentary

Insensitivity to the world of objects* Knapp associated

the Appolonlan type with preference for the Realistic

paintings and the Dionysian with preference for Abstract

Express! onl stic paintings* It Is this wrlter*s proposal

that both the Appolonlan and the Dionysian attitudes can

be associated with true Personal Involvement with a work

of art, albeit Realistic or Unrealistic, It Is also proposed

that there are those people who fit Into neither the

Appolonlan nor the Dionysian categories because they are

Unlnvolved with art in general.

Personal Involvement can come from two sources. Inner

stimulation and outer stimulation* In the first, we have

people who stress their own subjective and unconscious

fantasy life and are attracted to the Unreal paintings as

a source upon which to projeot their subjective feelings and

perceptions* This was based on the findings that preference

for the Unrealistic paintings was associated with the
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Intuitive, Introverted, and Inconsistent orientations to the
environment. This Is what Knapp Identified as being the

component of the Dionysian attitude. A second souroe of

personal Involvement comes from outer stimulation whereby

the person seeks out realistic stimuli to become Involved

with, to sense, to feel, and to think about. It is a

prooess whereby the person finds some meaning for himself

by what he perceives in the outside world. This Is based

on the findings that preferences for the Realistic paintings

were associated with the Feeling, Sensing and Extroverted

attitudes. This Is what Knapp Identified as being the

component of the Appolonian attitude. In summary, It can

be said that preference for both the Real and Unreal can

be associated with personal Involvement in works of art.

Unlnvolvement is a factor not originally intended to

be considered, but the data, as well as common sense, suggests

that there Is a portion of the college community that is

uninvolved In works of art and are unable to find any

personal significance in a work of art. These were identified

as the "Conformists" and those who took a cautious "Conservative"

approach to the environment. Art for them is something that

others talk about and become concerned about. When asked

to make preferences, the Conformists tend to prefer the

Unreal and the careful Conservatives tend to prefer the Real.
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These were Identified as people who tended not to make
discriminations between paintings, tended to be Dogmatic,
Perceptual and Consistent in their approach to the environment.

Thus, in summary, it can be seen that preference for
the Real and the Unreal can be associated with both the

Personally Involved and Uninvolved orientations towards

art. It oan also be seen that Knapp's original thesis whloh

associated preference for Realism with naivete and preference

for Abstraction with sophistication is a rather limited

statement of the determinants of art preference. Impliolt

in his theory is the relationship between preference for

the Real and certain personality trends that are considered

undesirable by the "intellectual community." On the other

hand he seems to associate preference for the Unread with

certain personality trends that are considered quite desirable

by the Intellectual community. This study oalls for a

reformulation of this simple approach.

It oan no longer be a simple dichotomy when examining

preferences for art and related personality dimensions.

There oan be no doubt that the same kind of art (e.g., Realism

or Abstraot Expressionism) cam be "liked" or "preferred"

by different typos of people for very different types of

reasons. A logioal offshoot and natural assumption of this

study is that there are numerous interactions and combinations
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of formal psychological variables within an Individual
which make up the base for determining one Individual’s

preference. Unldlmensl onal conceptualization must be taken
over by the multidimensional approach, and It is hoped that

further research In this area will follow In this line. No

longer can we think of the "lover of Realism" or the "lover

of the abstract" as one "kind" of person. Art serves a

number of purposes for man, some defensive, some self-

defining, and some adaptive. Further Investigation should

be able to Identify more clearly what these purposes are

and the process Involved.



CHAPTERV

SUMMARY

The purpose of this study was to investigate the

relationship between certain nersonality factors and

preferences for paintings along the Reality and Movement

dimensions. It was hoped that esthetic preference could be

clarified from a psychological viewpoint which stresses

dynamic forces behind human likes and dislikes. Previous

research took two approaches, the Evaluative and the Non-

Evaluative.

The Evaluative (Child, 1964) examined the personality

factors in college students that relate to the degree of

agreement between students and "experts" in the Judgement

of the quality of paintings. It was felt by this writer

that this approach contained confounding effects such as

the "need to agree" or "the need to look like an expert".

This study was concerned with the Non-Evaluative which asks

the question! "why do certain people prefer certain

paintings?"

Previous research, culminating in the work of Knapp (1964)

emphasized a unidimensional approach which attempted to

show the relationship between preference for a "type" or

"school" of art and a personality "type". In general,
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preference for Realism was associated with suoh personality

factors as naivete, extroversion, dogmatism, a non-thinking

orientation, and practicality. It Is to be noted that this

cluster of factors Is somewhat negative In terms of the

Ideal of an academic community. On the other hand, preference

for the Abstract was associated with Introversion, open-

mindedness, and an Intuitive orientation. These factors

seem to be more positive with respect to the Ideal of an

academic community. Further results were found between

preference for types of abstract art (l.e., Geometric Cubism

and Abstract Expressionism) and personality. These findings

were somewhat weak, and it was felt that a further stimulus

definition was needed. This writer saw the structured

Cubistic paintings and the chaotic Abstract Expressionistlc

paintings as being on a continuum of Still to Moving. Other

findings pointed In similar directions with respect to

complexity and business found In a painting. It was

speculated that preference for Moving paintings would be

associated with a stronger fantasy life, inhibition, flexibility

of thought and other factors. Still paintings were to be

associated with dogmatism, constricted thought, and motoric

expression. These hypotheses were derived from the work

done with the Rorschach Movement response and related work

In dynamic perception (Amhelm, 195*0*
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Seventy students were asked to give preferences on

98 paintings which comprised the Reality and Movement

dimensions. Various personality measures were then related

to these preferences. The findings are summarized below*

The Movement Dimension

The results were non- significant.

The Reality Dimension

Preference for the Realistic paintings was associated

with the variables of Feeling, Sensation, and Extroversion.

A second grouping was Judgement and Consistency.

Preference for the Unrealistic paintings was associated

with Intuition, Introversion, and Low Consistency. A second

grouping was Dogmatism, Perception, Low Standard Deviation,

Thinking, and high Overall Mean Preference.

The findings indicate that the Movement dimension,

as defined and constructed, was not a significant determinant

of art preference. Various explanations were given both on

the methodological and theoretical side. In general, It

was felt that the poor initial Judge agreement on what

constituted movement was the major factor. The short viewing

time for the subject and the confounding of Real movement

with Abstract movement also played a cart.

The Reality dimension proved to be highly significant.

It was speculated that the Initial unidimensional approach
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of Knapp (1964), which associated a "type" of person with

a "type" of art, would have to be revised. The results

Indicate that different people like different paintings

for different reasons. In general. It was felt that

preference for the Unreal paintings was associated with two

basic orientations* (1) An Unlnvolvement with art and a

Conformist orientation to the world which Is indicated by

a non-discriminating liking for all degrees of abstraction,

and (2) a Fantasy life and Unconscious Orientation which

lays stress on one's own subjective fantasy life, the

expression of which is stimulated by the Unreal art. On

the other hand, preference for the Realistic paintings was

associated with two other orientations* (1) a Reality

orientation where the need to adhere to a well defined

environment Is predominate, and (2) a Conservative orientation

where caution and consistency prevail in one's approach

to the environment.

From this It can be seen that the unidimensional

approach Is now naive. Art serves a number of purposes for

man, some self-defining and some defensive, and it is

difficult to associate a "type of art with a type of man"

•
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Appendix A

Standard Nonal Z Scores on Each of the Ninety Eight

Paintings as Determined by the Raw $core Ratings of

the Seven Judges for the Degree of Reality m Each
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Appendix B

Standard Normal Z Scores on Each of the Ninety Eight

2 Q-S Determined by the Raw Score Ratings of

the Seven Judges for the Degree of Movement in Each
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Final Selection of Paintings Presented In Matrix Order With
The Means and Standard Deviations of Preference Ratings Given

By All Subjects

Matrix
Order X SD

1. 6.1 2.2 Hopper, House by the Railroad

2. 6.1 1.8 Harnett, The Old Violin

3. 7.4 1.5 Grant, Harbor Traffic

4. 5.9 2.4 Van Gogh, Old Man Grieving

5. 7.5 1.4 Benton, Mississippi Towboat

6. 5.3 2.0 Daumier, French Laundress

7. 4.6 2.4 Henolr, Le Bal a Bouglnal

8. 7.2 1.5 Dehn, Lake Maracaibo

9. 7.0 1.7 Smith, Normandy Landscape

10. 7.5 1.6 Homer, Breezing Up

11. 4.9 1.8 Daumier, The Horseman

•CMH 6.5 2.1 Homer, Cliff, Coast of Maine

13. 7.5 1.4 Delecroix, Horses Coming Out of the

14. 6.2 2.0 Bellows, Stag at Sharkeys

15. 5.2 2.0 Manet, On the Beach

16 . 3.7 2.0 Cezanne, Blue Vase

17. 5.1 1.9 Sloan, Backyards, Greenwich Village

•COH 4.9 1.8 Cassatt, Boating Party

19. 4.9 2.1 Kokoschka, Self Portrait

20. 5.4 1.9 Kokoschka, Boats Near the Dagana
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Matrix
Order X SD

21. 4.2 2.1 Burlln, Soda Jerker

22. 6.0 2.0 Sloan, Sixth Ave., Elevated at 3rd

23. 4.5 2.3 Degas, Four Dances

24. 6.2 1.8 Lopez, 011 Dumps

25. 6.8 1.7 Curry, Tornado over Kansas

26. 6.1 1.9 Burchfield, An April Mood

27. 5.3 2.2 Deleorolx, Death of Sardapolls

28. 3.3 2.2 Seurat, Le Cirque

29. 2.7 1.9 Gorky, Artist and his Mother

30. 6.9 2.3 Magritte, Le Coup au Coeur

31. 6.6 1.6 Burchfield, Over the Dam

.CM 1.8 1.5 Roualt, The Wounded Clown

33. 3.7 2.0 Picasso, Landscape

34. 3.2 1.7 Burlln, Figure of a Woman

35. 6.0 1.9 Jones, Elk Basin Field, Wyoming

36. 4.7 2.0 Derain, Billiards

37. 5.2 2.3 Orozco, Zapatistas

.00
r'l 2.9 1.9 Klrohner, The Street

39. 4.6 2.6 Levine, Welcome Home

40. 3.0 2.2 Kokoschka, The Power of Music

41. 4.2 2.0 Van Gogh, The Good Samaritan

42. 3.5 2.2 Vlaminck, The Picnic

43. 3.8 2.3 Chirico, Conversa Among the Hulns

44. 2.8 2.0 Hartley, Fisherman’s Last Supper

45. 2.8 1.8 Dlebenkom, Man and Woman In Large Hoorn
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Matrix _
Order X SD

46. 4.5 2.3 Marin, Blue Sea, Crotoh Island, Maine
47. 5.8 1.8 Nolde, Marsh Landscape

48. 2.0 1.6 Heckel, Village Ball

49. 2.7 2.1 Cezanne, Cabon de Jourdan

50. 2.1 2.1 Ensar, Le Carnival

51. 3.6 2.0 Ki rohner , Dancer

52. 5.2 2.2 Marc, Red Deer

53. 3.4 1.8 Braque, Landscape

54. 4.5 2.2 Marc, Blue Horses

55. 2.8 2.4 Van Gogh, Garden of Dr. Gaohet

56. 5.5 2.1 Balia, Dynamism of a Dog

57. 6.0 2.4 Dali, Persistence of Memory

58. 3.4 2.4 Graves, Bird Singing In the Moonlight

59. 3.5 2.5 Klee, Golden Fish

60. 3.4 2.3 Leger, Woman with Mirror

61. 3.7 2.8 Felninger, Gelmeroda

62. 2.3 1.9 Gris, Still Life

63. 3.3 2.1 Picasso, Still Life with Gourd

64. 4.7 2.5 Felninger, Barfusses Church In Erfurt

65. 3.4 2.5 Chagall, Birthday

66. 2.9 1.8 Marin, Lower Manhatten

67. 4.7 2.4 Heckel, The Glass Day

68. 4.5 2.5 Rousseau, War of the Discord

69. 3.4 2.5 Van Gogh, Cornfield with Grouse

70. 2.8 2.2 Van Gogh, The Ravine
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Matrix
Order X SD

71. 3.5 2.2 Matisse, Jazzi The Burial of Plerlot
72. 3.2 2.6 Dubuffet, Archetypes

73. 1.6 2.0 Klee, Clown

74. 4.5 2.6 Ernst , L * El ephant Cel ebr e s

75. 1.9 2.1 Klee, Head with German Style Beard
76. 2.0 2.0 Schmidt, HI sing Moon

77. 3.8 2.5 Klee, Fish Magic

78. 3.5 2.4 Felnlnger, Steamer Oden

79. 4.9 2.7 Tanguy, No Title

80. 4.3 2.3 Gris, Book, Pipe, Glasses

81. 3.4 2.6 Picasso, Night Fishing at Antebes

82. 4.6 2.3 Severlni , Armored Train

83. 4.2 2.7 Marc, Deer in a Forest

84. 4.5 2.4 Plcabla, Jardin

85. 2.9 2.7 Drummond, Bluebird

86. 1.9 2.3 Malevich, Suprematist Composition

87. 1.7 2.0 Motherwell, The Voyage

88. 2.7 2.8 Burr! , Sach #5

89. 2.1 2.2 Hof man, Human Naturale

90. 3.3 2.5 Tanguy, Les Vues

91. 3.6 2.6 Miro, Femme

92. 2.3 2.4 Mondrian, Broadway Boogie Woogie

93. 2.5 2.5 Hof man, Black Demon

94. 1.9 2.0 de Kooning, February

95. 2.0 2.3 Severlni, Dynamic Hieroglyphics

96. 2.7 2.3 Russell, Synchrony #3

97. 1.9 2.1 Pollack, Blue Poles

98. 3.4 2.5 Russolo, Dynamism of an Automobile
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Aon end ix D

I

Mean Preference Eatings by All Subjects for each of

the Ninety-Sight Paintings in the Reality and Movement

Dimensi ons
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Appendix D

II

Raw Scores and Means of The Transformed Correlation

Coefficients (i.e., Fisher 2 olus a constant of 1.0)

Between the Mean Overall Preference Score and Preference

for Each of the Ninety-Eight Paintings in the Reality

and Movement Dimensions Unreal
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Appendix D

III

®aw Scores and Means of The Transformed Correlation

'-oei. f ici ent s (i.e., Wisher Z olus a constant of 1.0)

Between the Standard Deviation Score and Preference

I or Each of the Ninety-Eight Paintings in the Reality

and Movement Dimensions

-.Hi. .. 1

1.
103

2.

101

15.

16.
"
72

?q
58

50.

117

‘ ,3
- 65

44.

63

l, 7 .

105
58.

82

n.
71

72.

89

- Unreal
05.

79
06.

75

'leans

?7.1

3 * 127 17 -110 M. 119 45. 84 59. 9 i n. 77 07. 79
Um

116 l8 *101 52 • 4 5
‘* S

* 101 60. 55
7/4

• 101 oo.
94

92.8

‘3 . 19. 53. 47. 61. 75. 09.
139 109 113 115 94 55 65

6

.

20. 54. 40. 62. 76. 90. 37.2
97 102 76 42 66 55 93

• COa* 21 • 85 35. n4 49. 77 63. 96 77. 92 91. 91
90.1

Q * 112 22.113 iG
- So 50. 32 64. 34 70 * 82 92. 93

121
23. n £76

37#
116

51
* 68

65. _
79 99 ”•94

10. 24. 30. 52. 66. 30. 94. 91.6
138 °° 48 125

'

' 0 85

11. 25. 39. 53. 67. 31. 95.

95 121 85 65 86 74 54
12. 26. 40. 54. 60 . 32. 96. 37.3

118 114 ; 8 105 92 102 71

13. 27. 4l. 55. 69. 33. 97.
,

118 96 95 95 87 72 74
14. 28. 42. 56. 70. 34. 90. 39.3

110 78 77 103 8 ? 79 79

Means
112.9 98.2 73.3 82.3 83.5 SO.

9

79.0
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Appendix D

IV

Raw Scores and Means of The Transformed Correlation
Coefficients (i.e., Plsher Z plus a constant of 1.0)
Between the Intelligence Score and Preference for
Each of the Ninety-Eight Paintings in the Reality

and Movement Dimensions

Still

Moving

Real
1 .

102
2 .

99

15.

16.
75

105

29.
88

30.

92

43.
,

108
44.

88

57.
101

50.

75

71.
109

72.

98

05.
89

86 .

86

Means

93.9

94.4

95.6

92.4

96.7

102.7

97.6

3 * 104

75

17 * 103

1B
- 98

J1
- 93

32
• 92

45. 94
46,

82

59 «105

S0
-102

73. ?5
7,1

• 87

87
. 97

flB
- 95

5
* 95

6 .

92

19
' 95

20 .

Ill

33.
99

34.
97

47,
104

40.
78

61.
77

62.
96

75.
100

76.
96

09.
113

90.
86

7.
78

B.
103

21 .

88
22 .

95

35.
75

36.
89

49.
91

50.
88

63.
95

64.
91

77.
109

70.
88

91.
95

92.
109

9
- 101

10,
86

23. 99

zu
- 122

37 • 97

38
. 8?

51 • 83

52 *109

65 « 80

99

79
- 96

99

93. 94

94,
102

11 .

92
12

. r106

25.
100

26.
105

[39. o92
40.

97

53.
105

54.
118

67.
97

60.
106

31.
121

32.
109

95. o
89

96.
101

13.
92

14.

108

27.
85

20.

89

4 1 #

^ 91
*2.

89

55.

56.
107

106

69.

ori 108
70.

96

33.

34.
96

89

97.

9B.
105

106

Means 95.2 97.8 . 91.2 97.2 9^.8 99.4 97.6
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Acpendix D

V

Rax^ Scores and Means of The Transformed Correlation

Coej. f ici ent s (i.e., Fisher Z t>lus a constant of 1.0)

Between the Art Background Score and Preference for

Bach of the Ninety-Sight Paintings in the Reality

and Movement Dimensions

Real
Still

Moving

l - 109
2 .

118

15
• 107

16.
110

91
30.

122

43. 95
44.

90

57.112
58. "

102

' 1 *106
' 2 .

118

UIUCcll

05. 121 «

86 . 1

92

3. 17. 31. 45. 59. 73. 87.
122 101 110 104 no 90 112

4. IQ. 32. 46. 60. 74. 88 . 1
93 108 113 117 106 109 123

5. 99 i9. 9? 33. m 47 -126 6i. ni 75.11? 89. 110

o. 20
« 88 31*. 95 48.103 62. 122 78.109 90. 11Q

7
* 91 21 -

95
35

* 110 ^ 9 102 G3
' 104 77

* 120 91
* 106

Q
* 115

22,
100

36
‘ 117

50
109

6U
-lZ0

7Q
*119

9292
* 116

9. 23. 37. 51. 65. 79. 93.
109 114 98 84 83 123 no

10 . 24. 38. 52. 66 . 30. 94. ^

101 130 103 10 ? 104 107 115

11 . 25. 39. 53. 67. 31. 95.

12 ?
06 98

26. n 89 54.92 68.
103 113

32.
J nr H3

yo

.

103 122 94 119 108 112 99

13. 27. 1 . 55. 69. 33. 97.

14.
1Q9 28 .

97 9 88
56. 95 70. 128 J4.1 28 98. 112

1 20 QR R6 1 OQ 1 OQ 1 1 R 1 1 Q

107.8 104.6 101.9 103.7 108.7 113.7 111.2

eans

106 .?

108.6

108.1

108.8

106.2

105.0

108o2
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Appendix D'

VI

Haw Scores and Means of The Transformed Correlation

Coefiicients (i.e., Fisher Z plus a constant of 1 . 0 )

Between the Yes Score and Preference for Each of the

Ninety— Eight Paintings in the Reality and Movement

Dimensions

Still

Moving

l - 98
2.

103

15. 13?
16. o128

- 9 * 115
30.

93

43.115

44.
117

57 « 101
58.

120

71
« 102

12 .

120

Unreal
85. n 2

86.
115

Means

112.5

3.
110

4.

113

17.
107

18.
121

31.
109

32.

113

45.
Ill

46.
119

59.
124

60.
Ill

73.
,94

74.

91

87.
120

88.
121

111.7

5. 111 19. u6 33. 102 47.105 61. n4 75 . 121 0 9. 115
115.3

6
* 120 20. 12 0 34. 11? 4fl *ll6 62. 122 76. 128 90. log

7 * 107
21 * 117 35

* 108 49.H7 63. 113 77
* 111 91. n4

114.68
* 112

22# 122 36. 113
5D,

112
64

* 125
78 *119 92

115

9.
107

10.

108

23.
103

24.
131

37.
118

38.
128

51.
114

52.
117

65.
108

66 .

132

79.
107

30.

96

93.
118

94.
123

115.1

11 *107

12 *119

25. in
26. 12 1

39 * 112

+Q
* no

53.110

54 *108

67. 109

60 # ^ 1

31. 122

32 ‘ 110

95. in
96.

112.5

13
’ 99

14.
123

27
- 86

28.
115

4l
* 105

42.
107

55
-123

56.
103

69

.

101
70.

120

33 -119
34.

102

97. ,
. .

Ill
98.

Ill
108.9

Means 109.7 116.8 110.7 113*5 115.1 110.1 11>.9
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Appendix D

VII

Raw Scores and Means of The Transformed Correlation
Coefficients (i.e., Fisher Z plus a constant of 1.0)

Between the Consistency Score and Preference for

Each of the Ninety-Eight Paintings in the Reality

and Movement Dimensions

1# 113
2.

95

iD *lll
16.

91

PQ
100

30.

95

*3. ?9
44.

106

57.115
58.

91

71
- 85

72.

106

u tixt

85
* 88

1

86.
88

3.

113
4.

93

17.
109

18.

102

31.
112

32.

103

45.
94

46.

117

59.
106

60.

93

73.

7..
75

107

87.
112

88.

112
5 * 104

6
- 104

19 . g7

20 ’1U

33. 87

54
* 118

^ 7
* n4

^ 90

S1 >106

62
• 95

75. 93
76

* 85

89. ?8

90
* 103

7
* 102

°* 91

211# 102

22
-125

35 -
100

36-

105

49,
85

50.
107

63
* 94

64.
99

77.
9̂9

78.
97

91
- 96

92.
72

9.
103

10.

123

23.
103

24.

118

37.

107
38.

84

51.
80

52.

95

65.
91

66 .

116

79.

108
30.

116

93.
107

94.

Ill

u * 89

12
' 96

25.125

26 *120

39,

4 °* 101

53.

545
• 98

67
• 104

68
• 98

31# 105

32
' 109

95, 82

9S
- 83

13.
105

14.
127

27.
102'

28.
98

+ 1 • 0108
^2.

95

55.
102

56.
103

69.
102

70.
82

33#
94

34.

110

97.
78

98.
76

leans

97.3

103.4

98.1

104.4

98.6

98.7

98.7

Means 104.1 108.4 100.5 96.2 99.4 99.2 91.8
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.

VIII

Raw Scores and Means of The Transformed Correlation

Coefficients (i.e., Fisher Z plus a constant of 1.0)

Between the Dogmatism Score and Preference for Each

of the Ninety- jil ght Paintings in the Reality and

Movement Dimensions

Still

Moving

Means

1# 96
2.

91

!5. 93
16.

92

- 9
* 106

50.

83

'* 3
- 91

44.
104

57 • 82
58.

104

;1 *127
72.

94

05
*'

05 • 110
06.

125

3.
92

107

17.
112

18.

98

31.
90

32.

Ill

45.
82

46.

84

59.
103

60.

108

73.
114

74.

105

87.
109

88. !

105

5 * 105

95

19
- 96

?-0. 9Z

53
* in

5lt - 105

1,7
• 84

UB ' 111

61
• 96

62 • 95

75. 99

76
* 94

09. 10 7

9 °. 9 4

7
* 105

8
* 90

21,
X06

22
-100

35
- 96

36
• 124

49
' 94

50. „120

63
' 102

64
' 112

77
-io 5

78
"108

91
* 103

92 -

* 116

9.
104

10.

86

23.

,
91

24.

96

37.

123
38.

109

51.
104

52.

117

65.
112

66 .

102

79.

89
30.

121

93.
108

94.

112

ii. 96

12 "99

25 -100

2S
- 99

59, 100

4 °- u?

53
- 96

5U ' 110

s ?
. 96

6Q<
118

31.h4
~\2

*121

95. 10?

96
‘ 109

13. „
95

14.
116

27.
102'

28.
125

41.
107

42 .

117

55.
Ill

56.
115

69.
105

70.
Ill

33.
,104

34.

99

97. .

94
98.

109

Means

99.8

101.4

98.8

105.7

105.2

105.8

107.8

98.4 100.1 107.1 101.6 103.3 106.7 107.7
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IX

Raw Scores and Means of The Transformed Correlation

Coefficients (i.e., Fisher Z olus a constant of 1.0)

Between the Introversion-Extroversion Score and

Preference for Each of the Ninety-Eight Paintings

in the Reality, and Movement Dimensions

Real
Still

Moving

1#
89

2.
82

15,
98

16.
88

4 80
30.

75

'> 3
- 90

44.
108

57 • 69
58.

139

1#
77

72.

89

u 1

85

.

115
86.

106

3. 84 17. 97 31. Ill 45.108 59. 96 73. 102 87. 96

**• 106 18. 9 1 32. 98 *48, 106 60. 115 74. n4 88. 118

0000%
in

19. 99 ”• 96 89
6i.

1X1 75#
107 B9, 104

6
‘ 89

20
* 104

34#
99

48.
103

62
- 101

76.
91

9D
- 119

7. 0, 21. |35. 49. 63. 77. 91.91 100 88 95 97 87 * 122
8. o. 22. 36. 50. 64

.

78. 92.
83 103 88 80 128 127 91

9. ?2 23. 93 37. 116 51. 95 65. 81 79. 113 93. 96

10. 92 24. il4 38. 95 52
. 99 66. 30. 78 105

11# 90
25

‘ 99
39#

98
53

‘ 90
67

• 95
31# 100

95
- 81

12. 26. 40. 54

,

68 . _ 32. _ 96.
73 107 * 101 110 102 90 91

13. 27. 1. 55. 69. 33. 97.
98 88 109 98 102 129 106

14. 28. 42. 56. 70. 34. 98.

99 78 93 82 92 106 96

93.2

103.0

100.0

98.5

97.5

94.8

93.2

Means 88.3 97.1 96.3 96.6 103.1 100.8 103.3
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Add end lx D

X

Raw Scores and Means of The Transformed Correlation

Coefficients (i.e., Fisher Z dIus a constant of 1.0)

Between the Intuition— Sensation Score and Preference

for Each of the Ninety-Sight Paintings in the Reality

and Movement Dimensions

Still

Moving

Unreal
u 117
2

* 96

15.119

16.
91

- 9
‘ 95

30.

128

‘* 3
- 96

44.
89

57.132
50.

109

'1- 80
} 2 .

117

85.

86. 1

104

cleans

L06.2

113.0

106.1

113.4

107.7

108.1

3.
105

4.

Ill

17.
Ill

IB.

115

31.
127

32.

109

45.
108

46.
113

59.
103

60.
106

73.
115

74.

90

07.
127

08.
142

5. 91

b
* 118

19.

U0
20, 9

7

33. n4
34, 100

47 « 122

48
• 97

S1 "128

62. 89

75 - 103

7S
- 96

89. 102
|

90. llQ

1 • 112

°*114

21*119

22#
114

35, no
56

- 93

‘* 9
* 122

50. 92

63, U5
64 -124

77
• 112

70
- 128

91
* 133

92
• 100

9.
86

10.

100

23.
104

24.
122

37.
109

30.

97

51.
68

52.

93

65.
Ill

66

.

114

79.
134

10.

115

93.
138

94.

11?

11#
113

12
* 114

25
- 99

2 Si4

39,
104

4 °* 117

53
‘ 95

54.
104

67
- 83

68,
121

n.
115

32.
123

95
' 106

96
' 106

13.
117

14.
103

27.
80'

28.

79

1.
97

42.

108

55.
120

56.

109

69.
115

70.
116

33.

133
34.

127

97.
105

98.

109
108.4

Means 106.9 105.2 107.7 102.0 111.8 113.4 H5.7
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XI

Raw Scores and Means of The Transformed Correlation
Confidents (i.e., Fisher Z plus a constant of l.o)

Between the Feeling-Thinking Score and Preference
for Each of the Ninety-Eight Paintings in the Reality

and Movement Dimensions

r 1

l - 110
2.

105

15
« 11?

16.
102

116
30.

110

* ,3 -110

44.
112

57. U4
58.

100

71
- 91

72.
114

05. 10 3
86.

110

Means

108.1

108.7

107.5

110.0

109.9

10?.

106.5

3 .

122
4.

83

17.
,114

18.
114

31.
105

32.

118

45.
115

46.
118

59.
102

60.
103

73 .

97
74.

95

87.
121

88.
116

5. 104

8 .

19. ill

20. 1Q2

33 * 129

34
• 9?

47.114

4 Q .no

61. ns
62. 91

75. 95

76.
95

89. 98

98. 99

7
- 113

0. 97

21 • 122

22#
112

35
* 124

36
* 124 5Sn

63, 109

64
- 91

77
• 99

78
‘ 101

9 !. 109

92
’ 112

9.
121

10.

119

23 .

118
24.

115

37.
109

38.

100

51.
102

52.
96

65.
112

66.
104

79.
105

30.

105

93.
113

94.
120

11.

122
12.

115

25.

114
26.

Ill

39.

n 97

110

53.

54.
107

95

67.

68.
103

106

31.

32.
109

107

95.

96.
102

10?

13
'12?

14.
98

2?
* 112

28
‘ 106

a
- us

+2

,

108

55
'103

56.
93

69.
119

70.
93

33.
114

34.
92

97.
103

98.
103

Means 113.0 112.1 111.6 106.9 104.6 101.4 108.6
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Appendix D

XII

Haw Scores and Means of The Transformed Correlation

Coefficients (i.e., Fisher Z plus a constant of 1.0)

Between the Percept! on-Judgement Score and Preference

for Each of the Ninety-Eight Paintings in the Reality

and Movement Dimensions

Still

Mo.ving

!• 104
2

‘ 98

15. 94
18. 0

87

?9. H5
50.

101

/> 3 -ll 6

44.
114

57 . ns
58.

79

'1* 122
' 2

' 86

85 • 112 1

86. o108

3
' 95

4.
89

17.
109

18.
113

51.
97

32.
118

45. 0
83

46.
88

59. 0
83

60.
107

73.
100

74.

105

87.
103

88.
107

5. 90 19. 106 33. 96 47. 96 81. 100 ?5 . 112 89. in
6 - 106 20

. 9 ^ 34. 113 4Q.H5 62. 12 9 76. 78 90. io ?

7
- 81 21

* 95 35. 8 4 ‘• 9 > 81 63. 1Q9 77
• 100 91, 106

8 * 87
22

* 89
36>

130
5 O .107 6 -.. 11?

;a -U4 92, 112

9.
98

10 .

74

23.
107

24.
103

37.
117

38.
117

51.
103

52.
107

65.
Ill

66 .

96

79.
110

30.
130

93.
103

94.
131

11. 91 25 . 105 39. 97 53. 95 87. 102 31. 121 95 . 117

C°\00.
C\JH 26. 101 40. 11Q 54 # iii 68. n4 32. 115 96 « 109

13#
78

14. .

96

27
• 84

28.
103

+1#
95

+ 2 .

109

55. 9?
56.

96

69,
124

70.
105

33 -12 7

34.
121

97
« 95

98.
108

90.7 99.1 107.1 100.6 106.7 110.1 109.5

leans

100.1

103.5

100.8

107.6

105.1

102.7

Means
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Ego Strength Scale of Erlksont The Rorsohaoh Concepts In

order of Aooeptanoe according to Coffey* s group norms ( 196

5

)

Order of Acoeotance,
Coffey* s (1965) Norms

1 .

2 .

3.
•

4.

5 .

6 .

7.

8 .

9#

10 .

11 .

12 .

13.

14.

15.

16 .

17.

18.

19.

Concent
Card and
Location

crab or
octopus X,D1

animal VIII, D1

shoe IV, D6

two people III ,D1

ribs VIII, D3

butterfly III .03

bat v,w

vase IX,Ds8

animal skin IV,

w

two witches IX. 03

animal skin VI,

w

man sitting
on stump IV,

w

two people III,W

butterfly II.D3

person's leg V,D1

river VII, D6

flashlight X,Dd24

rabbit's head X,D5

bat i.w

two women VII, D2

Order of
Presentation

46

37

19

14

34

13

21

41

20

38

28

17

7

10

23

30

47

44

1

3120 .



Order of Acceptance,
Coffey’S (1965) Norms Concent

Card and
Location

Order of
Presentation

21. witch I,D2 3

22. faoe 111*03 12

.C\J alligator IX.D5 39

24. boat IX, D6 42

25. dog II, D1 9

26. dancer II,Ds5 8

27. two women
In long
dresses X,D4 48

28. man’s faoe VI # Ds 27

29. person 1*03 4

30. maui’s head IX, D4 43

31. woman II,Dd24 6

32. Intestines X,D11 45

33. candle IV, D3 18

34. mam diving VI,D3 25

35. shrubs VII,

W

32

36. tree HI *05 11

37. turkey III ,D2 15

.CD fish 1,01 2

39. pitcher X,D2 50

40. skeleton X,Dds30 49

41. ohlld
sleeping VII, DIO 29

42. two people VIII, D1 35

43. frog IX, D1 40

44. frog VII,

w

33

^5. man bowing V,W 24
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Order of Aooeptanoe,
Coffey* e (1965) Norms ConoeDt

Card and
Location

Order of
Presentation

46. person IV, D1 16

47. dog* a face VI,

W

26

48. oat V,D4 22

49. rainbow VIII,

W

36

50. man I,W 5
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APPENDIX F

QUESTIONNAIRE ON ART BACKGROUND

to formulat « questions about backgroundVln 8UC
?

a way that th °y «1U be equallyapplicable to people of diverse backgrounds* But olease
?n^i

e^ eVe^ q^8tl
?

n/ e
:

plnS the pu^ osa <* the qu e 8 1 1 onna 1 reln mind. The intent is to oonsider the extent andvariety of your experience with art, in relation to thatof other students. With that aim in mind, please selectfor each question the answer that promises to comeclosest to providing accurately such a comparison.

The term "art" has many meanings. In all of thequestions it should be understood as referring only tosuch as paintings, sculptures, drawings,prints, photography as art, and the visual aspects ofarchitecture.

1. In college, how many semester courses have you had inhistory of art including courses you are now taking?

1. None

2. One

3* Two

4. Three

5« Four or more

2. In college, how many semester oourses have you had ln
creative art (e.g., drawing, painting, sculpting) ~
including courses you are now taking?

1 • None

2. One

3. Two

4. Three

5. Four or more
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3 .

4.

In secondary school (seventh through twelfth grades),about how many or how much course work did you have inart appreciation and history?

None
Less than a full one—semester course
A full one-semester course
A two semester course
More than a two-semester course

In secondary school (seventh through twelfth grades),
about how many or how much course work did you have increative art (e.g», drawing, painting, sculpting)?

1 • None
2* Lfcss than a full one-semester course
3* A full one-semester course
4. About a full two-semester course
5* More than a full two-semester course

5« In your primary school experience (first through sixth
grades) how much time do you remember as having been
devoted to art appreciation and art history?

1 • None
2. A few hours altogether
3. A few hours every year, or the equivalent
4. A full course for a year, or the equivalent_ 5* Something close to a course per year

6* In your primary school experience (first through
sixth grades) how much time do you remember as having
been devoted to creative art (e*g. , drawing, painting,
sculpting)?

1 .

2 .

1 :

5.

None
A few hours altogether
A few hours every year, or the equivalent
A full course for a year, or the equivalent
Something close to a course per year

?• How many visits have you made to art galleries and
art museums?

-
2 :

1. None
2. One or two

Between three and ten
Between ten and fifty

5. More than fifty
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8. How often have you read about art, and looked at
reproductions of art, in magazines?

1. Never
2. Rarely
3* Occasionally
4. Often

—

.

5» Regularly and at length

9. How much time have you spent looking at reproductions
of art In books?

1 • None
2. A few minutes altogether
3* A few hours altogether
4. Many hours

__ 5* A great deal of time

10.

To what extent have you engaged In group activities of
a creative artistic nature apart from school sources
(for example, sketching, clubs, painting or sculpting
with a friend)?

1. Not at all
2. A little, occasionally
3 • A fair amount
4. A good deal
5. A great deal; a major form of social activity

for me

11.

To what extent have you engaged In creative artistic
work on your own outside of school courses or group
activities?

1. Not at all
2. A little, occasionally
3 • A fair amount
4. A good deal
5. A great deal; a major form of social activity

for me

12.

To what extent have your Immediate family members (parents,
brothers and sisters, other relatives In your household)
taken an Interest In art as spectators or appreclators?

Not at all
To a slight extent
To a moderate extent
A strong Interest In at least one member
A strong Interest In the family generally



154

13* To what extent have you seen members of your immediate
family engaged in creative artistic activities?

Not at all
To a slight extent
To a moderate extent
A great deal of interest in one member
A great deal of interest generally

14. In whatever creative artistic activity you have done,
has the activity occurred primarily through your own
initiative or primarily through the initiative of
others (e.g., teachers, relatives, or friends)?

1* Primarily through the initiative of others
2. Largely through the Initiative of others
3. Half and half
4. Largely through my own initiative_ Primarily through my own initiative

15* To what extent has your viewing of works of art
(or of pictures of them) come about through your own
initiative and to what extent has it come about through
the initiative of others (teachers, relatives, or
friends)?

___ 1. Primarily through the initiative of others
2. Largely through the initiative of others

• Half and half
• Largely through my own initiative

5* Primarily through my own initiative

16. All things considered, how would you guess you compare
with other students in this experiment in the amount
and variety of experience you have had with art? You
have probably haul an amount of experience.

1. Much less than the average
2. Somewhat less than average

• About average
. Somewhat more than average

5. Much more thauri average
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