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TIMELESS TOMMUNICATION . ' |
VEHICLE IN WESTERN 'ART ' '

o

Kimball Cwen Moodie , M.F.A.
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oo ABSTRACT . N . |

. A ' \ ‘ ‘
This thesis 'is an examination of t\ody language’ as e E

a vehicle of timkless communication in visual art. , The \

‘argument': is made that.body language can serve 'as~ such a

vehicle

ause its meanings have remained consistent through. \\\ e
VoL , . N
e comprehensible to all members of western

centuries and
culi:ure-. Thlen‘, two works of art are extensi‘vel'y examined A \.
" and inte'rpx"e\ted through body language ,studi:g_s; Fram;isco |
Goy‘a's "The Third of May, :1808" (1814-15),"and Vincent Van -
Gogh's "Self Portrait" (1889). Body language expressions ‘
which are discussed include: gaze, posfiire, 'facia]rr ;xpréssion',. B
spatial behavior, bodiklty corntact, physical ﬁp‘earance’;l colour,
ahd light. The aﬁthor states how these body expressions - Y
function as cues in the understanding of the cqntent of these g
two p.aintings.“ | 1 ‘

. In the finai chapter a brief discussion is providéd.

the use of body languag‘e .vin four contexﬁpogary works of art:
Chuck Close's "Kent', (1970-71), Andy ‘T\»Jarhol's' "Marylin",

(1964) , Arshile Gorky's "The Calepdars"', (1946-47), and ’

| : .
Barnett Newman's "The First Station', (1958). R -
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¢ T CHAPTER ONE =

Introduction: Search for Continual

Vehicles of Mags Communication

in Western Art

pr3

Without knowledge of the context and
- _ thé artist's code naive subjects rarely
N . hit on the intended meaning. . . . Not
that this failure of getting the message’
speaks against the artist or his work.: 1
It only speaks against the equation of. - l
art with communication. - E.H. Gombrichl i

HR R RPN NPV SRS Lol
R .

The various forms all had meaning to |,

me. It is the spectator's privilege

to find his own meaning here. I feel

they will relate to or parallel mine.
- Arshille Gorky?2

Among the various fashions that influence
discussions of works of art these days,
one particularly disturbs ‘the artist, --
that the understanding of a work of art
is entirely a subjective affair. We
are told that what a person sees depends 2
entirely on who he is, what he is ’
_interested in, what he has experienced in
'+ the past, and how he chooses to direct . T \
his attentions. If this were true the
artist would have to believe that what : |
he sees in his painting or:sculpture is = |
. only-there because he is looking at it \ 1
and that another observer will see
nothing of the sort. - Rudolf Arnheim3. -

E.H. Gombrlch "The Visual Image,“ Scientific
American, 227:95-96 (Sepﬁember, 1972). .

2Dlane Karp "Arshille Gorky's Iconography," Arts .
\Magazlne, 50:83 .(March, 1976).
3

Rudolf Arnheim, Art and Visual Perception
(Berkeley,11954), p. 80.
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There i. ' general acceptance of work of art as a
| . "éymbdl of an artist's feelings, belie%;, and.iééas. An - | o
artist's selectioh, depiction, or creation of imagery i;

dependent on his interéfsts.
; 1 Arnheim\stqtéE the problem. Whenever a work of

art is discussed by viewers éﬁere is always the question, J
‘ . ) .

\ , "Can we assume we know what it means?" The answer often

heard is,‘"We can't reallx/ggy befause we dldn't lead

« u VA

the artist's life, we don't know his concerns, problems, or v

intentions. Furthermore, images have different meanings A

1

foi different people. Meaning depends a lot on what a

person knows, how he has experienced his knowledge, and.

-~

his likes and dislikes.
The acceptance of that answer negates art as
communication and mékes the works of an artist a self-

\ \ .
© ' analysis which onlg)he can read.

The use of symbols is common to everyone in daily
> life. Traffic‘signs, money, newspapers, television
Fﬁ%;§ programs, advertisements are concrete representations'of
f ' the concepts of iaw, economic exchange, mass communication
|
‘of events, enﬁertainment,\physical\needs and desires, and
mathematics. Man is a symbol using, symbol creating

organism. Scientists believe that this ability was a major

. factor in his rise above the other animals.4 The act of
v
[ ' -

\
Mgkeljee Raahakamal, Symbollc Life of Man (Bombay,

‘' 1959), p.
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' symbolizing is so common to our exis¥ence that 'almost any:
, object in our lives can be viewed as the physical " ) t
. . y]
" illustration of the mental concepts of religion, morality, - *
.

physical necessity, luxury, status, wealth;~philbs6§hy<\ S
w (mortality,‘life itselﬁ. Even before.making tools such as ~ "

"f}the simple hammer apd nail, man had to have a conception of

a method for solviné a problem, and then, an image of a

T Rt b s el Sepie h W E

device capable of fulfilling the method. The tools then
. become‘syﬁbols of the froblem and the solution.

A Th; process of symbc}izing gecomés even more
apparent when properties of one context are placed visibly
in another. This process is essential to representation
‘of any t}pe in the arts. An artist is not an entity

\ \

floating freely in space, but a human being existing on ' 3

planet earth. He must draw the representation of his

tﬁoughts from his mortal existence. When the average man
looks at a painting he does nét eépect to see only pigment : )
on canvas but repnesentations of the artists' knowledge.
Hopefully, the understanding of these images would
be available to the majority of peoplg; if only because
cultural interaction is based on thg shari?g of knowledge.
This thesis.is an examiﬁation £ some\possible vehiéles of
communication‘in the visual h. s that are understandﬁble
to the populace of Western culFure. This author believes

\ A

" that such vehicles should have a' timeless quality and should

be relative to ‘the averaée man's experience. )i : \\

\ e
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5 The discussion is restricted to Western culture

because the establishment of bases fotr multi-cultural
‘communication would require volumes of ¢ross cultural

g O
comparisons. In fact, the establishment of multi-cultural
¢ ) \\ . -

v vehicles of mutpal communication may be impossible because

Western society and many other éultureé do not even share
simi;ar manne£§ of\reasoning. Western societf's daily
philosophy is concerned with logic, monochronic time which
e@phasizes segmentatibn,s the rights of the indivi@ual and*
the identity of each person’.6 It also emphasizes a sense

of competition among men in order to establish hierarchies.
The Japanese find Western logic strange and, ineffective in
arriving at decisions because it fails to consider all the
exceptions andovariahilitiés that can occur.o7 They use a
larger, mére inclusive frame of thinking. Also, they‘uée

. !
polychronic time, which emphasizes that deveral\things are

T

‘happening at once, and stresses involvement of people énd
\ . p

completion of transactions.8 They do not think in terms of

LN
individuality but inclusion in groups.9 In Japan, the

] , o0 ] . . . .
actions of one man are not seen as his ow? responsibility,

- 'd \

[+ W

-2 : {

5

61pid., p. 231.

R N
© Tibia., p. 213. u | -

81pia., p. 17.

1bid., p. 161.

E.T. Hall, Beyona Culture (New!rk, 1977), pp. 9-19. -

—

e o

L

[
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Qut.of his group and particularly, the leader of the group. |
N ‘

If the MaiLai massacre had been comm%;ted by the‘Japanese
( f

they would not have blamed the subordinate, Lt. Calley, but

a general would have resigned for failure to maintain >

control of his subordinates.t® The image and workings of

the group are one reason the Japanése try to maintain
amenities and cordialities. ‘The act of show1ng anger is a
loss of control which disrupts the éohe51ve character of ;

11 : ‘

the group. In Western gulture, however, to show anger is

a means of establishing one's individual rights.

4

Before beginning/the search for suitable vehicles
of communication it is hecessary to establish what can be

con§idered communication in the visual arts through a large

2

tine pefiod.

Geoffrey Hellman believes that there is a séhere of

12

{
meaning within a cultural tradition. He states that even

when the interpretation expressed by a given csmmunity is

\

‘not an exact reflection of the beliefs expressed by a work

of art for its original audience, there may be a suitable
affinity, looser than translation, to those originally
expressed beliefs. This reinterpretation is an outgrowth or

extension of the original:%?

10rpia., pp. 112-113.

»'111bid., p. 112.

Geoffre§ Hellman, "Symbol Systems and Artlstlc Styles',"‘
Journal of Aesthetics and Art Criticism, 35: 290 (Spr:.ng 1977).

. 131pig., p. 290.

)
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His example is that much of Bach's saqred music
expressed "Chrlstlan fear of God" ‘for the Lutheran

congregation. In a 'modern, civil community, the samg work

‘may not express any equivalent beliefs. Even if tHe civil

commuﬁity were capable of applying an equivalent/it need

not play the same role as the original for the/ Lutherans,

i

or for the community. Yet, this doesn't meah that there

are not attitudes expressed by the music at play a similar

. role in overall understanding. Man is fapable of seeing

"Chrlstlan fear of God" as a more general phenomenon called
"awe gf forces beyond mortal control." This is a belief

[
that, .in translation, the Lutheran congregation might well

\ . N
have understood. There is then a transfer.  of expression
from one belief to another which, though not a translate

in the exact serise, névertheless includes it. One gould
‘ |

theorize that here is a general instrument EQrough which

AN
interpretations evolve and culture continues.

Third‘of May 1808" painted in -
' {
1814-15 (illustration 1, p. 7), represents the execution of

Similar examples i;/ he visual arts are not hard to

find. Goya's painting "Th

unarmed persons by military groups. In this instance, the

visual arts may have the advantage over music because they

‘can present a graphic .illustration of the subject matter.

MY1bia., p: 290, 2 ‘

15

|

\

H.W. Janson, History of Art (New Y‘brkk, 1970), p. 479.

Fo
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Francisco's Goya. ."Third of :May, 1808."
1814-15. (Turn page to side). -
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Is'this level of communicatiqn satisfactory° Man \
l l
deals contlnually with generalltles in daily lﬁfe. It is

. 3

5

necessary so that one is not belng continually tled down

" with an ove;abupdance of useless information. When someone
. \ .
says, "I am going to my house," the word house is a
4 ! < -
satisfactory degree.of communication.” The house could be

q

new, old, bricﬁ) stone, peat, wood, one-story, two-story, 0
four-story, or it could.be a flat. Whatever it is, the : -

wbrd house implies a permanent awelling, as opposep to a [
, v « o . f
nomadic one, in which a unit, usually a family, resides.1®

. ’ .
House is more specific in, describing a family dwelling than

the‘words"wa:ehOQSe,‘ 'hotel,' 'office building,' or . . ,
& . ’
'school, ' although all of them share physical attributes;

:wails, ceilings, floors, doors, windows, .etc. The wéﬁd . .
house, therefore, can be understood as qeneral and spec1f1c { i Q

)
at the same time. Yet, 1t is satisfactory as communlcatlon

'in daily life. -

Goya's painting is specific and genefal at the same
: ' o &

‘time. The actions in it could represent a large number of"

| .
executions by the military in human histpry; but the concept

¥

[] A ! [ [ 1} » * (] .~
of it .as an example of the atrocities of war is specific 'in

§ ' - 9

comparison to all tBe atrocities of mankind. Sp it also is - 7

satisfactory as communication in daily life. . -

. [ ' B
A \ . - ~
4
v 0 . & * oA
- \ . -
L . ' ‘ - »

16Davxd Guralntk (ed.), Webster's New World
chtionégx (New York, 1971), p. 362, ‘
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Furtherﬁbre, this type of cbmmunication'echoes_

Gorky's statement, (see footnoté "2), concerningothe
spectator's ability to parallel‘the"artist's meaning.
’ ] i R [
Panofsky states that content in art exists on

three 1evels. The-first is called intrinsic meaning or

3
?

content These are'the'ideaé that reveal tﬁe basic.

concerns of a4 time period, natlon, social class, or - -~

.

rellglous or philosophical bellef They are qualified

by an ?rtlst and’ condensed into hxs work. 17 R

©

A

ﬂ The second level is th of conventional subject

‘matter" In it, themes or concepts are connected w1th

' singular artistic motlfs, or combinations of them. MOtlfS

& &

" recognized 4% carriers of conventional meaning are called
"images." The combinations.of "images" aré€ what ancient

S, .
art historians named "invensoni." ; Today, they are called
e - s

stories or allegories. ~Iconography is the’ identificetion

Ve

The third:l;vel PAnofsky-nam;§ primary or natural *
shbject”matfer and he subdivides 'it into féctual,and o
expressional. Configurations of line andlcolor, or ghdped
lumps of‘éaay, bronze or stone act aslrepresentations of
natural(Bbjects_like human beings, pla;ts, aﬁimals,' -

dwelfﬁngs, tools, etc. Bysseeing their mutual<re1atiénships
[ 4 '

“\
l7Jan Bialostocki, "Iconography and Iconology,
Eq¥ycloped1a of World Art, 1971, VII, 776=777.

18 . \

- N\

’

¢
o
[ e

S

-



Ed

"~ +illustrates the Hiqﬁr§2}aissance concerns of relidion,

10

as- events and by discerning expressional qualities like

L]

the sad nature of a pose or gesture, or the homelihe and
serene dtmosphere of an interior one recognizes the world

of pure forms as the bearer of primary or natural meaning.
. Fy K
The forms of primary or natural meaning make up the world

of artistic motlfs.19

All three, or two, or one of these levels can

exist in one work of art.
N | ‘
Leonardo's "Last Supper," painted between 1495-98y
A X

'

classical tastes, and the artistic sciences of perspective

and organized space.20

It also depicts the story of
Chrlst s "Last Supper" and hlS betrayal by Judas. The
anlmated gestures and poses of the disciples exhlblt the
'character of the moment when Chrlst~reveals that one of :
them has betrayed him.
Rembrandt's "Doctor Tulp's Anatomy Lesson" of 1632,

shows the Dutch Baroque.interest in the development of‘
(] hY
medical science.\ The forms of the facial reactions of the
) -

e

@ Ibid., p. 775.

20pe1en Gardner, Art Through the Ages (New York,
1970), p. 453.

21

Ibid., p. 453. | N

"

21 o . .

~ :
\‘pupils illustrate their concentration or boredom with the °

!
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event.22 The naked and dissected body shows a practical

manner of learning about human anatomy.
Edvard Munch in "The Scream" of 1893, used long .

wavy lines, coupled with facial expression and body

gesture to create an image of feaf.z?

It should be apparent that whereas the t%ird levei

-~

can exist alone, the other two are dependent on it to give

i} . .

them form. !

]

'Intrinsic meaning can only be fully understood

through a knowledge of the history of cultural symptoms.24

’

The concerns of a past nation, class, religious or
philosophical attitude is tge work area of a specialist,®

‘an art historian or anthropologist. Thenormal individual

L

generally has a knowledge of history that spans his own
life time. He may, ¥rom school, .from being well read, or

from watching historical movies and documentaries have
L]

‘some general education of past periods. Still, it would be

extremely doubtful,tﬁat this would be specifically

o

_ significant enough for him Eq understand the concerns of
all societies of Western history through\art. There is

. "
very little chance that if he saw Raphael's "The School of
. : ) ’

\ ' _

[

2
p. 372.

N " N \
2William Fleming, Art and Ideas (New York, 1968),

23Janson, P 513.

2

4Bi,.alostocki, p. 777.

|

!
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Athens,” 1500-31, he would reéognize the‘figures 6f Plato
and Aristogle\ané know that the fresco reflects the
Renaissance preoccupation with thé four domains of
learning-<theology, philosophy, love, and the arts:25
Since interpretation inlthe intrinsic sense dgpends’upon a

bulk of information, which is not in the repertoire of the

average man, it is not a valid basis for mass communication

W il

in art.:

A large knowledge of stories and aliegories, their -,

. — . |
recognition and meanings, is likewise restricted to the

" specialist, individuals who have studied exﬁensively .

26

literature, mythology, and religion. The aﬁerage person

»
has usually ¢ome into contact with some of the stories of

e Bible, phrticularly, the life and sacrifice of Christ,
perhaps with the legendé of the Trojan.wars, maybe the myths
,of‘Hercules, but it is unlikely they know the story of the
"Rape of the Daughters of Leucippus" or what the "Birth of
Venus" represents. It is true that storiés and allegogies
are often about moralities, events, or lessons of yisdom'
that are rel;table to daily existence. For instance, the
myth of "The Judgement of Paris,” }epresented by Rubens in
f€38, may parallel the character of a modern beauty pﬁgeant.

However, it is necessary that the third level of form and

\ *

25Janson, p. 370. -

26Biaiostooki, p.- 177.

o
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atmqspheré illustrate sufficiently ‘the comparisons betwéen
the painting and the pageant. Otherwise, the viewer miéht .
see it 4as Q‘han offefiﬁg three women an . .apple for sexual
favours. It ié the dépeqdéncé on the recognition of motifs
as images of particular é%ories and also the connection of
fhgse stories"with definitg léssons or wisdoms that make
Panofsky's secogd‘level of\content a difficult form of |
communication. The common man does not carry sufficient
meﬁtal information, concerning mbtif recggnitions and their
subgéquent allegoricai,megninqs, to make conventional
\ subject matter a large producer of communigation. v
| | . ‘ It‘ié the third levellthat offers the only probablé
area of ample'understgPding: Shapes and'atmoséhere make
. " up every éituation of visyal experience. It is possiblelr '
that their various emotive properties are common to

*

everyone's existence. 1In order to explain the presence of

4 |
. these properties in art, an identification of some of their

visual representations is needed.
I .

. v .
Suzanne Langer defines art forms as "affective

]

symbols" in which meaning is perceived as quality.27 A

.

qork of art is imbued with mood or emotion that correlates

with what it visuaiix represents. It functions as a qymbbl

to formulate experien;é\efd éiesent it objectively for

N

27Rosario Ausunto, "Symbolism and Allegory," “
Encyclopedia of World Art, 1971y XIII, 802.°

* \
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| T
contemplation, ‘logical intuition, and then recognition
. ’ o -
. 4
and understanding. A good work of art formulates the ..
appearance of feeling, of subjective experience, the

~ N
s we all

character of so called inner life, the emotion
~ M 1

28 ' :
feel. , ) -

Langer makes the choice between discuréigeSand | :

non-discursiveesymbols. Discursive symbq}s correlate names
lA e,
and cdoncepts. They are verifiable, duplicable, and have' L »

]

a defined syntax and order. A knowledge of word meanings,

and grammar is a knowledge of discursive symbols.29 T

~:
M
~

Non-discursive symbqls depend upon personal oo
perceptiogs, iqtuition, and Airect insight for understand}né. ‘
They do not have a éocially defiﬁed\syntax ané\srder.30 ? s
Form and atpospheré are non—diécursive symbols. " Their i !
meaﬁingb are not based upon preordained rules‘but r;£he§

o6n the manner in which they are used. Their meanings rely v
_on their relationships with the other elemeﬁ%s with which . »
they co-exist. A dark atmosphere can ﬁave two separate

effects. If used in connection with dampness, heévy
\

breathing, clinking chains, and cries of pain, it can be

- ‘ZBSuzanne Langer, Problems of Art: Ten Philosophical ¢
Lectures (New York, 1957), p. 133. .

29
Ibid., p. 68.

30

Ibid., p. 26.




. 'part of a terrifying éxperience. .Whé it aﬁpears
‘simultaneously with sd?t moans of pléasure and twe figures

" : in a bed m§KIhq love, it can seem romantic and sensuous.
: \ ¢ [
-~ f "‘ . .

» A dark athSphefe %s & non-discursive symbol because its
\ ;

t 1

- . meaning is relevant to the system in which it is used.

Both discursive and non-discursive symbols have

1

N " been used in art. The crucifix is a‘gopd example of the
e . continual appearanée of discursive symbols in art. 1Its

meaning of Christian faith and sacrlflce Qgs lasted for
two thousand years. The bone of coritention with discursive
symbdls is that their recognition aﬂd'meénings are not

"élways consist;nt, but can chang? through time. Tﬁe |

Y - éwastika, originally a symbol of tﬁe ancient Greek cross,

* synonymous witﬁ“&ell being,3l became through the Nazi

party, an-emblem of terror and facism. Winston Churchillis
two finger "V" for victory sign was used in the ninetgen—
sixfies as a peace sign. A differenée of twenty years

32

. changed its meaning. The "Manu Pantea," a hand sign of

the Middle Ages, uséd three fingers and the’thumb to

. represent the relationship of the Holy Trinity. :'This

d . -meaning was almost common knowledge in the tenth century.3}

y

vl 31J“A Bates, "The Communicative Hand," The Body as

a Medium of Expression, ed. Benthall J. and Polhemus T.
(London, 1975), p. 179. °

— * 4
327pig., p. 179. . C Ty >

]

331pig., p. 179. _ SN

e bt e R
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Today it is lost to anyone but scholars. Although some
discursivalsymbols are strong and their meanings exist
through tiwe, others‘lose or change their spirigpover a
relatively short perioq. Discursive symbols exigt in
Panpfsk}‘s first two levels of content. They, %g a group,
have the problem of inétability\of ﬁeaﬂ}ng and, therefore,
are an unreliéble form of continual communication. ,
Non-discursive symﬁols, since their meaning is based

upon the context or situation in which they are used, . are

o

not easily identified. Langer says that the interpretation

34

of art is through the non-discursive mode. One form of

communication in which meaning is also based upon context;
and which is heabily represenfed in tﬁe visual arts, is that
which the ‘kinetic scientist, Ray Birdwhistell, and the
psycho%ogist,\Michael Argyle, call bodily communica{:ion.35
The areas of communication in which they apply their research
‘are:.facial'expression; gaze; gestures and bodily movements;
posture; bodily contact; spatial behavior; and, clothes,
physique and other aspects of appearance.36 These are the
vehicles of communiéétion as depicted in art which fhis

paper'will examine. For reasons o$ simplicity, this paper
oy (SN

will confine its discussion to painting. Also included as

\

34Langer, p. 68.

)

35Michael Argyle, Bodily Communication (London, 1975),
PP. 251-252. ° . .
‘\1 3‘ -

6Ibid., p. 3.

|
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vehicles will be color and liéht because they are part of
physic;i'appearanae\and spatial behavior. Their proper£ies
.can change the nature of’situations, and consequently the
context of the otherEVehiclesf Henceforth, so that there

is nét a confusion of terms these vehicles of communication
will collectively be called 'body language.' |

The selection of these ;léments as vehicles

reflects Laﬁger's ide; that mood or emotion is correlated
‘with what art visually‘represents.37 The facial éxpnession
of a smile, depending Gbon the context in’whi;h is is used,
can v;gually representlhappiness, pleasure, or contenﬁmenﬁ.
If seep_in a painting, on a person's face in conjunction ‘
with the act of making love, it is understood as a signrof
sensual pi;asure. If seen on the face of a man watching
Jhis family engage in domestic activity, it can represent

§

contentment. ' ‘ s

- - L

The selectian of body languagef;s the vehicle to
be discussed is not meant as a‘negative reflecgion on other
elemsnts of paintiﬁgs, or as an insistence that they are the
‘only vehicles possible. The thesis merely wishes, to use
them to show that communiﬁétioﬂ, as earlier defined, iﬁ -
pogsible between artist aﬁa viewer over time. There are

other features, such as texture which alse may have recourse

to -human experience that would allow them to serve as
\

37Lgnger, p. 133. -

s
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t

Cegtainly, it can be argued, ‘as Arnheim has done,

that the formal pfopertiési line, shape, balance, space, ' and

dynamics, are adequate means of communication, but this
paper does not wish to be a repetition of Arnheim. He

also states: ‘ \
k .

The face of a person is more readily 7
perceived and remembered as being
alert, tense, concentrated, rather ) '
than being triangularly shaped, having
slanted eyebrows, stnalght lips and N ’
s0 on.38 :

. Thls staﬁement reflects the concept of the theﬁls s

Whereas line and shape can show-feeling, they

e
~

are often used to form representational matter, such as

spatial behavior or facial expression. These representations

carry with them their own variable messages’tdken from and ,

4

illustrating human experience.
The arena of pigments in which these prbpertieStare 1

most clearly illustrated visually is that 6f‘European oil

39

péinting between the years 1500 and 1900. In the h}story

of art, this period is the most continual of representgiional
form® and space, as opposed to’abstract or flat forms and’

space. For reasons of clarity, the major discussion of how

body language can transmit feeling, will be confinaq to works
' ~

of this period. Naturally, these paintings must contain

4
: 38Rudolf Arnheim, Art and Vlsual Perceptlonp The
New Version (Berkeley, 197ZT, p. 455.

ﬁ 39John Berger, Ways of Seeing (Landon, 1972), p. 84.
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‘human beings. This restriction does not mean that body

 language does not function in other types of}painting such

as surrealism, cubism, pop.grt, abstract expressionism,

-

etc. In the conclusion of the thesis some ekamp%es of how

. { ‘
these vehicles are used in more modern styles of painting

- will be 'discussed. ‘ . {

ﬂﬁ?@afurther tapering of subject matter is required.

,Zz; ’&;;)f .‘ g ; ‘ ; - A ’ M
Philip eam40 and Johﬁ‘Berger41 botth ask the question, "Why
. . ' {

does one artist remain popular .while another fades igto
obscurity?” A simple but Ehallow answer would @e that
authorities tell the populace which ﬁaintings are great and
thus insure }he artist's fame. Neither Van Gogh nor Gaugain
were recognizedlas “maste;s; until after their deaths.\

\

Rembrandt died in obscurity. The art authorities of their
\ - ‘ Lo

\ v
_times did not always choose wisely. Another and better

answer is that the art which endures has an alphabet taken

from characteristics of nature and human life which remains

42

significant to every generation. Masters like Goya used

 this alphabet to paint timeless meaning. Others, like Alma

adeqpas were forgotten43 because they buried their meaning-
T euK

.

40Philip Bea%, The Language of Art (New York, 1958),

p. 133.
4

lBerger/ pp. 87-8 f . \
42peam, p. 133. . . . '
I

431pid., p. 144.
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under masses of historical céstumes, settings, ;ennd
access:ories. The thesis limits its theories of
communication ﬁo paintings which ha;vé remained famox;s; the
major works of masters. like: Michelanéelo ; Leonardo da
\vir‘xci): Durer; Titian; Franz Hal.ns;‘ Rembrandj:; Rubens; -
ﬁelacrcix; Courbét; Van -Gogh; Gaugain, etc. This '
qualification<“makes the bime span selected for the
examination of the. theor)} more relévant.
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. CHAPTER TWO
[ ' ‘ Ve
"Establishmenti.of Body Language .
as Mass Communication . v

/ Through Time

R o

Y . -~

Before examihing body\language as a vehicle of

communication in the afts, two vital principles must be
J . N
established. One is that the populations of the different -

o

nations of Western culture cén rel@ke to and comprehend
eachoother's‘bodily expressions.ﬁ‘The secoﬁg is that there
ape~}easons tP believe that these comprehensions are not
the:result of recent developments but are constant fgropgh
centuries.

"

The Western Européan peoples have féught, plundered,.
conguered, intermarried, rapea, allied and traded.wi£h eacﬁ'
other throughouthﬁheir recorded history. Rome once ruled
most of them. They share Christian férﬁ§~of reiigioﬁ;

Their family structures, educatiognal donceptg and facilities,
7 : " .

fredical practices, and styles of drdss are similar. The

°

'ws andhcourts of the different nations, more often than
;ot, reflect the\samé ideals 6f ﬁofality. Qheir £3rms of
government have mutually evolved, with the exception of
Spain, from feudal states to democratic administraéions.
Tpe bulk of the early "é'ettlérs that came to North ¥merica,
and eétablished its, social and moral codes, also came froq

these European states.
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) 4
The plays, poems, philosophies, histories, and

novels of rpe difrerent nations have -been translated into

-~ 1

. . Ju - : s
and enjoyed in the various languages. Operas, symphonies,

and theatre compéhies, all playing the works \of fellow

countrymen, have travelled Europe. ; Painters, sculptors, and.

e » o

arthitects have moved from country to country, learning,
working, and exhibiting. In Renaissance times, Rome was

the centre "Of the ‘Christian world and artists from the

S,

northern” countries .came to study, 1ts frescoes, architecture,

\ >

and monuments. It was not.uncommon for; famous artists to

. - .
work for several different patron{L‘ Leonardo da Vinci

worked for the Duke of Milan,:the Frenbh.Court, and the

a v

city of Florence.I RuSené:had a large'international

market. Often &orks of art were glven by one King to

bl ‘ L)

another as gifts.” The BronZino painting, "Yenus, Cupid
\

Time,” and Love" was given, by the Grand Duke of Milan' to
the King of Franc§%~as a,present.z:. SRR ¢

i
N

»

It~§ould'be remarkable if sharing these and ﬁany
R A ] g

"1

A3

other characteristics and interactidns, the populationsvof

[

Western Europe and North America did not experience a wide, .

|
range*of similar emotive éxperiences.

»

fDespite all this, an assump%ion:ofﬁen made is that..

groups like the Eﬁglish(and Italians are'incapable of«
b M . .

|

. 1

H.W. Janson; History of Art (New York', 197m, p. 349.

-

zﬁo?n Berger Ways of Seeing (London, 1972), p. 154.

s
I

R

-
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understanding each other because their emotive natures are:
differeng. ‘Tbe_EnélishJare seen as emotionally reserved'

while the ;taliaﬁs are viewed as emellonally energetlc.

_//

A test by Argyle, Klmako Shl@Oqe and’ Plo Ricci Bitti '

"9 X
discredits such. aq assumptlon. They had Italian, English,

" and Japanese subjects assess emotional performances glven

by persons from;each.country.' The Engllsh correctly

~tg

39

identified their own, the Italian, and the Japanese emotions

!

correeply, é2%, 53%, and 28% of the time, respectively.

The Japanese identified the Engllsh emotions 57% and the

‘

Itallan emot;ons 58% of the tlme.\\They only chose thelr

3

own emotions correctly 45% -of the time. Percentages of

over fifty‘are eonsidered positively high in psychological

“studies where judgement is usually dependent on two or

three isolated cues. Ardyle states \that these findings

4

prove the English and Italians quite capable 6f judging

each other's emotionai states well.4 . £

The most populat medium of entertainment today is

i »

video in the forms of telet¥ision and cinema. American
‘ el

programs like Bonanza, Gunsmoke, Bionic Man, and Leave it to

Beaver, .have been\enjoyed on European television. Jaws,

-

the Exorcist, Last Tango In Paris, Star Wars,‘and many

other movies have played to packed theatres in North

\ * ) -~

| I

pp. 76-717.

4vbia., p. 77. . )

»

M;gg\gl Argyle, Bodlly Coggpnlcatlon (London, 197&,
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i

Agerica and\Europe. There is the Cannes festival in which N
films from all over the world are éwarded prizes for quality
'by international judges. Such awards can often influence

1

.the critical and financial success of a film. It can be

1

hypothesized that the understanding of these television
]

programs and films is based on the translation of spoken

\
i

dialogue. Argyle states, however, that in normal

situations, non-verbal signals outweigh verbal signals by

.

. Ofive to one, and that when they are in copflict, the

;

verbal messages are virtually ignored.sa Therefo§e, the
N L 4

body language used inhpopular video have to be non-confusing
\

and communicative in order to insure popularity arnd
financial success in Western markets.

\ Marshall McLuhan believes that television is a cool
* \ , "
medium which needs viewer participation to complete poorly

defined pictures. The constant use of the close-up focus on.
actors' pretended mental states create§ in viewers, a desire

- . i
v for deep involvement with the image.6 So, according to
w

McLuhan television not only relates experiences to people,

but also actively involves them in emotional occurrences.7

. The viewer has to participate in the program's emotional

L

5Michael Argyle, "Syntaxes of Bodily Communicatioﬁ,"

Body as a Medium Expression, ed. Benthall J. and Polhemus,
T. (London, 1975), p. 152.

6Argyle, Bodily Communication,\og. cit., p. 371.

7

. Ibid., p. 371. : e "




of former times with famous mddern images. Goya's central

’ 25
situations for television to be successful as communication.
If this is true, actors are really communicating their

1

television roles through body language. R
L1 , \ \ h

McLuhan further states that mankind is moving
throﬁgh mass media towards a global villag‘e;'8 This could *

be seen as an implication that the body language seen on
television isAonly relevant to mass communication inlpresenL
times. Tﬁat is toisay, that»@étual forms of body language
have only been developed in the\last tweﬁty-five years,

One methog of relating Eody language of pééﬁ and

‘present would be to compare the body expressions of the art

figure, wearing the white shirt and yellow’ pants, .in "The
Third of May, 1808" is alyost identical to thé young girl

in the famous photogfaph of tﬁe’Kent State Killings of 1970
(illu;tration 2, p. 26). The situations that caused béth
expressioné are similar.‘ In Goya's paintiqg, armed soldiers
are‘executing unarmed citizens. At Kent State University,
demonstrating but unarmed students were fired upon by tﬁé
National Guard. Both figures, in photograph and painting,
express shock, terror, and a plea for aid. - (A skeptic's
viewpoint may be that such similarities are random

coincidence and prove nothing without a wider range of

comparative situations and expressions).

l
-~

81bid.

P

e i 5 & E porde + 4=




14
’
=
R
ety a
P
1
.
\
- .
\

;
-t
N
»
“r
AS
*
.
—— e

IR R —
ILLUSTRATION 2

L A e
Yo, o€

.

il " ;

-

1S

%‘:“E;;{'

3 {5':‘\--,‘
PId .

5
! a4 " =<4
L\ o=

- MRS PN |

- Cover of Newsweek,

L T s L T A YIRUCRY

e 2 o) prvn”
May 1
Kent State University.

8, 1

\ s

= 3o Bl

YIRS




3
-
e e 58 s o

Srcaie

27 - ‘ )
An individual who is not skeptiqalvof;gpcp )
coincidences is John Berger. 1In TW?ys of Seeing" ﬁe argues'
that modern day publicity relies heavily on the language of .

oil painting. Berger feels that one can take the

v

A .Muﬁ.ux vt

advertisements in modern magazinés, walk Ehroubh a éhopping

district looking into the display windows, then survey the !
' i » g
pages of an illustrated museum cakalogue and see how much

4

they encompass each other.g' A few other indicators of
equal experience between the two media that he finds are:
the .likeness between the gestures of store mannequins and

'

mythological figures; the similar poses used to denote

PETTY et

stereotypes--serene madonnas and mothers, free wheeling

secretariés and Kings' mistresses; and, fepreseﬁtations of

past domestig¢ wives and modern hostesses.? Illustrations o
3 and 4, p. 29 taken from "Ways of Seeing,” show two typgs
of~comparative poses and situations that occur. 1In

illustration 3, J.A.D. Ingres' painting of "Jupiter and » i

o
i

Thetis" is very like in body poses, body contacts and - .
facial expressions’to a modern day advertisement.ll In
Ingres' painting, thg god Jupiter is adéred by a young"
woman. In the advertisement, of illustration 3, a man

makes all other men faceless, aﬂd/thus, himself god-like,

9Berger, p. 138. - . ¥

(’\ .
\ loIbid. . , (//'r-w
. ’ § - \
Lpia., p. 140. X
\
\ o
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N ' . : .
because of some product he uses. This product makes women

vt

‘Physically worship him. In illustration 4, a close-up -

gomparisbn of the woman in Ingres' "La Grande Odalisgue"

and a cheesecake photoggaph in a modern girlie magazine

shows both women responding Qith ch and sensuality to

the viewer.lz In this case,'the vi:ig;\iS“tikeiy-meant to
<

\ ) .
be male. Berger thinks, and this author. agrees, that
i B
cer%ainlimages, conyeying definite mental and physical

stimulations, common to the past are still to be found.

\ . .
‘today in advertisements promoting commercial products.

Mime and the circus are two of several modes of
entertainment employing body language thatu;ave been éresent
since early Western culture. The great French mime- Marcel.
Marceaurhas performed in'many countries and hag had few
prdblems in conveying the intentions of’hi; acts.

The circus‘haslexisted sinée Roman times. The Roman
circus is more famous 'for its gory gladiator bouts, but it
contained acrobatic, juggling, mqgic, and trained. animal

acts. In medieval times, bands of troup&dors and acrpbats
| - 13 =

X .
-performed throgghout Eurbpe. In 1770, the circus as we

know it, was bern when the equestrian Astley founded a

riding ring in London.*® 1n 1887, the Cooper and Bailey '
121pid., p. 55. . g
13 IR Y \

Paul Bouissac¥ Circus and Culture: A Semiotic
Approach (London, 1976¢%, p. 1ll.

l41pi4. - o B
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ILLUSTRATION 4

i /

ILLUSTRATION 3

Juxtaposition of
J.A.D. Ingre's

"Jupiter and Thetis", 1811

with a Modern=-Day
Advertisement.

- A close up

comparison of the woman in
~Ingre's "La grande Odalisqu\e,“

1814, with a cheese-cake photograph | -
in a modern 'skin' magazine. .

"
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‘acrobatic, ™dnimal and clown performances go throlgh manx\of

the same routines now as they did then. In ihe Roman era,

\ ) . 30‘ h \

circus, from America, touEed the world to great success,
entertaihing royalty and commoners a‘like.ls During all
this time, the character of circus acts has remained ‘ |

remarkably similar. 'The physical supports of acts may have

°

changed, machines and steel replacing muscle and wood, but

< 16

a featured act was a tight ropé walking elephaht. Today,

17

the same act can be- seen in many circus shows. '

e . : . . t
An objection against the circus serving as a contexﬁr

‘in which body language continues througﬁ/EEE;T—;ould be thét

the nature of its performances is simple and produces but .
three responses; awe, suspense, and fear. Certainly, these

elements are contained in circus acts, but the acts can also
. " /} o
demonstrate a much wider range of experiences, from N
1

illustrations of amorous love to trust and discipline. A
lion tamer's act, for example, can-be regarded as a wide

- » .
variety of manifestations of sensations dependent upon the A \
costume he selects and his and the animals' performances.

The lion tamer may wear a superhuman wardrobe; tights, cape,

and an emblem. In such a suit, if he smiles agd looks »

\ ' \

lsHubbard\Freeman, Great Days:of the Circus (New
York, 1962), p. 63. - p o

16Boui’ssac, p. 1ll.

\ ' I
17 1pi4. x
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confident, his actions would appear as phenomenal feats of
. N

physical ssuperiority and courage. If he appears dressed in

~

a uniform, stiff-faced, and runs his animals through a series
of’regimented routines, his piece would become a display of
disciplined timing and training. When dressed as a
gentlemaF, in a tuxedo and tie, the triner's polite

behaviour would contribute to. an act seen as cool,fpolished,
\ 1N

and austere. In a clown's suit, the trainer's performance

can be full of precarious coﬁedy and his safety seem based

qn bumbling good luck.1® \ !

N -
The manner in which the lion tamer uses his animals
[

) . »
. also influences his audience's responses. Standing close
¥ ' to the lion, with its head upon his sh?ulder, the trainer
and his animal, swaying to music,ﬁsan be seen as intimate

lovers.lg The lion tamer will sometimes ride a lion, in

' \
which case he refers to man's trust, dependencé on, and
20

¥ mastery of domestic animals. In addition, he can carry
the‘animal across his shoulders liké a lamb and be the
good shepherd,\kind and responsible.: Fihal}y, atléhe end
of an ‘act, the lion tamer can carry a leopard off in his

arms, appearing as-a loving and protective father figure.21

\\ .. \lsIbid- 1 po 16.

1%1pid., pp. '105-106. o \

, W 201p34,, p. 106. \ .
t © 2l1pig. ‘ ' &

\ ‘ | : | . |
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All these options of dress agd action ¢ould be \
viewed in circus acts today and yesterday. A Roman 7
uniform and that 5f a nineteenth century soldier may not
be made o£~the same materialé} but\thy have qualities
whicﬁ place them apart from the dress of the average
citigen of each time. Epaulets, weapon beltﬁ and metal ' :
breastp%ates.are not civilian attire but are associated

with military groups. The clown's brightly coloured

\

they are now. Furthermore, what sets a clown or soldier
. . .

- apart from a nprmél civilian and adds validity to his

costume and funny face were as accessible in the past as g

character are his actions. Actions define a person's role
b )
\ gnd a soldier's or a clown's role has changed little
between ancient ;ﬁd modern times. ‘

To exist and be fihancially successful a large ) #
circus has to appeal to an international audience.{ It is ‘ ‘
obvious then, that its code of communication is not .
;gstricted to a particular group, nation or clasq, but is
shared by people speaking varioug languﬁges and

: 23

experiencing different ways of life. In "Circus and C |

Culture” Paul Boussar writes: . l

A circus performance tends to
represent the totalitv of our' :
popular systems of the western : . "
\ world. It actualizes all the

221hid., p. 4. , ) | ‘ .

23Ibid. Fi p. 5- ! '. N .
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fundamental categories through
which we perceive our universe .
as a meaningful system. According
- to this cosmological vieW of the
circus, the constituents of the \
- acts are symbols or tokens of their® \ ¢
class, and their identification
constitutes an important part of
the decoding process. A circus
performance is easily understood
because, in a way, it is redundant
with respect to our culture; and .
it is™ratifying because it enables K
. .us to grasp its totality in a .
. limited time and space.24 o

- Now, if a circus act can pick'symbols or tokens of \

emotiye categories, it is not impossible for an artist
to do the same. Leonardo, Rembrandt, Franz Hals spené
hours and days in public taverns and markets drawing the
populacef It is very likely that they Sécame exper;s in

the psychologica% properties of gesture, pose, spatial

~

situatidns,'and other body languages. Leonardo wrote:

A good painter has two chief

objects to paint--man and the
intention of his soul. The

former is easy, the latter

hard, for it must be expressed

. ® by the gestures and movements ,
: of the limbs.25

-

There are several visible comparisons between the

manner in which circus acts and pain;ings depicting humans

¥

are defined a®d formed. 1In a circus act, the eleﬁéq{i\are:

\,
\
|

™ \

v . rd

o
' A
.-

24I’bid0‘, p- 7 . . i "\ ? \
25Héleanqrdner, Art Thréugh the Ages (New York, ’\\\
1970), p. 452. ° , R
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A

the social behaviour of the performer as he enters the
- r ring, during the act, between sequences and as he leaves;

\/‘( 7 “\ ' : : *
E\ the performer;l costume which he can choose from several
- \

possibilities; the accessories a performer uses and the
g

style of their decoration; the technical,performance of

°

the artist during the act; the lighting effects; the [
. " music; linguistic messages.26 Except for music and
. )
linguistic messages, a painter can use all these factors.

His figﬁres can take part in social behaviour. They can

t

be seen emotionally leaving or entering spaces, or’ they

( 1
! can appear separately from the action. Pieter Bruegel's .
3

"The Peasant Dance," 1567, (illustration 5, p. 35) shows -

5

figures dancing and intimately kissing. Kissing iszspcial

behaviour linked witH}sex and romanticism. Dancing is an

Cil © e s . . ‘ .
amusement associated with social interaction and celebration.
Y

SIS o 0 bt it i = &

Michelangelo's "Fall of Man and Expulsion from Paradise," \

PR SO

1508-09, (illustration 6, p. 36) depicts Adam and Eve in

} - ~ shame as they are forced from Eden.27 This is an example

| : S 6 -
' of emotional behaviour by two figures departing aparticular f

space. Leonardo's Christ in "The Last Supper,” 1495-98 S |

-

- . ' (illustration 7, p. 38), sits cdimly reposed, whlle around oo

iy Smehn

,hlm, the dlsclples excltedly discuss the news he\has Just

| = ,
g ' 26Bouissac, p. 15. - . - %
" ;N i y
%‘ " ! ZRL Fleming, Axt and Ideas (NeWw York, 1968), p. 278.
-ee"? ‘ N
¥ ' y;
2. '




35

—~

oy LA H .
o ol ged

f

ILLUSTRATION 5

ter Bruegel

ie

- P

N

"1567

[
0.0
[oys )
0
(@]

0]
Rl o
=
. O
n o
g o
v
(a¥]

=
U N
O 3
B B

=



2 ¢ - u.. : °
. . ) 3
N - s B N - -
“~ - N * - = 2] rl -
,, P s 0§88
- .%.m..‘....;.;wuﬂv vnrr.;: S&ag *
. . Aff &) rwm..w.- o= ud o
h f.l g lagg
. W I3INHNO o
o O RAawn Q
..,, s OB T T \
. L4 Eon -, ¢
df e NG
S Oy e~
[y — :
(V- / . -
< 6 r )
™ nNu .
o -
m &
N E+
S e -
0 2
9 \ e h
- [ o]
\ A
P - .
’ ’ < : K s \
a b ’ r\
4+ - ub > N.\ -
u ) R - .
- . v e - N
- r lt». ) ..W ) L4 Ay & nl
4- A . '
o o N ) *
. 3 - N o -
. * . M !
N A f N ﬁ LIS i - % Y ’ R *oe ’
* - L~ . N s : < ’ ’ e
’ . - wi N * \\ e N 7 '
< i ‘ ) i )




told them concerning his betrayal.

‘Certq;nly,othe manner in which a figure is dressed, whether
' . y

~ ’ 37

28. He is a figqure -

2 .o , L o

between sequences, having finished one, regarding the' .
: ' \

results, and perhaps preparing for further activity.

[

- \
in armor, a uniform, plain clothes, rags’, or rich fabrics,

helps define his position in 1jfe. The objects an artist

9

places in painting can have/associations. Both Rembrandt

and Van Gogh painted th

elves h:iging palettes and brushes.
(illustrations 8, p. 38 and 9, p.f39). It would be unusual »

for these tools not to identify thempas painters. The

* [ ) ' -
ornamentation af jewelry, clothing, or furnishings, by being
N

- R
¢
complex or simple, can make an atmosphere active or still,
\ ' a

~ . #

and thus, contribute to excitement, or repose and dignity.

¢ I

Some ornamentations refer to Arabjc, Japanese, or other N
\

foreign motifs and, consequently, are: exotic and wnusual in . *
. . e o :
nature, The artist can depict figures in technical

behaviou¥ which influences their character definition. In
. ! \ 1\

"The Stone ‘Breakers," 1849 (illustration 10, p. 4%), Gustave

‘Courbet has two figures involved with the mechanics of

smaéhing large stones. Such activity defines them as

labourers and places éhem inva'léwe; economic and. perhaps.

deprived classofsociety.29 The artist's technical handligg
Ve

of paint -can infldénce the emotive nature of a physique or

‘e ,\

Jansan, p. 350. o

]

| 28

4w 29gardher, p. 664. -
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_A generally even light in Eoth media can .aid in making all

-éections of body language earlie£ defined. The purpose of

41 . "’ .J

surface by making it rough, robust, and actively alive or

smooth, refined, and calm. -Spot lighting in both circus
’ L . ' .
acts and painting can individualize and dramatize figures.

pl . ' - ~ N
figures equally important and events seem more common and

30

normal. All these examples ca# be referred to the various

\
this paragraph is to demonstrate that circus perfprmersAand
artists are involved in méking omparable selections of

expressions as forms of communication. The circus is R

traditional
language as

audiences.

entertainment usin tgied and proved body -
a continual vehicle\of communication to varied

?ainting, using the same types of vehicles, can

that the expressive powers of bbdy language lie in sequential

events as bpposed td\ﬁi;:ular ones. Betsy Edith Birch

' . \ AN \
also be communication throug# time to different audiences.

L
Painting~is distinct' from circus acts and video

media in that it is'the representation of singular moments

while the others are serjes of actions. It could be arqued

Kahan ran a sEudy in whi h judges were asked‘to scale
emotions based on two stimuli. These were f}lmed sequences

and selected stills that were regarded as the best examples

\ . \
of expressions. The judges showed no difference in th

B .

/"\

30
\

Bouissac, p. 15.
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@
accurate perception of emotion based upon-the two
stimuli.31 Kahan's study‘cbncluded that some singular

images carry more information than others and that these

. high powered.images can carry the message as well as .

éequences of actions.” A great artist would be an expert’
in choosing-high powered images. ‘

It would bg foolish to believe that everyone's
bodf expfessions are e#actly the ‘same. _Argyle believes
that a range .exists which carries a set of characteristics
that are applicable to everyone's personal set Pf
expressidns.32
this idea. This range of characteristics provides
individuals with a tool to capably understand the body
language of others. _

The qgncept of a range ;f recogﬁition is supported
by studies of Ehg manner in which Western man learns and
thinks. The child psychologist Jean Piaget has found
through clinical examination that children learn by
grouping. 'When they encounter a naw factor they place it
in the category with whiﬁh it shares the most and strongest

properties. As a form begins to belong to a group, it\\

\ ~

P

313. Kahan, "Perception of Non Verbal Behaviour,"
Dissertation Abstracts International, 34(6-B), p. 2969B.

32 )

Argyle, Bodily Communication, op..cit., p. 108.

\ \
The Boussar statement reflects and supports
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N \
assumes the common characteristics of the pack.33 For -
example, if a boat floats then anythfng that floats has

some common properties with boats, perhaps shape or

material of construct;on.34 Originally, children learn to

classify in terms of Bne criterion by constructing \
hierarchical systéms of inclusion, but a% they grow older
they gradually learn to do separations by cléssif?ing on

the basis of séveral criter%a at‘once, by making up'atcross
clas;ifactory matrix.35 In terms of body language, bodily -
contact is the ultimate behaviour associated with inter-
persdnal relations; sexual, dependent, affiliative, etc.36
When someone purposely touches another person it is
demonstrative of emotive human interaction. This can be
viewed as the first criterion of a group. A second or cross
classifying criterion would be the type of touch, soft or
hard. It would define the contact as being friendly or
hostile. The group of all soft contacts would: have
affiliative associations while the hard would have violent

D

connotations. These would exist until other elements

entered and changed the groups.

ped

§
\

33J Piaget and B.'qnhelder, EarlyﬁGrowth of Logic
in the Child (London, 1964}, p. 208. - .
- 3qpiq. g | " )
31pid., p. 289. \ |
fy ‘ 36Argyle, Syntaxes, op. cit., p. 157. | -

2
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Piaget states that a computer cannot recognize as
many different varieties of forms\;s human bfaings.37 Humans
have the abiiity to generalize consistently into groups and
to placesphysically different forms into common classes.38
. A smile towards someone or body contact are both 90551ble
indicators of affiliation. Ther® are also multlple 4
varieiies of body language which indicate the same feeiings. \ ‘
A warrior with his foot ;; his fallen foe's chest is

- oo C j
\ demonstrating superiority. A woman, head held high, dressed f

like a queen, and sitting in a chair on a rélsed platform l - ‘
is likewise indicatigg superiority. The common factor is - K
height above others, but two variants are aress'and body
positionsi A human being is very capable of understanding a ﬁ
variety Sf bédy languages as indicative of one feeling. o
Piaget found that when a Serson has a new external

influence exercised upon his brain, it causes two

complimentafy processes that allow him to grasp it. First,

the mind adapts itself to the influence. This involves a A\
. ‘

sort of motor schema related to the form. ;t is called

39

imitation. Drawing is imitation. The eyes perceive an

object and send an image to the brain. The mind uses the

motor skills of the hand to place a representation of the

.
37piaget and Inhelder, p. 208.

38

Ibid., p. 210.

391pid., p. 285.

i
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object‘on paper. The hand is really drawing the qualities

N

of the object.' While the mind is adapting itself to the
influence, the second proce;s occurs. The adaptation implies
that bétween;the new forms and the old habits, is a certain
continuity.40 This means that’thé new forms contain some
qualities that belong to and Hhelp incorporate it into
already existing g;bups. As a pefson grows older, this
area of eiisting groups becomes larger and larger, so that
any fofm, unless it has qualities outsidq this world, can
be incorporated into a group. A\new ocbject is seen and it
is large and hard. Large is a known quality, associated
with the gréup "strong." By assimilation, the new object
is seen as strong. The grdup now changes to include the
element hard. When the individual next decides to make
N

himself strong he will use the old quality large by puffinq
out his chest and the new huality hard by tensing his
muscle;L N

The preceding diSCussioﬁ, on grouping, assimilation,
and imitation, is an important concept. It is true that noty
t&o persons have the exact same experiences, but everyone
knows the feelings éf superiority, love, happiness, hate,
sadness, eté] When someone sees an éxample of pride and
superiority it may not be the e;act image they have of that

\

feeling, but contained in it will be qualities that allow

4\°Ibid. - ‘ ' )

L]
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* _them to classify it. If\a person has never seen the"queen— %
like\ lady in the raised chair,' but is _awaré of the 'warrior
above his foe,' the qualify“'height'aﬁove other persons' will
aid in'claséifying the image in the group cqptaining
'supericrity.‘; The group will also expand to contain

] \ . » 3 N ) :
'queen-like women.' ‘'This is how man learns and it is

t

(3 + N . - . ! .
communication and understanding. Piagetwrites: ‘

A \
\ . It is only after having assimilated
\ the activities of external bodies \ .
to his own muscular activity that J i
the child turns this new made ! \ :
instrument upon himself and thanks
to it becomes conscious of his K
internal experience, Experience
'changés assimilation's rules within
a pefson and fresh schemes are 41
constantly emerging under pressure. <

Argyle believes that people can relate to the body

. \

language in works of art:
R - \ - . ' 4
' There -are also bodily reactions . \
to works of art. When there are \ *
human figures' in a picture, the N
observer may empathize with them;
that is, he may imagine their : )
feelings or bodily actions and .
start to share these feelings or - 42 - i
to enact similar behaviour himself. { - ¢

\

When standing in front o{\a‘wofk of §rt, the viewer *
' does' what comes naturally. He assimilates the elements of
tbe image, particularly thé body lan%uage, and applies them “ .
to his own groups of classifications. His egpériences and

~

- 41Piaget and Inhelder, p. 286. , ’

42Argyle, Bodily Commﬁnicationn op. cit., p. 387.

. \ | .
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the experiences in the painting may not be exactl} the same,
but they will share characteristics that allow the viewer to
frame and recognize content in his own consciousnessf The

§ituaﬁions in the painting group themselves with his

'

knowledge and provide him with an avenue to thg meaning of

3

the work. '

The performers of a circus act are often related as

a ﬁaﬁily. Cifcusﬁfamilies traditionally pass the contents

and expressions of their acts from generation to generation.

'« The -flying Wallendas, an acrobatic high wire act, can trace .

their circus family back to eighteenth century Bohemia.43

New members learn the p;ocedﬁres and expressive forms by
imitating the seasoned perforr;lers.44 Imitation is a natural
part of life. Learning to walk, tgak, play games, learn
roles, are all imitation. BAn individual imitates his peers,

parents, and idols. A chain can pass physical and mental

actions through time. Some psychologists\believe that many

of man's physical expressions of emotions. are descended from

his animal ancestors.! (Illustration 11, p. 48), shows th

emotional ‘displays of man; the "gritted teeth angry display"

and the "open mouth laughing display." These can be .seen és

L

- descending from the "bared teeth.hostilg display" and the

\ 43Ron Morris, Wallenda, A Biography of Karl Wallenda
(New YOI}(, 1976)' p‘ 2.
441biq.
kY hY _ \
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that in order to exist and survive in society, he must learn

48 . O
"relaxed open mouth display" of animals.45 Research and
conclusions in this area are insufficient to make it more
than theory. It is believed that culture modifies emotional
displays too much for such Mah to animél comparisons to bé
accepted as preéise.46 However, it could be hypothesized
that some forms of physicaliexpre§sions\of emotions have

been with man always.

One of the worst reasons for the condemnétion of art

as communication is whether or not people like it. Part of *

-

a person's growing process is leérning that people do qoﬁ

L] »~

always share the same values. Piaget's studies show that

as children mature they cease to alter reality in terms of

‘themselves and become more flexible in yielding to the

Mo i - . 47
demands of external factors and experience.

Man realizes
. ,

to.understand situations that he may not enjoy. Many people
do not like their ?obé, yet they know that in order to .
econpmicglly sbrvive, they must learn the charic§er of the
job, Otherwise, they will not be able to function at it and
will be fire&; In front of a work of art, the body lanéuage,

: . . . A
or othgr elements, can be communicative tq a viewer. He

) 45R.A. Hinde, “Comparaﬁive Study of Non Ve:bél
Communication," Body as a Medium of Expression, ed.
Benthall, J. and Polhemus, T. (London, 1975), p. 123.

. \
461pia. " p. 126. \

.

°ﬁ7Piaget’and Inhelder, p. 295.
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Figure 11, The phylogenetic development of laughter and smiling as suggested

by homologues in existing members of the phyletic scale l'adinl\ to ‘Homo,

On the left is the speciation of the silent bared-teeth display and the bared-testh

scream dlsplny The' sbe-display, initidlly a submissive, Iater also a friendly
converge with the Wommﬂt display (on the right), -

.8 slsml of play Van Hoofl, 1972),

ILLUSTRATION 11 - The "gritted teeth angry
display"” and the "open

mouth laughing display" cf

man can be seen as descending .’

from the "bared, tleeth hostile
display" and "?elaxéd open
mouth display" of}animals.
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. then has the option to condemn orwpraise it’. This
) A

A - manner in which the conéént is expressed. Whatevef tHg

" NI aecis%on: liking or 'disliking the work of arf‘wili be based
" ' upon communication. . - ’\‘

f . In the‘prebeding pages of this chapter, a“bas;s'for

-7 “ ;§§§&ussing body.language‘as vehicles of coﬁ;uﬁicatgbn has

~

ki

; o beeg gsféblished.'/Telévision andlcinema are media, that use
body language ‘to communicate to vast 3?diences. Advertising
and the circus performance are communication thdt‘rely upon

. traditional forms of body language to reach viewers. Al}

Nl experlenbes, but contalned w1th1n thelr experiences will be

» . qualities that allow them to identify the content of the
. ? \ .. .

s Y

% - "
.body éxpressions of others. 1In the third chapter studies of

body lénguage will be applled to two works of art.” Thesé

T ¢ qapplicatlons w111 serve as demonstrations o%ihow body K\;
. . -
_\ language cgn communmcd‘e meaning in artqﬁgress txme.
L - L - ) "\ 4 3 ) . .
L 9] \ .‘ . ‘\-
1-. . ~ N N ) .
« . .
! o ' o
s [ N
7] | » o -
g * . , \ bl
l‘ . 2 ,
~° . ! \
[ .
’ .‘ : ' ,x;'\ * - ’
‘ N M . B ~
. ~ £ . ~ _ \
‘ N " 38 ! + ]

evaluation can be dependent upon the. subject matter, or the ‘

“the peoples of the Westérn world may not have the exact same'
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: CHAPTER ;I‘HREE
w
The Interpretatlon of Two Work§ of Art
. Through, Body Language . '
- ,
. Francisco Goya "Third of‘May, 1808," ~ ‘ .
1814<181y |
Vﬁince;t .Van Gogh "Sel¥ Portrait," \ ’ ‘
2 1889 SN .
» N ‘ . ‘ N . o /\,
' . . ‘ " In daily life the averaée\person is cqgiinually T
entering the presen;é of other iQd{viduals; iﬂ the process, .
, 'he'dbnsfaht%y neegds to'ascertain the charac?er ofsiéuatio§s.i'
Y A J To have a ccmprehen51on of the.full fac;ual nature of a

. sxtuatlon it wouldjbe helpful to know ,all the relevant
social data about the other participants. quthermore, to
‘ grasp the total importance of the'situation, it would be
necessafy to hé aware of the outcome or end-prgduct of the
aqtiyity. This information is rarely available. Instead
peééig employ éubstitutes7 cues, tests, expressive actions
and status symbols as predictive devices. Peogle rely
.« . .- upon appearance. The ﬁore‘humans are concerned with . ' '
" realities which are not available $§ direct peréeptiong_the
, more they conceptrate attention on ghysical actions ard

. 1 |
appearance. ‘ -

s

i

? lIrving Goffman, "Presentation of Selfain Everyday
Life," The Users of Communication in Society, ed. Combs, J. Ve
and Manéfield, M.~ (New York, 1576); p.»Bﬁ.

]
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The public‘s understanding of an art ﬁogk relies
‘upon the appearance of the work.l‘éenerally, people dg not
know, and often do not care about, the }iﬁes and philoso-
phies of artists. * If an artisé wishes his art to endure

-

and communicate he must contain his message in the visual

o haa

appearance of his work. The average person depends ‘upen

personal knowledge to interpret the meaning of art. Body

R PP PAIRP e

language is one means whic¢h can be used in art to'convey
messages. Although body language forms may be more easily
identified in representational images people may also re-

spond to them in more abstract styles of art. - | .

’ &

The two paiﬂtiﬁgs chosen to be examined through body
. language in th§§.chapfer af; Francisco'Qoya,s "The Third of .
May, 1808," 1$14-15, (illustration 12, p. 58), and, Vincent
‘Van Gogh's 'Self Portrait,' 1889, (illustration 8 p. 38).
Jansen,2 Fleming3 and Gardhera express parallel \

A g
feelings about Goya's paintingg” Their opinions are best

summarized in Jansen's statement: ' “

The picture has all the emotional
’ intensity of religious art, but
) these martyrs are dying for Liberty, .
\ not the Kingdom of Heaven, and their ) '
executioners are not the agents of
Satan but of poligkcal tyranny - a

¥ A .

\ 2H.W.‘iansen, History of Art, (New York, 1970),‘
PP. 4:3L480. - ,

3

W. Fleming, Art and Ideas, (Mew York, 1968), p. 44.

‘ ' W
- 4Helen Gatrdner\ Art Through the Ages (New York, 1970),

p. 638.

»
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!

) formation of facgless automatons
- ~ impervious tostheir victims' despair
. ) and defiance.

This quote implies that within Goya's painting is
contained a clear-.identification of good and evil, and in-
stead of a military execution, there are strong reasons for.
believing\that an atrocity is being committed. Furthermore
the body language used in the painting carries messages
concerning the courage of individuals in the face of in-
humanity, and tbe evils of persecution and destruction.6

o -

In letters to his brother, Theo, Vincent Gan Gogh .

wrote:
‘Ah portraiture, portraiture with the
~ thought, the soul of the model in it,
5 that is what I think must come.’ '
™ ‘Most individuals know the feelings and care of

their soul better than those of other people. W¥an Gogh's
1
letters refléct his feelings about his personal life~

throughout his painting carrer. In the year this self- .
. 0
portrait was finished, he noted:

f I did not need to go out of my
way to try and express sadness g
) and the extremity of loneliness.

]

These words state a common theme of Van Gogh,s

A -
~life. In ‘his letters to Theo throughout the years he refers

6Gardner, pp. 638-639. ]

7Irviﬁg Stone, Dear Theo, The Autobiography of
Vincent Van'Gogh, (New York, 1969), p. 2B83.
" Bipid., p. 478.

\ 91b1d., p. VIII. . L

.
N A

»

\




‘untroubled. He often felt alone, rejected and even

¢\~ 54 .

to hislsadness, loneliness and lack of human interaction.9

—

Van Gogh, a tortured man, was always in search of tran- . |

quility. He believed that friendship and human exchanges

of feeling were necessary for comfort and happiness.10

In his final years his soul was mHever calm nor his mind

persecuted.'l

A

1 i
Al »
-«

Van Gogh's self-portrait conveys feelings of sgdness,

and a desire for contact and communication with other people.

Yet, simultaneously, there is an element of defensiveness

about his self-portrait, an implication that he doeé not ~

feel warm human contact will come, and perhaps he will be

rejected and hurt. This portrait was- finished in the year “

following the first confinement of Van Gogh in a mental

12

institution. It is also the year after his arguments

and consequent falligg out with Gauguin, a man with whom

he was certain he could communicate because they had similar

' 13

lifestyles, problems and concerns for art.

v

Two works of art are being examined\because this

comparison affords the opportunity not only to demonstrate

" a variety of body langhage forms, but also to realize two

f~

11

101piq. ‘ \ L)

Ibid., p. 416.
121hid., p.. 404.

X |
131pid., p. 399. \ } .

e T

e .

T e g e




55-

-

\ .
types of experiences in art accessible to viewers. In the

‘Goya, the audience is'witnessing an occurrence and their
reaction is to that event. 1In the Van Gogh, the onlookers”
éncounter an individual and their reaction is to the

character of that man. Viewers are given a chance to meet a

.soul captured in paint ninety years ago. ©One would consider
. \ A
that Van Gogh's .painting is but the capturing of a man in a

N

momentary mood which will have changed, However, the
spectatdr's reliance upon appearance to form opinions and
Van Gogh's statement that the soul of the model must bg

portrayed suggests that when the viewer leaves the painting

\

he will carry an impression of the artist's character.
° \

Important'to this paper's examination is an '

. - ' |

awareness that in separating a single body language form
from its context there is an artificial isolation of the

form.14

In'relation to this paper's concerns, it must be’
remembered that the meaning of a work of art is contained
in the simultaneous interaction of its various forms of
body - language. No single form of the 1anguage w111 dec1de
the meaning of a painting. #At the concluélon of- the
examination, the characteristics of the various body

language forms will be grouped in reiation to their painting.

\

\ P
14R A. Hinde "Comparatlve Study of Nen Verbal -
Communication,” The Body asg q.Medlum of Expression, ed.

Benthall, J. and Polhemus, T. (London, 1975), p. 134.

s}




' A
\

| . \ . 56

W *\

Each group of characteristics will determine the meaning>
_ or feefing'of their respective painting.
BA short description of each painting is necessary

’ . \
\ in order to-establish a verbal identification of visual
reference points to emotional content. 1In Goya's painting,

\ French soldiers are on the verge of firing rifles with the

gilm of killing a group of unarmed Spanish citizens, while i

!

[ .
in the background another group of citizens attend the S\ ;

_execution. 1In thé lower left-hand.corner, a Spaniard.}ies

dead in a pool of blood. It is unimportant, in relation to
this paper's concept of continual communication in art,

. that the citizens are Spanish and the soldiers are French.

L] &

% Thls author's lnterpretatlon of Jansen's statement ,

| concernlng the emotlonal content of Goya's paintlng(makes

{ ' \g no reference to nationalities. The terms 'Spanish' and ~
'Frenéh' are meant to serve only as verbal aids in the

\ | identification of visual représentations. To mést

l spectators, the humans portrayed in the painting couid be
citizens of a number of countries, although it is possible k

| .
i : thq} they would be seen as originating;in a land bordering Co
¥ \ l‘
| the Mediterranean Sea.
In the Van Gogh self-portrait an audience sees a

three-quarter view of a middle-aged man's head and torso.

The man is holding a painter;s palette and brushes,

Spétial Pehavior.consists of orientation, proximity,
i .

N
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territorial\behavior and movement in a physical setting.

\
\

15

Orientation is the angle at which one person faces another;

visually at a line perpendicular to the plane of their

oy

. \ i
shoulders so that directly facing is zero degrees. This
\ \
angle refers to the orientation of the body, not the head

or eyes.16 ‘ .

Illustration 12, P. 58, represents four common
e spatial jorientations of human interaction and attitude.

A Number one represents cooperation-discussion. Number two
A\

N . N N
represents cooperation-intimacy. Number three represents'

competition-opposition. Number four represents avoidance.17
In Goya's painting the body orientation of the
foreground group of Spanish citizens towards each other is

number two of illustration 12, cooperation-inti@acy.

Therefore,.they are identified'as a group sharing some type

A of affiliative 'relationship. The body orientation of the '
voeoC \
\\ soldiers towards each other is also number two of

illustration 12," and likewise identifies them ag another

group sharing some type of common opinion. The body

orientation of these two groups towards each other is

15Michaql Argyle, Body Communication, (London ,1975),
po 301o ' \
\

16

N

Ibid., p. 302. ~ . -

17y, patterson and L. Sechrest "Interpersonal .
Distance and Impression Formation," Journal of Personality, -
38:165 (June 1970).° -

t v
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- portrait, the body oriéntation of his figure must refer to

"N

/ 59
number three.of illustration 12, competition-opposition.

This'orientation sérves to emphasize a conflict of bélief§
between the ci@izens aﬁd the soldiers. ﬂ
S%nce there are no other personified forms
contained within the painted area of Van Gogh's self- \
Qubjects outside the painting's physical measurements.
Corisidering that Van Gogh was interested in conveying the |,
§oél’of his moéel;\(see footnote 7, chapter 3),wit is not
presumpﬁuous to believe that his figure's spatial
orientation is towards viewers of the paint}ng. The best
view of the painting is obviously from directly in front.
Van Gogh's body is then approximately positioned at a
forty—five‘za sixty degree angle to the viewer. Argyle
states that' the spatial orientation of colleagues towards
each other when they—are having a friendly coﬁversatiéQ is
from a forty-five to ninety.degree angle.l8 Therefgré, the

body orientation and social attitude expressed by Van Gogh's '

figure corresponds to number one of illustration 12,

[}
N

cooperation—diipussiqn.
Miles Patterson conducted tests to determine the

most socially active distance between persons. Four feet

.

18Michael Argyle "Syntaxes of Bodily Communication,"
The Body as a Medium of Expression, ed. Benthall, J. ‘and
Polhemus, T. (London, 139/5), pP. 160
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was found to be the space at which people could best judge

19

and communicate emotions. It is an approx;mation\of the

kY

) -
distance at which friends 6r associates sit apart to have

\ . : . .
. dlscu551ons.20 However, four feet was also considered to be

A%

the most socially active distance because pa{ticipants could
__— N ,

easily deduce each others emotion regardless of whether or

not they shared a developed relationship.21 Distances of

less than two feet were found by Patterson to be intimate *
\ -
spaces normally restricted to situations involving strong

22

physical, emotional or ﬁental bonds - for example, sexual

relationships, steadfast friendships, or family interactions.
Extremeiy close proximities can cause embarrassment if

there are no\qual;ficakions for intimate relations.23
Paéterson states\that visible degrees of intimacy decrease
as distances between people increase.24\

Spudies;by E.T. Hall have ascertained four proximity

distances in relation to the types of social interaction
25

¢

possible between persons. The first, spatial separations”

{ -

19

Patter§on and Sechrest, p. 165.

20Argyle, Syntaxes, op. éit., p. 160.

21Patterson and Sechrest, p. 165, - .

- 22

&

23

Ibid., pp. 162-163. -

A. Mehrabian "Significance of Posture and Position

. in Communication of Attitudes," Psychological Bulletin,

71:362 (May, 1969).

24Patterson and Sechrest, p. 162.

»
' 2Syehrabian, p. 363.
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of sixteen to eighteen inches, is indicative of intimate

interpersonal situations. The second, from thirty to

interaction. Thé third, from seven to twelve feet, is

characteristic of social consultative §ituations.ﬂ The

a

fourth, distances of thirty feet and more, is representative
N \
of public interaction situations.

There are obvious exceptions to the proximity
\

distances suggested by Patterson and Hall. An example is

: 4
the small spaces between strangers in crowded public

! :
transportation systems. In this type of situation, people -
\
tend to regard each other as physical forms rather than as
3 .

emotional Beings.26

During occurrences in which violations
#of normal proximity distances are unavoidable, people usually v
ignore or depersonalize each other. \ |
'Obviously the physical dimensions and social .
characteristics qf Patterson's and Hall's proximity

.

distances are comparable. Patterson's very intimate spaces

»
-

oflarea separations of less than two feet relate in terms
of size to Hall's intimate interpersonal distances of
sixteen to eighteen inches. Since both use the descriptive
werd 'intimate', Patterson and Hall mutually imply that
human spatial proximities of these small distances demand a

meéntal bonq or familiarity between interactors. People do
: .

26A.rger, Bodily Communication, op. cit., p. 320.

«
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* not willingly share an intimate situation unless they agree

v

upon the involved activity. The most socially active

N

proximity distance of four feet determined by Patterson
| corfespondslto the thirty to forty-eight inch space of

o - casual, personal interaction deduced by Hall. A socially
« \
active situation is one in which people take part in [

casual, personal interactioﬁ. ;
B ’ \ b,

The human proximity distances ascertained by Hall

' and Patterson are ph&éically praé%ical. They are logically
proportional to the types of information that interactors |
can understand about each other through an interpretdtion '

A
of physical activities or appearances. The distance

. - o . e ]
' between interactors helps decide the specifics of their ”
characters which they qommunicate to, and comprehend about, ' \
. L \
[\ . each other. These character specifics are visually
‘ ]

" ihdicative of the social situation in which the interactors

l , . are involved. X ) o
\ ) /
| In proximity distances ofi less than two feet, . . -
interactors can touch each other. The‘type of touch (ie., .
soft, hard, petting and patting) and the area of touch,
(ie., hand, face, waist) between interactors are dsually ;
i indicative of thé\nature of their emotional involvement27 -

' : ,friendiy, violent,‘sexual, comforting, et cetera.

27Argyle, Syntaxes, op. cit., p. 157. . ,

!

\
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Fuz_:thennor\e; the phyéicai character of a touch can confirm
\‘AttitudeQ expressed by other body lgnguage forms or Yeerl'
.exbressions. For example, a soft, embracing touch .affirms
sentiments conveyed by wordé of affection and a smile.
 Except in angry situations, touching- indicates that
interactors trust or ;bcept each other, and often that they

28

. Fad
are involved in intimate activities. * Pleasant physical ° -

and emotional intimacy is impossible without either trust or
. ’ . . - i
acceptance. In addition, when placed in close physical

B t
. <

contact or in touching, people can feel each other's tensing \

- - : 4 {
A muscles or vibrations. from shuddering. Physical ténsing or
29

shuddering can be a manifestatioﬁ of fear and disgust.
\ - . .

Emotional displays of this sort may be indiscernible to more °

distant partic{bants because they can be quickly covered by 3
dominant expressions like smiling or laughing.>® Physical .

contact can, therefore, be the most‘direct, honest, and N |

3 -

Q

‘consequéntly the most intfmate, form of communication. 1In
proximity distances of less than two feet, people can ) | -

1whisper.sl This low level allows ihdiyidﬁals to relate

28 1p140 T ’ ; , : J.
A N

‘ 29P.1Ekman and W. Freisen "Head and Body Cues in the
Judgement, of Emotion, A Reformulation," Perceptual and Motor
« Skills, (January to February, 1967), p. 719.

° ) 30

!

Ibid., p. 723. | | .

31

o Ted Polhexnus,_\"Social Bodies," The Body as a Medium
of Expression, ed. Benthall, J. and Polhemus, f?*ﬂ?ﬁﬁﬂnrr—
' p. -

\ A . .
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L4 . !
y . ' - private 1nformatlon to trusted’assoc1ates without beLng .

) , “exposed to non-confederates. Finally, in spaces smaller
- than two ‘feet, -and under supportive lighting conditions,

ihterad%or% can clearly see minute physical details which
- 4, £ -
- many people cZnSLder very personal.
g ’ , ‘ . Generally,'members of Westenn ciQillzations do not
‘find warts, moles, body hai; (i.e., womans' moustaches,
| ,nens' nostril hairs), pore openings,\blackheads, or
" mcrow's-feet and other fine lines in the ekin ettraétive. ,

5 \ . * .
Yet frequently, a’ large seqment of people's self esteem is

- .k ; based upon the degree to which other members-of their .

v ) L. 32

society find them appeq;%ng. As a rebylt, people may:

: feel uncbmfortaﬁle when they provide other humans with a
%ol1id knowledge of the mlnute parts of their physical
P

- character.‘ They may also feel 1ntru51ve when they view

‘these detallg on persons who are nét glose friends or

J\ -

relatlves.‘ These features may be so dlSllked because they

.

grow more pronounced w1th//ge. In ordhr that 1nteractors,

may not feel embarrassed by such afi acute awareness of these
- 4 7wk

features, they must be engaged in a relatlonship that

. ’ - ' ' .

\ o warrants a high degree of physical familiarity. Thus, for

o

persons to feel comfortahl& sharing a'small spatlal - -
o -

i : proxlmlty, their relationship should fulfiill lntimate or
: . . emotional needs. \ . oL
- M R e v

l . ’ ‘ , . & . .
~ ' . 21bid. | -

—
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At thirty to forty-eight inches apart it is
impossible for inceractorS‘to'view ehe‘same degree of
minute physical detai}s as when they are 'in spatial
\ : prcximities smaller than two\feet._-Nevertheless, they can \
‘recognize such special features ds: the colour cf éhe‘iris
and the cLafity of the pupils; defined wrinkles; the
oilness and cleanliness of the .skin; %fin tension; the
wave, length and directional movement of smell clusters of
entwined beard and head hairs; specifics concerning the
> condition, style and quality of c}othinq.' These distinct
physicalvtr;its help mould mental images stored in the .
.memory. For example, a man w1th dull bloodshqt eyes, h
’ dlrty, taﬁgled halr, a sagglng heav1ly-wr1nkled face, and \
1 j' ' wearlng an expedblve tweed suit, rumpled and foodstained,
will be judged by his cohorts as tired and depressed. If

'these qualltles become continual aspects of hls appearance,

they will 1mbed<¢hemselves in the mlnds of his cronies and Y

Do become important facts in descriptions of his physically g I
. - . \ i

. and mentally-exhausted character. ,(This space is the type
e used by friends or associates for discussions.34 A part

Y

of casual, cof@fal interactiom is a concern among

“ ®

participanté for“each other's mental and physical welfare.

v -

# ’ : '
. \
33Ray Birdwhistell, Kinesics and Context, Essays on
. BodyﬁMotioﬂ Compunication, (New York, 19—5), P 108,

, 34

Argyle, Bodily Communicatipn, op. cit., p. 301.%

AN
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. Repeatedly contained in the opening remarks of conversations

"are inquiries between the involved persons about their

diffefen; states of healtﬁ, minds, families(and.finances.
Voice levels betweea persons thirty to forty eight inches
apa;t can be soft and confidfng. These subdued voice\tones
can help create feelings of fellowahip among those taking
part in casual, personal interaction. Such tones imply
that the informatibn being discussed is meant for the ears
of tha.favoréq persons, not people in general.

| Taking foﬁﬁy-eight inches to be the mast socially'
active aistance, reéardless of whether or not interactors
afe close acquaintances, is reasonable because, given a

simple upward-&ownward movement, the eyes can view the

entire length and width of a human body. In the process of
k] i

- ascertaining someone's emotional state, it is very helpful

to see as much of his figure as possib;é., All parts of ,the

human body can display activities or qualities that define

the nature and intensity of feelings.35 \Furthermore, when

a vieéa},is concentrating hig\atteptaon upon a subject from,.
a distance of four feet, his gaze includes only 3 smal;. .
area around the studied person. This small “peripheral fieid
aids‘in the examination of the person's emotions‘becausa it

almost completely negaﬁes any possible visual distractions.

A

3Spirawhistell, ‘p. 214. ° \
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The observer can easily maintain his concentration on the

subject's physical characteristics and feelings becagse\
;o

there is little else in his‘visual field. ‘ -

i
4

. . . 4 . «
In the intimate dimension of distances smaller

. than two feet, people\are usually certain they know each

q;her's emotiondh state. This mutual knowledge will have
determined the physical character of the behavior in which

they are engaged. For example, if two sisters feel sorrow,
" - Vi
they may be holding and comforting each other. 1In order to

preserve his own mental and physical safety, an individual

seldom consciously allows other humans to éntéer his intimate

space' wheh he is uncetrtain of their emotions and resulfant
\

behag;or.36 Intimate interaction, especially phykical

. contact should be the most sincere form of human

cqmmunication.‘

'When éepgrated by the largeradistances of fqur
\féet, people may not be quite as knowledgeable about t@e
nature oflfheir relationship. Two persons may pé intgr-
agting in order that each can create a private opinion of

the other's personality. The physical hanifestations“of

feeling and character which each finds on his counterpart's

 figure can determine hgw they will continue to behave

together. A spatial proximity of four feet is applicable to

these searches for expressions of temperament because such
N [ R
¢ . N

. N 36Ar§y1e,Bodily‘COmmunication, og.'cit., p. 289.
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a distance can provide an observant interactor with asfairly

. Ay s
detailed awareness of another's physical appearance, and

\
help to maintain his%interest in this information. The body
language so interprefed can then lead to more intimate

activi%ies, maintain the present level of the relationship,

~or cause hostility between interactors. At a“spatial

proximity of four feet, people can méke coordinated efforts
to reach out and touch. A handshake‘is a physical symbdl
of acceptance thatkgccurs‘at the end of a si?pation when
participants find their personalities compatible. However,
an individual can‘§lso éboid physical contact from .disliked
persons because %eW'humang have a forty-eight inch reach.

A spatial prox?mity of four feet is_a‘diétange sgparatibn
that aids peopie in making choices about the emotional
directions of their personal associations.

’ IWhereas a distance separation of four feet éan be
used bx interactors to develop the nature of their private
relatioqships, the seven to twelve foot spatial dimension
is used for the more detached activity of interested
observat%on.%7 The ability‘to touch one anotﬁer and the
realization of detgiled physical appearances may sometimes.

forcefully create even unwanted senses of familiarity

between Aumans. Nancy JO*Felippé and Robert Sommer ran '

tests in which thir aséistanté\invadéd the caaual-pefsonal,

¥

37Argyle, Bodily Communication, op. cit., p. 301.

.
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and intimate spaces of Strangers without any invitation,
or prac%ical reason; the digtance 'separations ranged'f}oﬁ
twelve to sixty inches. 38 The individuals whose spaces
were violated consistently exhibited Hastility, adopted

self-protective gostures,\or fled the spatial proximity.39

The negative attitudes expressed by the victims were/ﬁore
cléarly evident when the intimate spaces were entered, but
?hey were also readable in the casual-personal spaces.49
Felippe and Sommer concluéed that people become uneasy when
tﬁe presence of. an alien person is pushed upon them.41
Naturally, when separated by distances of seven to
twelve feet, humans cannot touch each other. When inter--
actors are having conversations at these distances they
should speak in firm éﬁg slightly-amplified voices.42 - This
level inhibits\the dié:;ssion of personal feelinéé at large
social qéthe;ingsfand i; public places because tqg words
might be overheard by étrangers or enemies and cause their
speakers embarrassment. Moreover, with\these spatial
separations it is q}fficult for persons to see, on each \

[4

38Nancy Jo Felippe and Robert Sommer, "Invasions of
Personal Space," Social Problems, 14:211 (Fal%/ 1966) . '
" o L/ ‘
331pia. |

401134. ‘ ‘

Y
jflrbid., p. 212.

'42Argylé,‘§odily Communication, op. cit., p. 301.{
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other, some exclusive physical details, such as eye color,

which are part of every individual's concept of self-image.43
The inability of interactoré to see such precise details

or to fouch, and the€ non confidentiality of, loud voice

levels can contribute to an absenéé of familiarity. However,
an observer may'bg interested in a subject for reasons other
than forming ; pe;séhal relationship. Social-consultative
spaces divide jﬁdgés, ju;ies and’ defendants in_caurtrooms.
Facial expressions, the refinement of_fac;al features
(i.e. h\fe,‘lips, chin) deep creases and furrows in the . o
skih, the movement of thick stragnds as they curl, wave o£
layer straight over. each other’ to form the texture and
grooming of head and beard hair, height, w@iéht, physique,
muscle tension,, the célor, ofnamentation; sfyle and general
conditién of clothing aﬁh jewelry are easily visible from a
seven to twelve foot distance and can form opinions about ‘a
person'§ nature. A mad'smiling with classiealiy handsome
facial features (i.e. small refined nose, cleft chin, high
cheek bones), relaxed, smooth broﬁs, styled wévy hair, a

firm muscular body, and wearing bright, tailored, apparently-
‘cleaﬁkpressed clothing, . and caryed, gold-colored jewelry .
imbedded with diamonds will be seen as healthy, -happy.

v

fastidious, extroverted and confident.

A

Most people want to sélect their own friends. = The

) AN

? 43

Polhemus, p. 24. ‘ , h
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- O .
choices they make are based upon their interests, likes
S

|

¢

and jislikes, social class and occupation. However, in the
course of existence most people are forced into contact
with‘other humans whose friendship they have no desire to

cultivate. To live in a society and fulfill needs,

rambitions and. duties, the majority of individuals must

intJract with persons they do not wish to know well. Whether
or %ot a man's lawyer is the type-of person he)woald piék

as é close friend is inconsequential if his legal needs.are
satgsfied by the counsel's abilities. 1In fact,professionals
like .lawyers, use social consultative spaces in their

ofﬁiées to separate themselves from their 'c:lients;44 These
praxim;ty distances enable them to judge a patrd;'s

character and his Yreactions to their services but do not

compel them.to feel involved personally with a customer.
4

-

|

) An observer's gaze inclgdes a larger area around a
su%ject when they are se;arated by a spatial fange of seven
‘tqltwelve than when they are divided b? a distance of four
feet. This surfbunding area, especially if it is part of
th? studied individuai's home or work area, hay contain
objects that will also help to create opinions.about his
character.45 Quite often a person will déliberasely
‘decorate his living or working quarters in a manner that

- 1
s [

. 44

Ibido, pc 301. hd e A

; %1pid., p. 314.
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¢ emphasizes certain va}lues.46 .For example a lawyer's dffice\
could be furnished with thick, plush carpeting, teak and
leather fufniture, bound, gilded law books, well done but

conservative art (sereﬁe landscapes), framed diplomas, and |,
photographs of h;s wife and children. This decoxr should
benefit his practice by suggesting to his clients that he is

financially successful, professionally competent and socially

debpendable. Spatial separations of seveﬁ to twelve feet
can supply information that will allow\beopié to form
impressions of each otﬁef but do not coerce them inso
personal situations.

Durfng the course of his normal day, whether at

. \ .
home, work or play the average person seldom pays lattle
o )

T

beyond momentary attention to human figures who are thirty
feet and more away. Few people possess or completely

control rooms that are thirty long. In outdoor public places

only important individuals like political 1eader§, have the
power to regulate large spacesﬂo emphasize their

47 Icénsequently, when an observer is regardiné

character.
. \ ,

another human from a distance of thirty feet, the area that

surrounds the\subjeét can easily contain inte;esting forms

that have no relation to his character. These extraneous

. -
elements, particularly if they ekist in the space that
\

.

461114,

{ . i i

- 471pia., p. 197-198. SN N
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divides the examiner and the inspected individual, will
interfere\ with a personality study. For example, a man
watching another persom who is sitting on a park bench
thirty feet .away can have his attention diverted by a
beautiful woman walkincj between them, or an ai\xjplané in
the sky behind the subject's head. Both of "these
disturbances are beyond the control of either the 6bser';7er
or the sufb\ject, but need not happen in smaller, privately-
owned territories. . \
Conversations are al;\ost never held at 1argé
diétance s?parations because it is mentally unsettling and
N physically uncomfortable torccintirme to yell beyond a few
minutes. At a proximity distance of thirty feet, an
onlooker can survey another human's height, weight,
physigue, hair and skin clo“thing, the general outline and

shaperf his facial features, the overall °cut, texture and
\ condition of his hair (i.e. long=-short, straight-curly,
: flat-bushy, thicl;-thin) , and @:he colour and style-function
) of his clothing (leisure c“’loth,es, ‘business suit, workmanfs

overalls, uniform, et cetera).J' This type of information '
) is relevant to an optiéal analysi‘s of a person's character.
‘However, the data 'is frequeﬁtly too broad in scope to allow
an interpreter to do anymofe than coqnect a human subject
with a stereotyped role and its' allied v?lues - businessman,
iabé\irer, housewife’,‘prostit\\ﬁpe + professor, stu\denﬁ, “

policexnan,\gangsj:er, ét cetera. Smaller spatial proximities

Q -
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permit viewers to translate physical details that can
‘s L . Vhd -
' “individuilize persons from general groups. For example,
: Lo g i [
collections of long-haired, burly men wearing jeans, boots

and) leather jackets, and standing near motorcycies, are
often associated with negative ébcial sentiments. JMany. h
people, if they visually discéfn such a gathgring, will
make a wide detour in attembt to avoid a potentially’ .
\ n .

+
unpleasant encounter. Yet, in the event that a'closer :

_inspection. of one motorcyclist revealed that he was smooth-

. . ;shaven. and wore a small crucifix on a chain around fAis neck, !
< ' wOR ) - * A g
a pg&be sign on histbelt buckle, clean, pressed jeans and : .
T . N

| . polished boots, a viewer would likely make a more precise
o ~ ‘

. :
\ v, diagnosis of his character. Inﬁ&ad of being seen as a wild

-

. hooligan, the cyclist could be recognized as a gentle, neat,
. §

religious individual who liked freedom-and open spaces. At
a spatial sepafatiom of thirty feet, an observer can see . T

- N ‘ &
another person's facial expressions and body gestures, }ut
> L4

-

only excesqive exhibitions of mood, such as a temper tantrum, |’

ag

. really demand scrutiny. ©On a bua(;?treet people may ndt
notice a man smiling and humming thirty feet ahead.
tNevértheless, they should consciously acknowledge, at the

same distance, a dancing person who is loudly chanting-and « 0

laughing. “The sher energy expelled by overtly intense:

demonstrations of humour invaripbiy attracts public
. N . "; Uy ‘ \ s
attention. Numerous individuals will then\intentionally

s

A _
dodge openly emotional figures because they do not want to -
. , . N \
s | | L 4 R
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‘ \
be drawn into situations that may become dangerous or are

a waste of time. In summary, when people are divided by

distances of thirty feet or more, extended, worthwhile
5 \ N :
interaction, in either a personal or consultative‘.ense,
f AN

o

o \
seldom takes place. 1In order for individuals to engage in

communication that is meaningful, in relation to their

°

private or socihl,needs, they should interact in smaller

spatial proximities. 'Under most conditions large distances '

merely enable an observer to link a2 human subject with

stereéotypes, common, social values and clique roles. -

The notable exceptions to the absence of signifigant,

communication between perggﬁs separaced by large distances‘

occur when spectators viéﬁqperformances at entetrtainment

or civic happengnge - éhéatre, nightclub ects, circus shows,
concerts, polltlcal rallies. These events'are manufectured

31tuatlons where acoustlcs and llght;ng are regulated to

N )

enhance the presentatlons of talented persons. Spectators,

characters portrayed by trained individuals. The seating

sbace is arranéed‘to aid viewers in funelling their éaze

\towards raised platforms or other specifically outlined

—

» . v
areas. These stages are decorated wiith props which are .
meant to heighten the emptional nature of certain scenes or
compliment the parts played by‘maior performers. - Actors,

t Al .

 nightglub singeis, comedians, rock musicians and circus

stars wear makeup' and costumes. They use thése visual :

»

»

make concentrated efforts to rlvet their "attention upon the \




sy

~jacq§ clown and the clown proper, called the “auguste."

e

76
stimuli to emphasize particular personality traits of the
\
roles they personify.

In Circus and Culture Paul Bouissac'writes that

the traditional circus comedian act consists of a white~-
48

culture.49 He is classified by the assemblage of N

"overdetermined signs"; his flesh colour and facial features

<

The white-faced clown is meant to embody the soul of refined

- are hidden by white paste, and lines are painted to create

think lips and assymetrical eyebrows; his hair is neat and
- 1

\\

5 . » )
inconspicuous; his perfectly tailored .costume is made of

rich fabrics and sparkling threads and he wears ‘the shoes

of -a dancer.>?

rmusical instruments, and is gracefulamda.uthoritative.s1
Q . » :

-V The "auguste" wears a mask which exaggerat%:

natural bumps'angi‘colou'.r:_s-52

ball on the end of his noi;%)
and uni;séiplined.53 His-élothing consists of elaborate,

Ve
1

N 48Paul Bouissac, Circus and Culture, a Semigtic
Approach, (London, 1976), p. 164.° -

" 41pia., p. 165. - - ‘

-
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The white-faced clown can play complicased

he usually has a brfght, red .
The hair & his head is thick

S
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clashing fabrics patched together‘and is aleys too éma11  ™
or too large, while his shoes are enormous and floppy.54

Sometimes he ik dressed in the rags and ornaments of a

hobo.55 The "augﬁSte" behaves }ike a baffoon. He makes
. ! L . “
silly mistakes«*nd has crude manners. His characters is

the inbeqse of that of the white-faced clown.>®

. L] l
' Together, the two clowﬁé represent the basic

.
oF P

dichotomy between\elegant, civilized society and wild,
57 “

L

uﬂmanageiPle nature. Their costumes and actions enable

them to create situations that reflect tﬁé difference

'betweeq,;n.acceptabi cultured demeanor and abnormal

behaviorfsa' Frequently, a spectator'éfé&hpathies lie

o AN A

‘with the "auguste" because of his §itiful°physiqgl condition

" and his obvious inability. to adapt to socieﬁ?. The

o * - \ ‘
"auguste', through his strange appearance and conduct, is

AN B
‘ fa fon \ s
a social outlaw. Yet, it is‘not uncommon for citizens to

wish that'they, too, could break away from the polite
N \ A ' N R
expectations and legal regulations of organized society.
< ° i X \

The circus clowns perform their burlesque in a \

ring positioﬁed in the middle of a large tent or arena

. \
- ©

e

S41pid.
55

Ibid. ' B S \
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- with the audience's seats surrounding- the rlng..9 Often
. \ ‘
; ; , X the stands are darkened so that 6nly the céntral circle- «
e . o . .. ‘ T o .
¢ remains illuminated while a coloured beam of<light may

0 » helghten the emotlonal expéE531ons of. ana}nd1v1dual clown;

e
._/ ‘

a4 : flood llghts can supply a tint that accentuates the overall

S ' mood of the entire performance.sq Musig, accompanying thes

]

ntribute to .the
) . T

‘entertainment and its melody shou

\ : : . athSphexe of a comedy sketch. 61

" a h ‘ o Ehfertalnment and civic/events are_ social-

}
t‘ ‘- ‘ gonsultatlve 31tgatlop

[N

e manipulatlon_of space,

. ‘
- -
i

.‘acqﬁ?tics and light, combined with the support of costumes;
_mékeupuand'propsh facilitates the transmission of specific

Ty E { messages from the)performers to theif audience. Spectators

hd »

i . . . _ack?owledge their consumption of this precise communication
[ . . " by laughing at’'it, epplauding, or booing the;éetformetsf
‘ ‘ The‘viewe;el'opinions about the subject matter and thei;
o :' S apﬁreciation of its presentation are reflected in the
- . , . A

o ; 4+ intensity of their applause or the fury of their scorn.

. e A i T

.. . Ehe audience can also read the proxlmlty dlstances between

| " -
| : performers and by relating these spaces to their own

s z

- expe;ience, they can better'ﬁnderstand the meaning8\of’the s

. 0 o e . . (2 ‘ 4 . )(
- ‘ gtage proceedings. : \e CoN %

. ’ ’ * ‘ N - - . . Y.
0‘: “ - P e ! 5QIbid. ’ pn. 25. ) * c - N . s r] -
SQIbid. ’ po 15- a ‘ ‘ N (u’ ' . ’

DO‘, v ‘ ;. y . ! 61 id‘;. s * ’ u: "
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79 -
A spectator can alsogread the proximity' distances
,»i - that exist between human figures who are represented as
o 1n;exact;pg in palntlngs.. In "The Body and Social Metaphor"

Donald MacRae writes:
A )
i} . We can measure either through the ‘
) .‘ movement or'by the dimensions of the -
. C . body... measuring involves the doubling
e - - and the-.redoubling of a human dimension,
s * and this doubling I would suggest is
. bound up with the bilateralism of the
) . o body and the duplication of the limbs. ~
YV . . Coe Ideas of measure, of proportion, of N :
due regtraint come from the body as well o
‘ | as ideas of scale: we talk of human scale .
’ ' in our environment and also in our social
relations. Man really is the measure of
N -, ) . «all things.62 :

,
T bt Lt e SR b

—

To estimate the size of distances between human
forms portrayed with piqpents; a viewer caq'base his ) ‘
palcu}ations on the proportions of the painted figures. The
* limb lengths or body‘heights_of\tﬁe'%ainted figures can V
Aservé aspyardsticks with which to measure their proximities
kéq.each other. For exaﬁple, if twd adult males of averaée‘ .
height, A and B, are pdsitioned at the same pictorial depth |
iﬁ a paihteﬁ landscape and are divided by a space comparable
C e ' to‘éither's.height, then it can be estfmated that the§ are
five to six feet apart. Furtﬁermore, if B stands aeeper in

the pictorial depth than A, their proximity distance can be

‘ reckone¢'by.sipu{;aggously reading their contrast in size,. . ‘

" .%2ponald Macrae, "The Body and Social Metaphor™"
The Body As A Mediuym of Fxpresgion, ed. Benthall, J. and
\ . " Polhemus, T. (New York, 1975), p. 45.
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the distance between them in-a straight line, and a

comparison of, where each, tands in relation to the painting's

A

\bottom‘edge and horizon line. For example, if B is%iightly
smaller than A, stands almost directly behind him, and is

only a fraction of 'an- inch further away from the painting's
- ” .

bottom edge it should be apparent that they coexist in an

intimate interpersonal space. (See illustration 13, p. 81).

However, if B is only one-third the size of A, stands in
the extreme right side of the painting and is bisected by
the horizon while A's head is below the line and he is

positioned in the leﬁ} half of the canvas, it will be
k '

! §
obvious that they are far apart or at a public interaction

prOlelty (See illustration 14, p. 81).

"

In \Goya's painting the fourth soldier in. the firing

line and the Spanish citizen in the white shirt are 4t

i

similar depth levels, (see illustration 15,p.82). In the
¢

. N
'reproduction of "The Third of May, 1808," the fourth

soldiers form is 2 3/4 ihches 1ong. The Spghish citizen in
the white shirt is kneeling and only three-quarters of his
body. is shown The length of this form is 2 1/8 ‘inches.

The addition of the remaining quarter to the Spanish
citizens figure would make it 2 5/6 inches. long. Therefore,
this citizen and the fourth oldier have almost exactly “
the same height proportionally\\ A measurement of the
direct distance between them is f\?r inches;cchlequently,
their proximity distance is approximately the height of

<

N

»
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~“horizon line
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ILLUSTRATION 13.

e -

paintings bottom edge.

If B is sllghtly smaller than A, stands - -~
almost directly behind him and is only a
fraction of an inch further away from the :
palntlngs bottom edge it is apparent they
coexist in an intimate 1nterpersonal space.
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~horizon line
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-paintings bottom edge
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'If B is one-third the size of A, stands
in the extremé right side of the palnti';
and is bisected by the horizon line while
A's head is below the line and he is
positioned in the left half of the canvaa,
it is obwious they are at 'a publicy -
interaction proximity. »

-




ILLUSTRATION 15. Francisco Goya "The Third of May, 1808" 1814-15
The Spanish citizen (figure C) is kneeling and only

3/4 of his body is shown. 1In the reprodugtion this form is 2 1./8
" inches long. The addition of the remaining 1/4 would make the

citizen's figure, (2 1/8X 4/3), 2 5/6 inches“long. The fourth

soldier's form is 2 3/4 inches long. The distance between the

soldier and the gitizen is 4 inches. Therefore their proximity to

each other is 4 =15/11 or approximately 1l 1/2 times the

length of the 2 3/% goldier. If his height is 5 feet 3 inches

their proximity distance is 63 X11/2 =951/2 inches or approximately ..

8 feet. If hisg height is 6 feet their proximity distance is A

6 X11/2 = 9 feet. ‘ : ‘ '

4

| | ~ U

-,
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J

the French soldier multiplied by one and one-half In

1824 the average helght of an adult European male was five

63

A , feet three inches. If this measurement is dsed as 'a base

Sp/which to calculate the length of the distance between
the soldier and the citizen, thelr proximity to each other

° would be establlshed at approxlmately eight feet. The use
\ o
of a modern average human height of srg feet would placsg

their\groximity‘at nine feet. 1In either case, since the
.soldier and the citizen are members of their respective
groups, the proximity distance between the Freneh ekecution
sguad and their Spanish victims is  used for social
consultation. (For the measurements and calculatiics'on

ghibh the figures in proceeding paragraph are based, see
X
illustration .l5, p. 82). : )

-

- Personal space; an area surrounding every human's

body, is used foréelf—protectien.64 Tt can bexmeasured

~

- for each 1nd1v1dual by approaching him from different

65

dlrections - frqnt, back and side. The points at which

- a persoﬂ stops the intrusion of other's fEhce the enQelope

66

that is hie bersonal space. The size of this area varies

.\ . 0 )

¢ © 63 y |

)Q' . John Lavater, Introdyction to the Study of the
‘ "Anatomy of fthe Human Body, (Lordon, 1824), p. 7. ]

-
( ) 64Argyle,,Bodlly Communlcatiop, op. cit.,ep. 312.

65

Ibid. \
. . ' . 66Ibld ,
1 '} - - )
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for each indivi&ual, but there is usually a larger space

67

}  in front than in.other directions. ' ;A human's personal
space is an area that he allows only close friends or
relatives to enter. Under peacefdi‘bonditions the personal

space of some persons has been measured at seven square

feet.68 However, in situations with overtones of impending

violence, personal spaces of twenty~-two square feet have

69

been recorded. Quite often when a human's personal space-

s is vioiateq{ he will turn his head or body away from the

~

intruder, hunch up his body, or quickly depart.

o ~ . .
Personal territory is the property that an ¥

individual controls or owns, such as his home or workspace?0

Temporary personal territories are places like restaurant

! .
booths, tennis courts, library tables and hotel rooms.71 _

Humans signify their righég to these areas by depositing

&ersonal belongings that act as»markers.72 The

physical activities which set up temporary or

permanent personal regions are called "territorial
73
111

" behavior. The actions of ‘an individual when he moves

\

$71bid., p. 313. ~

*81bia. o /o
“mia. 0 - o

Q‘ - VOEEEQL,‘p:‘§l4. |
' Mpya, o
S

- 73\ N ’ .
Ibid., p. 312. vy . ‘\SV
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into someone else's territory, accepts another human in his

terrain, or places barrier objects between himself and

other persons, are called $movement in a physical settinc_:;f?"4

\

© ‘'The French soldiers establish one boundary of
their personal territory'by po%nting their rifles and

bayonets towards the SPanish citizens. The small d%stance

between’the sharp yips of the poniards and the citizens' .

bodies is clearly evident in illustration 16, p. 86; it is

as if the Spanish could reach and touch the blades. 1In

. |

the foreground a kneeling Spaniard has- his head\bowea, S

- hands clutched together, and body hunched. although he is

o
undoubtedly despairing over his hopeless situation, he may

‘also be reacting to an attack on his personal space by a
@ . N

-

* soldier's bayonet.
‘ One way in which a person exhibits his feelings
< jagout another human during social interaction is the
75

direction in which he leans his body. Na*urally, this
a)

affects the size of the distance sepér&%ion between

interactors. It may also reflect an individgal'se true
« opinion of others when circumstances prevent more overt - °

expressions of sentiment. A forward body lean demdnstrgtes

; : ‘,/":hl\iffigity for another human being but a body lean away

*

N

| = o S

T41pid., p. 303. /
N

Mehrabian, p.'369.
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" ILLUSTRATION 16. Francisco Goya "The Thlrd of
: May, 1808." 1814-15 . .-
A) The bayonets.of the French ‘soddjers may be ' -
' plefclng the Spanish citizens! personal : . \

spdces’ .

* B) Ther body lean of the background Spaniards. .
is towards the men being executed and away .
*+ - \from the, French soldiers. . .
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television pregrams. Tﬁf viewer realizes\that thé?condegeed <
/f?rmé an&leheir actions emulate real life situations. s
ipheréfore, the spectator is an interested observer of the
"events in Gdya's painting. He can emotionally‘respoﬁa to
.-<the.exeeution, but he hilllpot feel,thaﬁ he‘;Lxsically \ )
pa}ticipates. _— | . ~
5 76, el 1 Do . R R

* are painted smaller than llfe size. Realistic size is not

- .because the shapes and spatial behaviors ofhflgures and»

- 87
o ’ ‘76 N {\ o,
from a. person indicates a dislike. N
" : » !
In Goya's painting thr'ee ‘members of the background

s

group of Spanish'citizens lean towards their condemned

\ .
countrymen and away from the, French soldiers. (See

i e~
- -

: , $
i1lustration 16, p. 86). Thi% implies that their '

sympathies lie with the victims of the executielf and that

N 2, '
4 L N

they abhor the firing squad.

| ‘ .
The figures presented in\"The Third of May, 1808"

]

o b ortirasip, e e B -

~

necessary for the recognltlon and interpretation of images

! . h 3
objects remain unimpaired by a change in scale.7z People : 1

|
do not object to a three inch photograph serving as a

representdtion of a man.78 A viewer's approach to the

SLtuatlon\?resented in Goya's painting. resembles a modern

man's attitude while he is watchlng humans interacting in _, '

-

\ ' . .
»~ A :
& ’ 4 .

77Rudolf Arhexm,’irt and Visual Per e The . .o

N4w~V%rsion, (Berkeley, 1974), B 1§§ . j . .

3 . : o 4

. Bipta, . . o
-—-——': . . ) . )
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Human figures wikich are portrayed\life-size in

N palntlngs can fashlon a dlfferent relatlonshlp w1th a
\

v1ewerﬂ The phy51cal presence of thelr dlmen51ons ‘can be
cd?pare& to»the bulk of a living persen. Consequently,

the proximity distancewthat a viewer takes to a life-size
N .

painted figure can mimic a socip? encounter with a living

being. Cox ‘

\ x ;llustrdtion 17, p. 89, is a human anatomy
diagram which represents.the relative ﬁroportidns\of the
male and‘female body. It is taken flom Victor Perard's

N
Anatomy and Draw1ng, which was published in 1929, a date

midway between the year Van Gogh painted his portraut

and.the present year. The diagram depicts a male's head

s ] - * >
as being 2/15 of the entire length of the figure. 'This

fraction cofresponds to the description of the proportions

of the Body in a modern medical text.79‘ It also corresponds
LS

to the proportions of the body described in an artist's

anatomy book dated 1888.%°

Conseﬂuentlyy"lt can be
'estimated that the length of the head of a mele between

five and six feet tall should ange ‘from eight to ten

W

inches. (See 1llustration 17/, p. -89, for the mathematlcs

N

on which.thefe‘numbers are/ﬁased). Perard's anatomy

)
& H Kempe, H. Silver and.D. “~0' Brlen, Current '
ediatrlc DlaQnosis and Treatment, (Los Angeles, 1978u.p 13;

) 8oMathlas Duval; A;;;g:ig_ﬁgg;ggx (London,.1888),
p.~\L79. ,

1
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' Victor Perard. 1929. o N
@ The head.is 2/15 of the length of the .
. . éntire male ‘figure. Consegquently a -
| ‘ . ! man five feet tall should have a head
. ‘ , : . length of 60 X 2/15 = 8 inches. A man -
@ e 6 feet tall should have a head length of
‘ o 72 X 2/15'% 3-inches, approximately 10 inches. *
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‘ﬁlagram also 1nd1cates\that the space betweenh a male s Y 4
chin and his breasts should be t#hé same length as his h.ead

A 1
@ (- The. reproductlon of Van’' Gogh' s portrait used ih

. this thesis is5 5/8 “inches long by 4 5/16 dinches wide. The

i h actual palntlng 1s 221/2, lnches long b} 17 1/4 1nches w1de.8l
1 - The reproducty.cn is 1/4 the length and ﬁ/4 the w1dt§1 of the |
or:,blnal, palntlng 4‘.,;n the reproductlon, the leng::h of ’

5

Van Gogh's. head is2 5/8 inches. Therefore, J,n »the actual’

palntlng his ‘head should be app{oxlmately 10 1/2 ;,nches

long. The faces presented in Per?l‘rd s anatomy dlagram do

° . [

. ) not have beards. It can be rea‘sonably argued that van- N

-

Gogh s beard adds an extra inch to the, length of his -’

. . head. Hfs portralt head w1thout the \beard could be 9 1/2

inches long. )zé elther case the length of Van Gogh's

. painted head is ‘comparable to iife size. Furthermore,
a0 \ ‘\
. . ' »

the space between the<tip of his beard ahd the bottom edge

}

o\f the J.llustratlon J.iz 1/2 inches, ThJ.S’ area is meant to

‘represent a portion of Van.Gogh's neck a{xd chest and is

similar in measurement to the length of his head. (For
’ N

the measurements and mathematics on which the numbers in
. s .

-

. this paragraph are based, see illustration 18, p. 91). The

parts of the figure presented to viewers by Van Gogh's

Consequently, the space between the spot where a- .

) o R - * , . -

| ' 81Janson, p. 508. ‘ ‘9’"'-’\ . '
2 ' ~ ' A ‘ : -
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ILLUSTRATION 187 Vindent Van Gogh. "Self-Pdrtrait" 1889. ‘
: ~ The measurements of the reproduct'ion, L
v . are’length 5 5/8 inches and width 4 5/16
. q ..inches. The actual paintifig is221/2 - "
. "inches long by 17 1/4 inches.wide. , BN
Therefore, *the reproduction is. - . -
’ 5/8. = 174 the length and 45/%6 = 1/4 *
. 22172 ) ( . 17",;74 ' ‘

- ‘ the width of the ‘original painting. . ‘
e o ' . Van Gogh's head length ixr the reproduction’ |
. ' is 2.5/8 inches. Cohsequently, his- R
- 'J, . .+ head length in the o¢riginal painting \q -
e T : v should be 2 5/8 Xgh = 101/2 Jmnches,C o o
; ) Y. toe i vy . )
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viewer stands; and. Van Gogh's\portrait figure should resemble
a real proximity distance of human interaction. However,

< v \
the distance which a visual iokerpreter stands' from a . .

\ -

painting is not principally based on the size of its\

’
.

! portrayed humans but rather on the dimensions of its

*. stretched canvas.' In order to grasp the meanlng of a

a

L “palntlng, a viewer must read the characterlstﬂcs of its .
-y - . contained forms and the means by whlch they interact. Yet \
“ _ thlS does not create a problem with a ilewer 's prox1m1tg to‘
the’ single human in Van Gogh's self—portrsit because ‘the
figure ‘of the artist occuoies-most of the picture's’space.
Mofeover, his‘figufergs‘positioned in the forefront of the
plcture plane; there is no area represented in the pelntlng
that would further separat; Van Gogh from a viewer. . \
To define emplrlcelly the commonAdlstance which‘
~spectators stand from either\boya's or Vsﬁ Gogh's painting
it would be necessary to ¢onduct proximity tests in the -
‘robgs in which the works are hung.“'It.is impossible for
this author to run such experiments. Theoreticalfykthis

. R}
* author feels that the distance a viewer stands from a .
)

paintihg depends uoon his ability to perform two
interrelated activities: seeing the painting as a whole so’

' that he might dec1pher the rplationshlps between all the o

. contained images and 81multanéously absorblng as much detail

‘as possible: Arnheim supports this belief when he

\ ! . . ]

writes:
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"In order to be comfortably visihle
the relevant portion of ﬁée visual
field must be large enoudh to ‘be

. " 'sufficiently discernible in its

' detail and small enough to fit
into the visual field."82

A painting 22 1/2 incheés long by 17 1/4 inches wide
can be’ easily contained in an observer's gaze from a
. ! - '

4

a;stance of fout feet. The personal details provided p¥
Vathogh about his physical appearance are of the type
indigenous toJcasual, personal interaction; A'viewer can
cbntemplate the lines under Van Gogh's eyes and the blue of
his irises, and can notice short bfushstrokeé‘representing |
sméll clusters of Hair in his beard and eyebrows. (See
illustration 19, p: 95). Furthermore, the space éutrounding

-

Van Gogh in his self-portrait compares in size, to the area

\
. surrounding the form of a human subject ,when an observer

regards him from a distance of four feet., Van Gogh

constructed his self-portrait in a manner which encourages

a viewer to feel that he is.engaging in a casual, personal

situation with the artist' s self-image. ,/

Goya's painting 1s 13 feet 4 inches long by 8 feet -

83 At a distance separatlon of four feet,

\
9 inches wide.
a quttator S gaze could not contain the entire length of
this painting. At a proximity distance of thirty feet, an

observer's visual field could include many shapes outside

82

’ 83G H. Hamilton, 19th and 20th Century art, (ﬁew
York, 1970), p. 54.

, . .
RudoLfArnheim,VisualThinkinq,(Berkelgy,l969h p. 26

<<~
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the edges'of the painting's frame. In a museum these

B

elements could take the form'of a sculpture or a different

painting. The presence of\?qfther interesting image in his
{

"~

visual field would interfere with a veiwer's study of S

Goya's .piece. A spectator should stand at a distance of

Ve

seven to twelve feet from Goya's painting. Goya does not
represent many personal details of his human .figures, but ¢
does provide some features which are associated with a

social, consultative situation. An observer will have a  ~
tot#i awareness of the facial exé;essiong éf the Spanish
victims. Moreover, he can see heavy creases in ‘the palms
6f the foreground Spaniard in the white shirt, and notice
brushstrokes that ser&e as:thick sErands of ; citizenﬁs
hair. (See illustration 20, p. 96). ~The size of Goya's
painting and the typ? of individua£~detail he proviées
about his portrayed figures'will ﬁoﬁ make 'a viewer believe
Eg is physically participating or personally %nvolve? in .
the éxeéution. ‘waevér, the spectator may feel that he is
being consulted ébout the morality of the incident.

L . .
A line on a canvas running from a viewer's bottom.

.left corner to the upper right corner will be' seen as . ¢

ascending and a line going from the upper left corner to the '

\

bottom right, descending.84 Humans read pictures in the

84

-«

Arnheim, Art and Visual Perception, oE.cit\. ,:\p. 34.

o~
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short brushstrokes
representing small
clusters of‘{hai-r -
. [3
Vincent Van Gogh.
1889 ‘(detail) ,
The personal physical details than

Van Gogh represents in his self 5
portrait dre of the type that is L
indigenous to casual personal interaction.

"gelf-Portrait,"
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same dlrectlon as they read text

' character of personsirepresented in palntlngs.

" the forces oquood usually enter from a v1ewer s left while

n

i ]

, This pped,;.cal)ie’behavmr.

can be used to ln}luence a viewer's oﬁanaons of the

the pQwers of evil come from the rlght.

- rises,

‘stage.

S

~

the audlence looks first to the left side of thé

Consequently, the audience is inclined to identify

87

- with the characters positioned there.

ot ~ . 88
audience's favorltes;

of the heroes/heroines.

left of Goya's painting.

the\éiewer initially centres his attention.,

The‘%g%nish victims are positioned on the viewer's

thus they may seem'to\be adversaries

They will be the figures on whom

86

Figures on the

&~

[ o

g

observer should 51de w1th the Spanish citizens and

N right 51de of the stage will seem in opposition to the

\

On a stage

When the curtain

Therefore,’an

&

W

subaequehtly regard them %f aémlrable humans. On the other .

A e

hand, the French '‘soldiers

Spanish and may be perceived as their wicked oppressors.

11l be seen as oppos#ing the

&
Since a painting is read from left to right,

’

pictorial movement toward the right is regarded as demanding

~

85
86
87
88

Ibid.; p.
Ibid., p.
Ibid., p.

Ibid., p. 33.

35,
34,
35,

®
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A figure which transverses a painting from

o

‘ right to left may seem to’ be struggling against some
o i .

- w o . & 3
resistance, perhaps because the movement conflicts,ga rather

" than moves, with the \risﬁag. £1low of an observer.’®

Van Gogh's figure entérs into the space of his painting

’fz"om the right edge of t_:hé canvas and continues towards the

left side. This linear movement could contribute to +any

feelings of turmoil

contained in the painting.
2 . .

The face is an extremely important region for the
, communication of emotions because it is highly expressive

and able to send implicit messages ‘about a person;s

feelingrs.91 Body language s{:udies have demonstrated that
t ' .0

.people tend to connect facial expressions with seven main

, . o : .
emotions: hapB:Lness, surprlse, fear, sadness, disgust

92

(contempt), anger and' interest. Each of these emotions

is the principal expression for ja category of similar

93

feelings. For instance, happiness is the E;Qmmon synonym -
L

>

for the feelings of joy, satisfaction, contentment, elation,

. i )
gaiety and hilarity.94 In* 1824 John Lavater publisheda
®91pia. '
MVypig, - . .
‘ 91

. Argyle, Bodily Communication, op. ¢it., p. 211l.

92:pid., p. 214.
- B1pid. , |
94 N '

. Norman Lewis (ed.);, The'New Roget's Thesaurus
in pi¢tionary Form, (New York, 1976), p. 188. s

o~
Y,



book, séecificaily' designed for the use of artists, which L.
Y ’ . e
X . . { ~
organized similar emotions into .categories. For example,

N\

o

he states that the emotion of joy has the following
& > - v

subdivisions; contentment,‘j smiling, gaiety, loud laughter,

and i'apture.‘95 Furthermore, Lavat‘ér believed that

.

comparable embtions wOulé be conveyed With similar facial

expressiorns, but with- perhaps dlfferent body poses.% .

-, Y

[

The resemblance’ betwéen Lavater's system for the

3

class:.flcatlon of emotlons and the results of modern

researchers in body language is. not surprising since the

QSmain facial expressions for emotions are mnate. MM

Persons's blind from blrth display emotlonal expresslons
which are 1nd1gengus to cultures throughout ‘the world.98 .
7/ v \ .

Tests conducted by body xlanguage scientist

LI
N |

* Paul Ekman have shown that people can correctly correlate
facial expressions with the seven main emotions sixty-six

99 - Lo

-

> percent of the time.
¢//Z

P Furthermore, judges involved in experiments similar .

‘to‘ Fkman's based their opin/ioﬁs of the subj‘ects‘ feelings

\
,On mental comparisons o?//t'lﬁir facial expressions with those

-

95 \Lf TN .
Lavater, p. 16, k? L .
96

. 97Hlnde, P 117.// ; N

981pid. : ,
i / \ \

99Argyle, Fodily Conununicattpi(, op._cit., p. 218.

. ~
Ibid., p. 17-18./ . . S N ‘
(
\
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N ® ' 100 ¥ ,
of. persons whom the judges knewfor by identifying themselves.
with the subjects. Sometimes these identifications were so

strong that the faces of the judges acquired EPe facial

expressions of the su}:)jects.100 The correct identifications
\WOf emotions in Ekman's experiments were based entirely upon
3 101

- + facial expressions; only the hgads of subjects were shown.
// Judges would exhibit an even higher percentage of correct

"identifications of emotions if they were aware of the

corresponding causes for those emotions.102

X .
Many studies of ‘facial expressions have used posed

models., As a result their expressions are probably more
AN e/
. . L S
extreme and less inhibited than natural ones.103 However,
- [ s

other studies have used photographs of spontaneous behavior
and thelr accuracy of correct 1dent1f1catlons was almost
seventy percent.104 Consequently, there appears to be a

minimal difference in a viewer's ability to identify emotions

Argyle, Bodily}g unication, op. cit., p. 216.

kgz 3 -1 -
Ibid., p. 114-15,"
103

_ Ibid., p. 218. N }
! — ; 104

Ibid. : '
b - 1054p44. '

—

\through either posed or natural fac1al expre551ons.10$
‘ ‘ P
! W Illustration 21, p. 101, is a-juxtaposition of the
.‘).
N v . ' facial expressions of the dominant Spanish victims, labelled
’ ?
{
100Dlana Thompson and Leo Meltzer, "Facial
Expression", Journal of Abnormal and Social Psyﬁhology
A V. 68 (2), 1964, p. 134. .
101




Sadness

Sadness

Juxtaposition of the' facial expressions

of the dominant Spanish victims with facial
. o expressions taken from modern body language

' ‘ texts. (Turn page to side).:

1 u
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Figure A
Vincent Van Gogh "Self

of facial expression.

¢

o

2,

Figure B
Mathias Duval
Portrait." 1889. Detail ' Facial repre-

sentation of
SOYTOowvW.

’

b , /

PR

Fi6. 71,

Disgram gspresentation of
s0rTeN,

Pigure C ‘ -
Mathias Duval N
Schematic face
of sorrow.

L

PERCIANT (IOUHDID) RESPONSES YO FACHRS IN EACH DRSCRIPTIVR RAKSPONSR CATR!;OR?
AND MODAL INTEANSITY AATING OF PAEBDOMINANT JUDGRMENT (i~ PARRNTIIRAES)

\ -

Ly D . Happy
\ Dyscriptions Blank  Comtrol  Nentral Happy  Sodt  Angryr Fiendish Angryz Sedr J’b«pmb
| .
i N\ \
’ I
lated 1 @ . z( ) .
Happy 2 ll 4 16 (s . ;
‘Neut 3 () 91 «@ » 8 o6 X
+Sad 4- : ) o3 so (s)
+Aagry 2 3. 13 (s) 13 18 (4) 33 ?g :
Funinus 6 17 0y 33 (4 .
Amused z oy ol o3 . 19 ,; . -
Sheepish ob o3 os oy a3
Mischievous 9 ob 1t 16 [ .
Fiendish 10 o8 o3 735() 12 o; .
ressed 1t 17 o3
Apprehemelvs 12 , o6 o6 19 o , n {5 12’
Afeaid 13 ‘ oy o3 N oy p
'Horritied 14 3 oy
13 11 oy ¢ oy ob

Michael Argyle: Emotions perceived in schematic faces

ILLUSTRATION 22.

!




103
- A, B, C with facial expressions taken from modern body

language texts. Comparisons identify the emotion of

1

figure A as sadness, the emotion of fiﬁufe B as anger ‘and

contempt, and the emotion of figure C also as sadness. e

: %
components. Figure A is a detail of Van Gogh's self- o

Illustration 22, p. 102, consists of four io
. L3 » 3 3 ‘ [y ! . n
portrait which shows his facial expression. Figure B, a
i
|

facial representation of sorrow, is taken from Mathias

Duval's Artistic\Anatoéy,,(1888)._ Figure C is a schematic’
[ 4

° T P : . . e ey x
face which depicts the emotional expression of sorrow; it is:

“

also drafted from Duval. Figure D is a chart of schematic

am

° faces representing various emotions borrowed from Argyle's

Bodily Communication (1975). Van Goghis facial expression

(Af and Duval's facial expression (B) are very similar.

-

Duval's schematic face of sorrow-(é) and Argyle's 'sad \

face 2' (circled in f%gure D), are also extremely alike.

Van Gogh's facial expression in his éelf-portrait is rooted

\ . “ .

in sadness. ' ' \ '

o

A human looks at another human mainly to collect

informatioen about his pérsonality.lo6 However, when an

- individual concentrates his gaze on another person, he \

a o

- actually sends two signals. The first implies that his

communication channel is open and visual data can be .
N

N

- I

106:pia., p. 247.




104 . o (. | '\}

107 f

N 4
received. The second indicates that he wishes to

communicate with the bthEr person; th#s is particularly
’ N > ¢ .

true if he attempts to establish eye to eye contact. A’
gaze can be used to communicate a wide range of experiments

that include such diverse feelian as affiliation, domiﬁ@nbe,

y \ ‘ L 108
sexual desire, anger and hatred.

~

, decodes its meaning by reading the facial expression.of its

)

— N

sender and by interpreting the nature of the situation in

109 For example, a man is sitting in
x ! 4

a bar with his wife. A second man comes over to their table:

>
which ‘he is involved.

0

and begins to flirt with the woman., If the husband stares

directly at the face of the second man, cﬁrls his‘lower lip

" and bares his teeth, the Don Juan will know he is treading

b‘\

AN N .

‘

b )
on dapgerous ground. . "

In Goya's painting the foreground Spaniard in the .
white shirt and the citizen directl& on his right (figures

C and B, illustration 23, p. 105) both stare at the faces of

] ¢

the French soldiers. The gazes of the two Spaniards should

o . . w
indicate to the soldiers that these citizeng wish to

0 p) l‘ B
communicate specific feelings~ The French soldiers stare
stare directly down their rifle barrels and avoid eye contact

with the Spanish citizens. Gaze studies conducted by

* \

N

°

1071piq.

108, rgyle, Bodily Communication, op. cit., p. 232.'
N ) :
1091p54., p. 247. ' o .

. o, N

-~ - - . -

The recipient of a gaze

[




Francisco Goya

1814-15

"a) .Identification of three Spanish
victims as‘figures A, B, C. ,

b) Two Spanish citizens (C and B) . _
-stare at the. faces of the Frentch '
.soldiers. ) ] C

»
4 “ ‘ o .

"Third of May,’1808"
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‘ | t

/R/V\ Exllne have found that when people are 1mpllcated in

|
‘ . unethlcal acts thay avoid eye contact w1th other persons.llp
!

s Other experlments by R.E. Klec _ . Nuessle have . |

determlned that people eonnect pe

v

freqﬁently look
\ .

|
! . at others during | socla elntera Y positive qualities

111

sfich as maturity, sincqrity and endliness. Persons

who tend to avoid gazirlg at the faces of others are

-

« _ . associated with.negative qualitieg like, coldness, evasiveness,
[ . T - .
} indifferencg—3and immatur:j,»‘l’:y.u“2 Theréfore, in Goya S
|

painting s two Spanlards gaZLng at the soldlers should

1"

, “ . be associafed with favourable personality traits, while the

French serVEeEEEH\Sould be linked with negative personality

A s

characterlstlcs.
x . ! ’

In Van’ Gogh s painting the gaze ‘of the figure is

h directed tbwqéds the area immediatelyibefore the'painting,
‘the space 1n wh1ch-v1ewers sta d.‘ Furthermore<vﬁhe ;aze is
on an.eveén level rather than being directed elther up or e
down; therefore, 1t should be aligned with a spat&i&};eglon

" containing the heads' of viewers. Consequehtiy, vipwers will

feel that they are engaged in an exchange of gazes. - This

G feeling should suggest that Van Gogh's flgure desired to

¥ commghlcate.wlth them. Observers may also'sense that \
’ . 1 ; . -
:llogggg;, P. 244¢ : _ B
-0/ Mlpya,, bl o241, ‘ . . .. T~
. 1121259-' o o .
‘ \ — ). -




“ ’ 107 .
comminication cﬁannelg are®open and thé\figé;e is reading
their physical characterist;cs. Finally; Van Goéh will be
associétgd with positive personality traits because his

self-portrait figure seeks interaction with viewers through
*

its gaze. . :

i

Human posture.is important foxr a study of
communication between individuals or groups. The three main

\ - .
forms of humdn posture are: standing; sitting (including -

113

kneeling and squatting); and lying. Eaéh:of these has

4

A
wide variations corresponding .to the different poSitions of

arms and legs, and the assorted angles of the body.ll4 A.

person's posture can be determihed by his physical activity,
Ry \. s
the mood and intensity of his emotional state, his attitude

toward other humans, or his personality.lls T

\ ) .
The postures of the French soldiers in- Goya's

Qai;ting directly relate to the physical activity of their
aiming rifles. The postures of the Spanish victims aré
paftially based on thgif emotional responses to being 7
threatened.with'aeathf' In gddition, their postures are
reflections of their attitudes towards. the French'sold;ers.‘

Sincé Van Gogh's figuge is a self-portrait, its ‘
postu%é should make a statement about his éh§racter.

-

i

. 113

N

Ibid., p. 272.

114 . -0
Ibid.

\
‘1151pi4., p. 276. |

[

e i e
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'

Furthermore, the posture may express th Gogh s(outlook

concerning his personal interaction w1th other humans.

Although an individual's emotions are USually

J

indicated by his facial expressions, some postures‘m?y also

convey specific feelings.

116 Illustration 24, p. 109,

1 R - *
</  consists of four stick figures whose postures express ‘the

feelings of anger, indifference, self-satisfaction and

™ \

exc1tement \\9 GOya\s painting the foreground Spaniard in

the whléé shirt (flgure\c, illustration 23, p.105) displays

a posture similar to that‘of thé excited stick figure. The

citizen on his immediate rightk(figure B, illustration 23,

p..105) assumes a posture comparable to the stick figure

L
representing anger. .

. b \

Through a relaxed-tense dimensf&g a peran's posture

Y .

frequently demonstrates the intensity of the emotion

displayed in his face.

118 . Listless féelings, like depression,

display extreme intensity through rélaxed, sagging postures[

while aroused emotions, like anger, indicate great intensity

~ through very tense postures.”

119 The social scientist Donald

MacKde implies that passive feelings méy be accentuated by

postures which display downward movement while energetic

116

Ibid., pp. 279-280. .
U7rpia., p. 111. ,
118

Ekman and Freisen, p. 273.

119

, \ :
Argyle,\Bod§ly Communication, op. cit., pp: 279-280.
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. i
" . -

emotions may present uplifted postureé.120 . [

'In Goya's painting the foreground Spaniard in the white -
~shirt (figure C, illustra;ion,23, p. 105) stands with his . 1
"head titled,backv‘rigﬂp arm raiseé and fists clenched; his

postdre reflects tense anger. The Spaniard kneeling with
his hands clasped (figure A, illustrégion 23, p. 105) hgs '

a sagging bowed body and his posture emphasizes his deep

4

e A A KR ke ST

despair.
Body lean, touching, proximity gaze and spatial
behavior are the important clues 1n.ihterpretiﬁg inter-

personal attitudes.121

However, an individual's podture may
reflect his attipudes toward other persohs. Tés@s conducted
by the body language sciegtist Peter Machota have found | ! ;
thatlobservers were more drawn to subjects whq assumed open
arm positions than those whose postures were closed. Persons ' > )

A '

. wf@h arms drawn across theilr bodies were judged as being ‘ . !
122 ‘

_cold, rejecting, shy and passive. Posture studies have

| elso found that people have a greater tendehcy to use an arms
A akimbo position (hands on hips) with disliked, rather than

| 123

favoured\persons. Social psychologists Norman Ashcroft

| . and Albert Scheflen believe that a defence of privacy can be

( 120MacRae, pp. 65-72, - ) .
| ' \ : 121Argyle,’ Bodily Communication, op. cit., p. 276.
" ‘ _ 122Mehrabian, p. 367. . .
. 12352&2; ’ o \
Lo - N\




\ ) ’ . ! ’ . ‘
cL ‘
111 \ ' ‘ |
stated by placing an arm acrosé'thé body, crossing the legs
or turning away.124 Psychoanalysts hav%/pased inter-
.pretations of body positions on the péfgonalities of theif
patients. They have discovered th@t arms folded or wrapped o

around tqe body serve as self-protection and indicate
5 .
125 o ' , L

: withdrawal.

\ N In Goya's painting the foreground Spaniard with his

! hands clasped (figure A, illustratibn 23, pﬂ 105) posf%ions
. his arms in front of his body. He is attempting to withdraw

spiritually from the horror of his predicament. The victim

1 .
. s

in the white shirt (figure C, illustration 23, p. 105) has - E
his arms outspread and could be seen as attempting to appgal
to the French soldiers.

In Van Godh's self portrait the figure holdy

palette and brushes in front of its chesg. Consequehtly, .

palétte and brushes create a barrie% ary

chest, . (see illustration 25, p. 112). Therefore
handg//

reluctance on the part of the figure to engage™th open

-

interaction with viewers. . ]

There has been little research done on the connection
[ . L,‘ .

[y

. between personality and posture. Nevertheless, body o
¥ . - {
= . . - N
12 Norman Ashcroft and Albert Scheflen, People Space 3 i
~= the Making,and Breaking of Human Boundaries. (New York, | \
1976) ’ pl 4 -

1 125

Argyle,_Bodify Communication, op. cit., pp.280-§81.
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"Self Portrait"

Vincent Van Gogh.
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ILLUSTRATION 25.

1889

body.

a) Defensive posture - arm in front of |,
b) Facial features.

i




113

language scientists like Argyle believe that people may. use

posture to create impréssions of their character.]’26 For

exémple, a person may adopt a stiff military posturé‘zg e
imprison his anxiety and exhibit hisxstrengfh bf‘bharactér;w
or a quiet, humble manner to dembnsérate his inner peacé.127,

Posture may also be affected by a person's bbdy-imaye because

people often try to accentuate portions of £heir body which
. : \ ‘
they like. Girls may be proud to show off large breasts,

128

\

or men, firm muscles. Furthermore, people may attempt ‘to
N, \

o w
conceal segments of their body which they dislike. Adolescent

girls often slouch in order to ﬁide small‘breasts.129
Consequently; the portions of his .body which a person chooses
to emphasize may have an influence on hOW‘othgrs perceive*
him. i ‘

! Ray Birdwhisteli states, that it is natural'to thiﬁk
of mans body as split into two segwents, upper aﬁd 1ower:

The upper ﬁért contains the brain and the heart, and is

civilized and humane. The lower region houses the sex organs

'and anal cavity, and is associated with evil and waste. The

uppér part is good, the source of reason and subject to

leainihg. 'The lower 'part is brutal, cohtroll%d by animal

! [

12611:4., p. 280.

1271p54., p. 281.

128454,

129054,

Y

{

A
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' . 132

|

|

\
114 \
instinct, and is. the source o% passion.130

. Donald MacRae coétends that social order is

represented in terms of the divisions of gross anatomy - the
sovereign head, Fhe noble heart, thg base gut, the labouring
hands, ,and so on.131 Moréover, MacRae believes that the
upper part of the body is connected with concepts of health
and vitality because the mouth consumes food and thé _
digestive tract transforms it into energy. The lower
orifices are associated with discharges and excrement, !
products often considéred dangero&é and grotesque.132 Slang

words which describe the lower orifices_and theitr functions

¢ . .
and products are often used for swearing or making crude
133 '

»

;emarké.
In Goya's painting the foreground Spanish victims are

kneeling and their overlapping figures hide segments of their

“lower bodies. The lower bodies of the background Spaniards

-

are ﬁartially hidden behind the hill on which the{r
compatriots kneel. Furthermore»their'overlapping figures

. . L ' .
also hide portions of their lower bodies. Goya emphPSLZed

the upper parts of the Spaniards' bodies and, congeqﬁently,

\

130Ray Birdwhisfell, "Background Considerations to
the Study of the Body," The Body as a Medium of Expression,
ed. Benthall J. .and Polhemus T. (London, 4975), p. 57.

131

MacRae, p. 72. -

Ibid., p. 68. -

»
1331pia., p. 69.

»
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allled them w1th humane, c1v111§ed values. The up%er

!
|

portlons of thé\bodles of the French soldlers are hunched

into the activity of aiming rifles. Their lowe;j;eglonsy

form the largest parts of their figures. Furthermore, the
upper portions of the soldiers lean into the picture plane
» - 4 0

sa that their lower regions appear closer to‘viewe;s. Goya

éccentpated the lower parts of the soldiers' bodies so that

" viewers could identify them with brutal instincts and crude

-

behavior. g
In his self-portralt Van Gogh deplcts only the upper

part of his body. Consequently, his figure can only be
(‘

associated with positiﬁe personality characteristics such as

reaeon.gnd vitality. :: !
. ihe hands, and lesser extent the head and feet,

can produce a wide variety of gestures.134 Biologically
the hands have evolved for gripping and handling solid

135

forms} but they can alsc be used to communicate. Yet,

. ‘\\ . /

gestural communication can be confusing because it often’

\,
\

involves the'employment,of sxgnals with predetermined

meanings. Every society has a ‘nuinber of gesture-symbols
! 136

_ whose meanings only its members comprehend. ‘ Moreover, the

meanings,of these gesture-symbols can change over time.

/

154Argyle, Bodily Communication, op. cit., p. 251.
\
1351pig. .
=D21d.

~ ‘ .
1361pig., p. 257-258. ° ' .

°
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Frequently/vari s groups from different time periods have

, / :
used the same gesture to, communicate.different messages.

N
Winston Churchill's V for victory hand sign, popular during -

the Second World War, was a symbol ‘for. peace during the

nineteen sixties and is used by Neopolitan school boys as a

137

request for washroom privileges. ‘The interpretation’of

\

gesture%“bortray%@#in paintings from past centuries is,

\
1

v "'::T.Kj’“"‘i' }
therefore, a riskyaffair. 2

- However, some gesture—symbols appear to have meanings

L

{ ' . .
common to many nationalities and time periods. A gew
examples include: head nod - agreement; shake fist - anger; -

wave hand - goodbye; rub stomach - hunger; yawn - boredom;

po&af'J*éxue.direction.l38 Perhaps these gestures - symbols

have such wide usage‘becaué?«their physical Qhapes are ‘;
simple J%d visually reflecé tﬁéir meanings. For example,
Qhen a s;udenflpaises‘his hand he elevates part of himself
above the‘general hgad,level of the classland §ub§equent1y

draws the teacher(s attention.’

' Gestures may also represent a person's emotions.

Human movements which display emotions are spontaneous and may

139

have originated with man's animal ancestors. They

N : 4
A o e

A

137J.A. Bates, "The Communicative Hand,"/ The Body as’
a Medium of Expression, ed. Benthall J. and Polhemus T.

+ (London, 1975), p. 79. e
138

Argyle, Boaily Communication, op. cit., pp. 260-261,

1391p34a: . ,

e
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consistently cqonvey meanings to othetr people and are

visually similar to the gestures of other prima’ces.l40

The body language scientist M.H. ‘Krout: supervised N ;
.experiments (1954) which found that emotfional ges'turq,sf'have
141

‘s

usually consisted of touching some part ofsthe bhody.
Krout's experiments determined twenty-four gesthres whiich
appear to be associated W:Lth emotloné\"rhree standard

g
examples are: hand to nose - fear; finger to lips - shame;

, méking a fist - anger in males.142

Further( gesture studles

by Ekman and Freisen in 1967 found that a feeling of fear

could be portrayed by head and body movements which block . .
vision - (a defAencé against further fear arousal), by movements
which dr;eﬁtate the bod-y for Escape, or. by si:xaking clasped-'

hands up and down in front of the chest.l43

< In Goya's painting two Spaniards -(circfed in

illustration 23, p. 105) cover their eyes with their hands.

[

. . \ . . L. -
The actions of th/e foreground citizen display his fear of
death while the 'gesture of his compatriot in the background

,‘iilustra‘tes a horror of the impending execution. A kneeling

" Spaniard in the forgground (fjgure A, illti'strati:oq 23, p. 105)

-140

.

. GO N
14ll‘_’lav.u:ice,}(x:but, "An Experimental Attempt to _
Determine The Significance of Unconscious Manual Symbolic <
Movements", The Journal of General Psychology: . 51, 1954,

p. l40.

Ibid., p. 264. L N

142, . o L,
Q , .Ibldo \ ) ‘ "‘
- 143 : g ‘ ” T
- Ekman and Freisen, p. .719. ) - “
.y : ‘
- ’ N\ \\ g .
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clasps his hands together in front of his body and thus -
exhibits his fear of the assault of the French soldiers.

The citizen on his immediate'leftv (f;gure B, 1llustratlon

105) has clerched fists which empha51ze his state
of anger. The raised a and h?::i:Of the’ foreground
Spaniard in the white shirt indic an effort on his part

Eo,contre the attention of the' French soldiers on his’

-
.

figure. ’ ' -
.Finally, gestures may be used by individuals to

express their attitudes towards other persons. While

i 4
emotional gestures usually involve self-touching, gestures

which express feelings about other porsoné are generally

directed towards the bodieés of those other pérsons.144

Kl

Therefore, hands placed in front of the chest denote

" defence, reaching out movements may indicate a desire for

-
v

. intimacy, open exposure of'thg“i;wer half ©of the body can’

suggest sexual invitation, and restless movements of the

1egs'signal~a desire to flee another person* presence.145
£ .

Moreover,\lnterpersonal gestures should correspond to
6

postureay a person reaching out for frlendly contact should
have ao' en, relaxed posture. ° o -\
In Van Gogh's self-portrait the left hand of tﬁe
f ~ 144Argyle, Bodily Communicaéion,\og. cit?t'p. 266.
1461piq, | )

4
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flgure holds a palette and brushes in front of the chest.
. ’ 4
This gesture -.is aetually an indication of the figure's

.defensive posture sinéde tHe‘palette, brushes and hand create -
. B 5

a ,visual barrier which protects the figure's*body.“

. \ 3 ' :
! " The clothes and accessories (jewelry, badges, tools,
weapons), a person wears, his physique, facial features and
% ' . -
hair length will provide clues about his social role and o

-

personallty.l4? ' ) ' : . '

~

! " People from Western cultures wear clqthes to protect ' N
.o !
themselvés,from nature s.elements and to hide seqments of

. . N 2
" the body which arose seXual desires.l4§\w§ewevef§ social

¢

scientlsts also belleve that clothing may indicate a .o

by the amount of‘consplcuous

-

persons's socxal cla7é
4

.
e sl gt

n its designp @and materials,, and by

Whether or not it is suitable for manual labour.149 ‘.
~~

Therefore, denim and flannel‘are materlals of the working

consumption involved

.

\class "because they are 1nex en81ve <and durable while silks

" ?

W s he

- -

-angd llnens are’ materlals of the upper class as they are’
! flnely woven, dellqate and expen51ve. Ar%ile believes that .
H

occupations are generally recognlzable, in a broad social N
15m

e .
sense through clothing. Fot example, a man ‘wearing a = P

Y

"

. . L] . 5 - -
147Ibido' po 3300 ' . - { & . 7.'

. Y81pia., p. 324. © . . oL

- 1497144., p. 331, N~ . '
150, . "

. Ibid. f& 332. . ’) ‘ . - F
. N ’
. ? .
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suit on a weekday, in-the downtown sector of a city, will be \
. . N 4 ¥ . : o
regarded as a businesgman while another man wearing overalls
\, . ’ . .
. and a hardhat will be regarded as a labourer. - Policemen,

! soldiers, postmen, firemen and others wear uniforms which

_ . e
identify ‘them with public serv-ices.151 '3§r$36xically, a .

PSR g

number of exg;riments have found that wearing a uniform has

Coaes . . \ e
v an ‘initial effect of making a person less conscious of ) o

.

152

P e,y

himgelf-as an individual and less sockally responsible.

Unifprms are usually typified by -severe lihes of design and

’ - v

" the addition of accessories such as metal buckles and belts,
' . .o . L - .
\, } : badges,‘braid, and heavy leather belts,'EE{aps, holsters,

RS cases and boots.
¢ S

Physiques are also frequenfly interpreted in terms. "’

of personality traits. Studies by W. Wells and H. Siegel
\ ' .
(1961) found that fat persons were regarded as warm-hearted,

) ’ sympathetic, good-natured, agreeable, and dependent on’
i ' ,
others, while muscular persons were viewed as having stfong

-

-~
characters and being adventurqps! and 'thin people were seen -

153 N

as nervous, tense, pessimistic and quiet. Other ktudies

. . . . N
on the actual correlation between physique and personality .
N . . . .

have fourid that the opinions of the judges in Well's and

S 15%Ibid. C R
o N - 1321p54., p. 325.
\ . \ . 153w.‘Wellsland H. Siegel, "Stereotxg?d Soﬁatotypes," -
Psychological Reporfs;~v. 8, 1961, p. 78. -,
T » R
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Siegel's studies were frequently correct and that there is

a slight rélationship between physique and personality.154

People do have partial control over the shape.of their

. \
bodies; obesity can be controlled by dieting, muscularity .

155

life-style. .

increasgd by regular exercise, and a thin body filled out
k . )
by large, regular meals and a reélaxe

Tests conducted by P. Secord, W. Dukes and W. Bevan

.

(1959) found that some farial features were regularly linked

with personality traits. People with thin lips were regarded
as conscientious, with thick lips as sexy, with a high

forehead as infelligent, with protruding eyes as excitable

156

and with dull eyes as not alert. Moreover, their tests

indicated that persons with continual smiles on their faces
were seen as friendly, cheerful, easy-going, kind and well-

adjusted, while persons with persistent facial tension were

viewed as determined, aggressive and quick-tempered.l?7

HoWever,\associations between facial features and personality
@ \
traits are rarely valid, although persistent facial

eﬁpressions usually exhibit a person's regu%é{ mood and can

causé permanent facial changes such as wrinkles.158

154

Argyle, Bodily Communicatibn, op. cit., p. 336.
/. .

1551pia., p. 329."

156P. Secord, W. Dukes and W. Bevan, "Personalities
in Faces, An Experiment in Social Perceiwing," Genetic
Psychology Monographs, V. 49:276, 1954.

1571pia., p. 252. . )

sl

. .
158Argyle, Bodily Communication, op. cit,, p. 226. '
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. . : !
Head and facial hair is usually cut and styled; it°

159

is rarely left to grow wild. The aQtHfﬁpologigt\C;R.

Hallpike‘believes that long hair has widespread symbolic ' -

meaning, It signiffies being beyond the control of society"

and long hair is often worn by social outcasts, hippies,

intellectuals, musicians, artists and ascetics.160 A

. Freudian analysis suggests that long hair represeﬁts

161

e \ .
sexuality and cutting it symbolizes castration. Studies

by D.G. Freedman (1969) found that many women see bearded mee

. 162
as more masculine and mature. . '

In GBya's painting the clothing of the Sp;hish

- %itizens is simple and does not display any ornamentation

"which would mak% it look expensivg. Furthermore, although
there are individual differences in  the vestements and

" colours worn, the clothing of all‘tﬁe Spaniards appéars to
be made from similar rough materials and is of a loose,

baggy . fashion. The plain quality and fashion of the

Spaniard's clothing identifies all the citizens as members
jof a lower economic class. Moreover, the Spaniards have
stocky, {|s0lid bodies and this implies that they perform

manual ‘labour and have strong, outgoing, warm personalities.

]
» - N

)

\ 1391pia. \ p. 326, \

160114,

¥lipia., p. 327.
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It is\extrémély difficult €o observé the physlques of the'
French since their backs are to viewers of the painting
and their bodies areléovqrea by long, hea;y coats. '@hg :
exact duplication of dress on all the French figureé, and
their accessories of fifles, bayonets, sabres, knapsacks,
thick belts and straﬁs idegtify them\as soldie;s.

In Van Gogh's self-portrait his.facé is thin, the
skin sunken under the cheek bones. This gauntneés, plus a

furrowed brow and a frown set on the lips (see illustration

25, p. 112),)should link Van Gogh's figure with such

personality traits as tenseness, nervousness, pessimism and

determination. Furthermore, a high forehead makes Van Gogh's

figure appear intelligent. The figure's short hair. and

even beard perhaps reglect;a wishﬁon the artist's part to be
acceptable in society. ‘The figure's simple garment is
painted in thick brushstrokes and such str;kes create the
impression that the garment is constructed from a heavy,
rough matérial. Van Gogh's self-image displays no‘signs of -
material wealth. The palette and brushes held by the hand
should iqentify the figure as a painter. "The overall .
impreSsi&n created by thé“figure‘s physique, facial features

and clothing is, one of an improverished artist.

) Colours have traditional meanings in Western

H

163

culture. In most countries black is the colour of

\
163J.J. de‘Lucio Meyer, Visual Aesthetics, (London,
1973), p. 88.

\

R
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164.white the colour of purity.165 s

mourning and despair,
Red is a colour associated with strpng'emotions and cén have
several meanings such as love or unity and has even been used.
by several nationalities as the colour of revolution.166 \ ' '
Warh yellow, the’colour of golé and the sun, signifies joy,

riches and glory. Van Gogh believed yellow to be the colour

e st b n A A

of creation. By contrast, a pale, dirty yellow may stand

167

\ : .
.for greed, cowardice and envy. A muddy, sickly green is

also associated with envy and jealousy. Pure gr?en
3 symbolizes hgpe; its meaning is based on the! relaxing and
. requénating powers of nature. Green is used in the
decoration of hospitals and schools because it is the colour

168 plue is a colour associated ‘

of life, growth and health,
with the intelleét. Many people relate blue to the clear
open sky; blue supposedly helps a person to think with a

fresh, unclouded, logical mind. However, dark blue is often

~._-associated with sadness as in "I've ,got the blues” or "blue

l ‘ .
) . Monday."169

Purple was traditionally used bj the church and

royalty to sign%fy importance. They felt that purple was

'
B
3 . ~

164

Ibid. p |
' 4
1651p54., p. o1. : ,

1661p34., p. 8s.

v
1671pi4., p. s9. .-

\
1681114,

1691154,
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such an intense and stirring colour that the masses could

[3

not help but notice it and be impressed. Studies have

shown that people find large areas of purple or violet

unbearéble. The impact purple made on the masses was aided

by the colour with which it was frequently displayed, the

colour of glory, brilliant: yellow.170

The argument igainst
the connection of colours with their conventional mea&ings

is that it is hard to determine whether or not the meaninés
attached to the colou?s are a result of natural impulses or

merely faithful adherence to arbitrary meanings established

by tradition.

&
The word "tonus" refers tovyhe state of continual
S . . ; .
muscular activity carried on by the~body.l7l\ The body ‘is

. l
never entirely 'still, except in death. Different levels of

,muscular tension and relaxation reflecf the tonus condition

of the body.l7g

Tonus changes can be measured and afford
excellent clues to the effects of colour. Studies have
shown that red light can greatly anrease muscular tension,
&rlght orange can also produce a significant level of

rigidity and yellowvcreates a slight muscular tautness,

whereas green tends to relax the body and blpe definitely

1701pia., p. 90. .

171Faber Birren, Colour Psychology and Colour
TheraEz (Syracus, New York,.-1978), p. 130. N
e 1721p5d. o ‘ i
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173

decreases muscular activity. The body, therefore,, reacts

) \

to colour in two directions; warm colours, like red, orange .-

1

and yellow, stimulate the body while cool hues like green
s \ .
and blue, relax. The neutral point, where no specific
{
tonus reaction to colour occurs, is with a yellow-green
174 , : L
;

Other studies have ascertained that red is the most

hue.

‘'

dominant and dynamic of colours. Red light can hasten the |

healing of wounds, accelerate the growth of plants, increase -

hormonal and sexual activity, and raise blood sugar 1evels.l'75

) . . :
%sychologically red increases restlessness and nervous
tension. Psychotherapists have used red to %1evate their
patients' moods and counteract melancholia; it tends to

bring people out of themselves and direct their atténtion
\ .

to the world arouhd them.176 ’ : .

Orange has many of the same properties as red,“but
‘ people do~noé usually like it.as a pure colour; instééd they
pfefer its tints, salmon and peach. These tints are very
pleasinq in\hosbitals{ scﬁoéls and homes because thgy cast a

177

cheerful glow on the skin. Orange stimulates the appetite

»
1731pia. \

17

41pid., p. 132. - !

|
' ;75Ibid., p.

258, R -
176 ‘ ‘

™ |

Ibid.

177 259, N . N

Ibid., p.
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nervous tension.
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1
and is often used in the decoration of food services and

178

restaurants. N

\ -

Yellow is used to identify many safety signs and ’

\ v

~

devices. It is the most highly visible of colours and

179 !

usually stands\out from all the others. Yellow is believed

- - \ W
to have a\favourable effect on the human metabolism'but is
180

~

neutral i*\relation to biological growth.
Psychologically, green aids peopie in withdrawing
from outward stimulus and provides. an ideal environment for

{
mental concentration and\yeditation.lsl

Humans generally
find that green and bluish-green aid in the éreation of
relaxed, livéble environments because they tend to reduce -
182 However, green ana blue lights shone on
the”fade and body turn the lips black and give the flesh a
cadaverous aspect, an appear&nce people‘find ré%olting. - The
police have cast green light on the faces of suspects in

mirrored rooms to help force criminal confessions.183

pe

.

_Blue light retards the growth of plants, decreases

hormonal activity, .and inhibits the healing dﬁ wounds, and

84 -

lowers the blood pressure and the pulsé.l Moreover, it is

= A RIS e P et < S

&
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‘hard to focus attention on 6bjects surrOunded‘By a pale blue -

colour because their shapes will seem blurred.185

Consequently, blue environments are conducivé to internal /»\
pondering, but do not contribute to concentration on -

external stimuli. Blue is popular for decorating homes

186

beSause if is restful and sedate. Finally, blue has been

prescribed to cure thumping headaches, high blood pressurej
of a nervous origin, and insomnia. 87 ' .

.

)

Purple, an equal .combination of red and blue, has n

»

biological effects; ho&ever, large areas of purple also blur
N ~ [
188 \ \ : :
~ N , - "

eye . focus.

s . .
. White is a‘p}rfectly balanced colour, clear and

‘hapural in its effecéék White has no effect on the emotions

\
!

e

89

" and does not influence /biological activitiig.l = Perhaps

‘Caucasian body turns as it decays.

i
the reason white is commonly associated with purity is that

it provides a relief frow the mental and physical effects of

okher colours. Black is always associated with negativity

--in Western societies, possibly because it is the colour the

190 Black has no

185114, \ | -

186Ibid. : i

1871pi4., p. 109, SEY

. |
\ 188.13a., p. 260. ' \

189

Foy

Ibid.

1901pi4., p. 113. N

\ ’ ’
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\
psychotherapeutic value, unless negativity is a desired

191

emotional response. !

o

The effects of colour on humans also depend on
whether or not their tones are brilljant or dark. Warm

»
colours become even more stimulating and aggressiyve as

N \
their tones grow brighter. Copl colours become more passive

and. sybduing as their tones grow darker.lf92 The human pulse

is generally retarded by dark tones and accelerated by bright

193

ones.regardless of the colours involved. Thus, inter-

pretations of colours must not only consider their warm or

cool hue but also their degree of brightness. Warm, bright

colours actually -make the body temperature rise and the
flesh warmér because they stimulate the autonomic nervous

system and thus increase blood pressure and pulse rate.
- : . t

‘Conversely, cool“dark colours relax gg;fgzkvous systéﬁ,

4

3 ! <
decrease blood pressure and pulse rate, and consequently

N

make the flesh relatively cooler.194

PR \
‘ The overall tone of Goya's painting is dark and

would deaden the blood pressﬁres and pulse rates of viewers.

A

The French soldiers are dressed in drab, dull uniforms and

stand in shadows; consequently, they should be associated

191rpia., p. 261. '

1921pia., p. 132. ,

\ 1931pia. o -

1941p5a. .

¢t . \ \

[PV
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with cool, detached feelings. The overcoats of the two
soldiers most forward in the picture plane are tinted

greenish-blue, a nauseating tgﬁé which will repulse viewers
\ : ‘ X P

and link the French troops with sickness and death.. The
1

only warm colours presented'in the painting are in the
clothing of the-Spaﬂiards or contained in the areas
garrounding their bodies. Tﬁérefore, the Spanikh citizens
should seem warmer‘aaa-more-alive than the French soldiers.
The most conspicuous Spaniard (figure C, illustratioa 23,
p. 105) i# dressed in a wh(‘ite shirt and warm Yellow“pants
and can be identified with peace and vitality. This white

shirt creates one of the few spots in the painting where a

viewer's gaze can find relief from the execution's gloomy

N

' atmosphere. -Moreover, the high visibility of the white

shirt and yellaow pag;a should aid'thé cftizen in his

attempts to attract the soldlers' attention. The Spaniard

_kneeling w1th hlS hands clasped (figure A, 111ustrat10n 23,

p. 1 wears a dull blulsh—green garment and itscadaverous
tone yeflects his desgalr and acceptance of death. The
groﬁnd in front o{cthe Spanish victims is streaked with red,
a colour which obvibdusly represents the blood ?f those
already dead?® However, the spilled blood also impiigs that

warmth and vitality flow through the veins of the living-
1 \

'Spaniards. (For amr indication of the colours discussed in

the preceding pParagraph see illustration 26, p. 131). \\\

Van Gogh's self portrait is basically painted in

©

o
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. SN o1 cnish-blue
o
ILLUSTRATION 26. Francisco Géya"The Third of
May 1808, 1813-14." \ , . )
* (Colour guide). ' .
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assorted shades of three colours. Dark blues form the
) o .

atmosphere around the artist's figure. Pale and dark blues

comﬁose the garment worn by the figure. Goid,isfthe main

, colour of tHe heéd hair, beard and palette, and the figure's

flesh is represented by various shades of bright yellows.

The colour composition of the self-portrait is essentially

°

one in which warm, bright colours are enclosed by ‘dark, cool

1 -

hues. Therefore, the colours hzfe been arranged to convey

the feeling of a warm, energeti

_being existing in a cold,
despondent environment. Furthermore, the dichotomy between
the warm yellows and the cool hlues creates within van Gogh's

™ pairiting a mood of conflict and tension. (For an indication

-

of/the colours in Van Gogh's self-portrait see.illustration
27, p. 133). '
' The knowledge that light is.essential to the health

/ .
and growth‘of living matter is one of mankind's oldest and

\ *) N
most common wisdoms. The sun has been worshipped by many

wo

cultures and suﬁ-bathing has been regarded as therapeutic

’ 195

since Babylonian times. Light, natural or artificial,

\ . must be present for humans to accomplish the hajority of

their physical or, mental activities, Barkness is normally

associated with sleep and other forms of inactivity. In The o

' Body as a Social Metaphor, Donald MacRae contends that sleep, s i
- ’ T~

trance and all other states of'?he body which involve a loss

a

1951pid., p. 75.

3
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group which would utilize an object associated with

N . 134

of consciousneSs are connected with images of death,1?®

The fuels wﬁ}cﬁ are burneé to create artificial light also
produce heat, an element extréméi; important to human
comfort andnaurvivél. qurefore, light is generally~alliedv
in the human mind with warmth and vitality while darkness is
often linked with coldness and death. )

The scene in Goya's painting occurs at night; a

lantern provides the light for the execution. Rays from this

~lightbox fall on the forms of the Sp;niards Zf§ thus further

ally them with.warmth and vitality. Although the‘fronts of

th? Foldier;;are also undoubtedly Q}lumingfed W the la?t?fn,
viéwers\can only see their backs whidh are cast in shadows.
Consequently, tﬁe French can only bevlipked with dark -
sensipilitiééé %} is extré%ely unlikely that the Spaniards
wbu;d willingly provide light for the execution; therefore,
the~Iantg:n, like their 1ive§,.must be in the control of the
soldiers: Thegé is something cold and ﬁnfeeling about a

/

. &
brightness and warmth to take the lives of fellow men.

There is no light source present in Van Gogh's self-

- portrait. However, the,siderof his figure which faces °

1o . .
viewers is brighter than the side which moves into the

1

picture plane. This difference indicates that the figure's

e \
left side is being illuminated by lights from outside the
. ) \

lgsMacRaé, p. 70.

-
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dimensions of the painting. Consequently, Van Gogh implies

that interaction with the external world b;ightens his.
figure's\existengen

. Tn'summary; Goya's painting represents three groups
of men interacting at an-execution. In the €foreground

soldiers, standigg‘in a line, .aim rifles at a grouﬁ of
civilians, \;Jhile in the background another group of .
civilians Qatéh. The simplé gquality and style of clothing
worn by- members qf both civilian groups indicate that they
belong to the lower class. The stocky physiques of the
citizens and the warm colours found both in their clothing
and the areas immediately a;ound their bodies suggest that
they are gogd:natured and energetic peqple. The light which
illuming?es their figures reinforces their warmth ané . ,
vitality. Moreover, viewérs,should ense that the civilians Yoo
are reasonable and humane bgcguse the upper portipns of their
bodies are emphasized. Therefore, ié is appﬁfent érat Goya
portrayed the civilians in a manner which implies that they

a£e moral and warm. . : : ‘ A

The sold%ers are dressed in-dull, somber uniforms
\

and stand in shadows; they can be identified with dark

L

"sensibilities., The overcoats of the two soldiers who seem
' »

closest to viewers are tipted greenish-blue, a ‘'colour shade
associated with déath and decay. WThedlower régions of the
soldiers anatomies form the greater part of thei; bodies \
and, consequentlﬁ, link them with crude, brﬁéal instincts.

. . ’ \
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" brutal force, and thus recognize it as an atrocity.

.expressions in the face of death. One figure, towards the

‘-

136
Goya paigted the soldiers ih a maﬁnér which indicates that
they ;re cold and brutal. » ' \
The line of soldiers and the foreground group of
cfvilians have an orientation t rd each other t@gt
signifies competition-opposit%on. When viewers read Goya's

painting, the first fiqﬁres they visually'encounter are the ‘

foreground civilians. Hence, viewers should empathize Withz

" the victims and regard the soldiers as oppressors. This

impression will be reinforced bx the activities of the '

. civilians in the background. By leaning ‘toward the fore- Lo N

\

ground civilians and away from th? soldiers, tﬁe background
civilians express two attitudes: that their sympathies lie
with the victims and that they abhor the soldiers. One
background figure expresses his horror 0f the situation by
bur&ing his face in his hanés. Fﬁr%hermore, the overall-dark

colour toPe of the painting Hmplies that the scene is gloomy

and tragic. Consequently, viewers of Goya's painting should
. f
see the execution as the killing of good persons by a

i

. The foreground civilians exhibit a variety of

back of the group, exposes his fear by hiding his face in his

hands. Another civilian (figure A, illustration 23, p. 105),.
signals a withdrawal from life by clasping his hands in
front of his body. This figurefs hopeless acceptance of

death. is further reflected in his sad facial expression,
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a4

sagging posture, and the cadaverous tint .of his garment.

The citizen in his %mmediate left‘(figure B, illustration

23, p. 105) holds clenched fists, stands in a tense posture,

and displays an enraged facial expres;ion. By .staring
directly at the faces:-of the soldiers he angrily defies
them a?d thus exhibits aAbravé, indomitable spirit which
cannot be crushed by tyr;nny. The citizen in the white

shirt (figure C, illust¥ation 23, p. 105) also stares at

the faces of the sofﬁiers and he further seeks to”command

their attention by raising his hands high. This citizen ™
N

expresses griaf, yet he signals through his gaze and open

posture that he wishes to engage in amicable communication
™~
with the soldiers. By making this appeal -the citizen

implies that he feels differehces between humans can be
reasonably résolved, a remarkably civilized attitude .

co sidéring the dreadful nature of his-g;edicament. The
shirt worn by' this figure is significant because its white
coldur should not only aid him in attracting the soldi;rs“
attention, but also emphasize the virtue of higrpeacéful

\
outlook.

. W

The soldiers and their- victims are separated by a

distance used for social consultation. Whereas social

consultative spaées do not force people to become personally
1)

involved they do allow a person to recognige another's
\ Y

\
emotional state and to analyze his character, Moreover,

Argyle states that, gﬁven the proper body orientations and

AN B b e v T
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proximity distances, communication between persons should

occur through body language channels.l97 Therefore, the i

-

soldiers whd face the foreground- civilians are quite
capable of reading the emotional expressions of their
victims. Yet,.they demonstrate that they are colély
indifferen; to the feelings of others by not even raising

their heads to regard the faces of the civilians. Further-

more, the soldiers may be calloua%y violating .the personal
spaces of‘some civilians with their bayonets, -an act which
would denote a total insensitivity to their victims. The

diverse feelings expressed by the civilians jindicate that

each one has his own personality, but the soldiers exhibit
'3 no si%nﬁ of individuality. Their ;ingular characters are

buried bgneath the monotony of their actions and uniforms,
and each soldier exist§ merely as a mgmber of a brutal

L4
force. The dictionary defines 3 soul as the vital or

' essential part of a person, which rules his realms of reason

.and will, and embodies his spiritual or emotional warmtﬁ??

\

It is logical to believe that each individual's personality,

i expressed through his appearance and actions,is the outward ;

. ‘ '\ reflection of his soul. The soldiers have subjugated their

s e oy \ . :
i ‘individual personalities to a regimented appearance and a
. " \ \1 -
\

197 Argyle, _Bodily Communication, op. cit., p. \}81

198Dav1d Guralnik (ed.), Websters New World ¥
. bictionary (New York, 1971), p. 709.
\

\




139 {
thoughtless adherence to brutal orders, and conseguently

have entombed their souls. :They are "faceless autqmafons",

mindless creatures that shun the warmth and vitality of

humanity. \
Goyafs painting represents an atrocity because it {

portrays the execu£ion of good, warm persons by a cold,

El
-brutal force. One victim displays courage by defying the w

soldiers, while another exhipits a different sort of
v courage by conquering his grief and nobly attempting to
engage his oppressors in amicable communication. Finally
Goya's imagery %mplies ﬁhat acts of brutality and d
. persefution destroy their perpetrators' collective human
spirit.
Van Gogh's body in his self-portrait has an

orientation toward viewers which is used for cooperation-
< ¢

discussion. \Thé distance that observers stand from the - ,

A painting should be one common to casual-personal situations-
and the physical details Van Gogh provides about ‘this

appearance are of .a type  ¢ommon Eo this sort of interaction. h
l . o i
‘Furthermore, Van Gogh directed the gaze of his self-imaée

-

towards the space in front of the painting and thus
signalled a desire for communication with viewers. 1In
g addition, the agtist portrayed himself in a fashion that
viewers should find amiable*;athef than offensive. Only ~
the upper parts of Van Gogh's anatomy a?é shown; - \ ' .

consequently his body should be associated with positive o '
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personal;ty traits like reason and compassion. Van Gogh's
high forehead signals his inte%ligehce and his neatly-
. trimmed hair disblays an effort to 'be socially_acceptable. :
Moreover; the bright yellow of Van Gogh's complexion
create.the impression that he has a warm and energetic %
personality. Conseéuently, it can‘be reasonably argued . }
that Van Gogh portrayed himself as a persén seekiﬁg ‘ 4 :
cordial interactioﬁ with others. However, Van Gogh's act of 1
holding a palette and brushes in front of his body indicates ‘
a hesistancy\to participate completely in open communication.
This éefensive posture implies that Van Gogh was somewhat .
afraid of human interaction, possibly because he would be :
. hurt eﬁptionally. His fiqgure's movement againgt the

~standard left to right visual flow of observers also

' suggests that he was tense and suspicious about how others

would react. Moreover, the dichotomy between the warm

yellows of his flesh ‘and the cold blues of his surroundings ;
\ - :

support the concept that Van Gogh was locked in a struggle

i A :

‘'with his own isolation. Yet, by choosing to indicate that

his figure is illuminated by light from outside the
painting's dimensions, Van Gogh signals his:belief‘that .
interaction with the external world will brighten his

) ) h

existence. Van Gogh's fale expresses sorrow, a natural

> iy

reflection of his loneliness, but his gauntness and
furrowed brows emphasize the tenseness of his efforts to

.-participate in communication. Van Gogh, then presents
- .

\ - \
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\ himself as a sad, lonely man desiring pleasant'interaction.

with others, but also indicates his apprehension about

*

such activity.
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' CHAPTER FOUR
Theories Concerning the Use of Body Language

in Modern Art, Concluding Remarks
{

{ \

Prior to the twentieth century Western artists were
generally involved with the portrayal of imaées in a
representétional manner.‘ ?owever, in this century artist;
have developed and employed a wide variety of styles) which
range from photo-realism to complet; abstraction. 1In tﬁis
chaptg# the author will briefly discuss how body language
may be used to convey content in four modern works of art.
The four paintings to bglexamiQed are'Chuck Close's\%Kent",
1970-71, Andy Warhol's "Marilyn", 1964, Arshile Gorky!'s,
“The Calendars", 1946-47, and Barnett Newman's "First
.Stationf, 1958. In effect, these four paintings reflect on

, . ‘ \
movement from realism to abstraction.

when viewers encounter "Kent" (100 by 90 inches,lgg.
illustration 28, p. 143), or any other of Chuck Close's
large portraits, they will feel forced into an unsolicited -

intimacy witp the image.zoo

Physical features, such as pore
openings, acne, fine skin lines, and beard stubble, which are
normally associated with intimate, interpersonal spaces are °

clearly visible in Close's portraits from distances used for

199Linda Cathcart, American Painting of the 1970's

zooMichael Greenwood, "Towards a Definition of
Realism, Arts Canada, XXXIII:l4 (January, 1977).

AN




1970-1 (detail).

"Kent" ’

Chuck Close,

ILLUSTRATION 28

’

ey
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dispassionate obsérvation. ‘Upon initially seeing a Close
painting many people feel intimidated by the shere size and
precise details of his faces.QOl Yet, after spendlng some
time with a Close painting like "Kent" the author found

:

hlmself feeling an affinity towards the subject. In Social

Interactlon Michael Argyle states

Interaction leads to liking and it

ig fery probable that llklng leads
to interaction.202

»

Close's portraits force people to interact but their
N

: ~
\. . -
expressions.and appearances are neither violent nor

disgusting. Consequently, viewers may develope a liking

for the faces Close portrays. \

In "Marilyn™ (40 by 40 i‘nches,,203 illustration 29,

p. 144) Andy Warhol also portrays a face much larger than

life size. However, Warhol's representation of the famous

‘sex goddess does not exhibit features such as pore openings,

A

- , \ .
skin blemishes, facial hair or wrinkles. Instead"Marilyn"

is portrayed with smooth, warm, pink flesh and bright,
yellow-gold hair. Moreover\, the actresse's thick parted -
.lips and "bedroom eyes create a sensation of overt
sexuality. By lgnormg normal minute phy51cal details and

emphasizing warm,bright colours and sensual charatteristics

2011piq. ’

O

\\ o
A
202
p. 211.

203

Michael Argyle, Social Interaction (London, 1969),

4

Lucy Lipphrd, Pop Art (New York, 1966), p. 77.
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ILLUSTRATION 29:

145

Andy Warhol,

"Marilyn",

N

t

1964

(deﬁail).




“p. 687.
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Warhol gives Marilyn Monroe the artificial beauty common

in many modern advertisements. Consequéntly he portrays

T

hek as a plastic symbol of sexuality, a true "pop art" A

figure.

o

'In 1963, after seeing an exhibition of Arshile
- . \ L) .
Gorky's drawings in Tokyo ‘a Japanese art critic stated

In short this drawing by Gorky gives
o us the feeling of American everyday
life ,.,... It seems to suggest to us
the surroundings of the life the 204
American painter lived in America, f

Y

_The drawing discussed by the@-itic was one 'bfé»gt e. «f
"prellmlnary sketches for Gorky' §'pa1n ing "The Calenda <

(illustration igﬁbp. 147). Gorky based these sketches op
£

the interior o is ‘home in Sherman, Connecticut; an olad

farmhouse which had been renovated by a modern architect.205
One of the guiding principles behind modern architecture

and ‘design is Louis Sullivan's slogan "form follows

function."206 This(ftatement implies that ‘the architecture

of buildings and the shape of furniture should functionally

satisfy their user's physical or mental needs. For'example,

a good work table should have a large, flat, smooth top which

is .a comfortable height from tfle ground. Gorky's method of
K N\ .

204

H. Rand, "Calendars of. Arshile Gorky," Arté o
Maga21ne, 50:76 - (March, 1976),
205,54, .
206

0 e 5P Bt e NS K SRt A7
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Helen Gardner, Art Through The Ages ZEEQNYork, 1970).
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preparing for "The Calendarg" painting waé’to sketch
images inhis residence ov

to make them more spon aneous and abstract Yet he also

A

207

objects. In "Calendars %f Arshile Gorky" H. Rand

contends that the artist dwelled on s ect matter which

: reflected the joys of a family and home b cause he was

orphaned at an early age.z,08 ' ) Y] ,}

The 'foreground area of Gorky's painting is open’ and
spacious'while'the background is filled with shapes of
¥ L Py

different sizes which are contained within large

rectangular areas. Near the centre of "The Calendars"
3

¥, is a dark round image (outllned in illustration 30 p.

209

149) which contalns bright oraﬁge flames and a small -,

. brown c1rcle. This round image rests in a large, angular,
\ .

tan coloured shape that reaches to the upper edge of the

painting. In "Objective Sign and Subjective .Meaning"

-cRoger Poole suggests that it is natural to associate certain:

shapes with plysical sensations. For example, sharp objects

(knives, needles, broken glass) may be allied with pain,

’

round shapes (sun, wombs, embraces) @¢an be linked with

warmth, and rectangular shapes (wal%g, sidewalks, doors)

L 4

s

207Rand, p. 74.

208,154, p. 76.

-20911,54., p. 74.

< o »

hoped to maintain some of the propertieg- of the orlglnal '

and over again, each time attempting

1

»

b

e Rt A ot Mty
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- . )
’ may be connected with flatness and rigidity.210

Consequently, the round image in Gorky's painting may be

. o, .
« ) ‘associated with warmth, especially since it contains bright
."\ “ .
b - orange flame shapes ahd the angular area_in which it rests
oo -

can be regarded as upright, flat and solid. 1In reality \
the round image is an abstraction of a fireplace in.

Gorky's livingroom and the angular area is the wall in

\ . I
which it is set.zj'wl Rand suggests that -the overall effect -
o \ .
-~ ) .
' of "The Calendars" is similar to ldoking across a large living
\ . ) !
" area toward shapes which form furniture, decorations and

212

\ .
the image -he abstractej, Gorky conveyed an impression of

walls. .By maintaining original physical properties of

his home environment iq his painting.
' \ . N
It may be difficult for the awerage viewer to

-realize that Barnett Newman's "Stations of the Cross" are .

A , - concerned with the Passion of Christ at the Crux1f1cat10213

However, viewers may sense that these paintings reflect a
religioué experience and deal with themes of despair and

hope.

Upon reading "The First Station" (illustration 31,

p. 150) the colohr a viewer 1n1t1a11y encounters is black,

. ' RN ’\

. \
210Roger Pgole, “Object;ve Sign and Subjectfve Meaning",

The Body as a Medium of Expression, ed Benthall J. and
' P6IﬁEﬁﬁ%7“T“TEEEHBE‘I??STE‘iE‘BY“
e . .
2llRand, p. 76.
2121pid., p. 74.

213Thoinas Hesg, Barnett Newman (New York, 1971), p..96.
1 - . \‘
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a hue associated with traged§. To the right of the black
exists a large expanse of white, a colour allied Qith peace , .
and purity. 1In the extreme right se;tioh of the paintiné,
the white expanse is broken by a white line delineated by
‘swirling black, gestgral brushstrq}es. T&ig line may
embody the entire mood of the painting bééﬁusé it
demonstrates the survival of purity within the confusion
_of turmoil and despair. Consequently,.when a viewer reads
Ngwman's painting he will immediately encountef déspair,(
;hén pead§, and finally realize.that purity can withstand
the onslaught of tragedy. It should seemobvious that the
thick, violent black brushstrokes reflect the roughness of
the artist's\gqétures fﬁ pﬁtting them on the canvas. 1In
dontrast the smooth surface of the white areagAreflect the
ngtle care taken in their creatign. The*dif%erence bet&eén

o

the black and white surfaces,therefore, further emphasizes' the

dichtomy between a gentle spirit and an anguished state of
ﬁind. The human scale of Newman's.painting (]’ X inchegﬁ4
cagﬁengulf viewers in its broad ekpaﬁse of conflicting ;
colours. This engulfment and the realization that purity can
survive éespair may‘parallel in viewers' minds Ehe'pvér-
whelming ecstasy of a religious ;edetation.

The original purpose of this thesis was to demonstrate

that images in art can communicate similar meanings to

¢
\

@

)

214Hess, p. 94. } \

\
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various peoples across large time periods. Thelauthor
{has demonstrated that body 1aﬁguagefis Qne means that:
artists can utilize‘to ensure the continuity of their
messages. Although body language may not provide access
to the content iﬁ.all works of art,the assumption that é )
. knbwlédge of an artists estoteric code is alWa&s necessary
for an intérpretation of his imagery has been questioﬁed.
The,body language experieq?es of all members of Western

. culture are not exactly the same:but théy should have

similar characteristics that will allow people to interpret'

3

w*
' the meanipg of some works of art. “'
N
. o : \
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