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_A'COMPARISON OF ARTISTS ';f . L

- - PAINTERS AND sOULPToRs -~ Lo

Joan Esar
<;The goal of ghe present research was. to compare

- sculptors and painters w1th relation to modes of thinking

¢

and attitudes toward\their work and-life’ experlences.

.ﬁeven hypotheSes‘were selected for this nurposé., To‘evaluate
these, thirty subjects selected for this Stu%y were given the
Eysenck Personality Inventory to assess neurotic1sm and .
_extroversion, and the California Psychological Inventory -

.. ; to assess femininity and, dominance as perSonality traits.:

L

No statistically signlficant differences between painters

- e ]

‘¢ . and»sculbtors were found. To assess differences in modes
v - \

of thinking a questionnaire was given, Wthh tried to assess

) ' Qpe following hypotheses. a) that palnters v1sualize reality'
14 3 n.
. in abstract terms whereas sculptors are more concrete- b) . -
that/painters are- primarily sensitive to colour, and sculptors

to mass, in their*daily life experiences; ¢) that nainters
t . ¢ - . . \
manifest,a centrifugal, and sculptors a centrinetal type

of v131on. The results of chi- square ana1y31s showed that.

-

there were no statistically signi ant differences. The

\' . . clinicel impression, however, is that these hypotheses temd
to receive support when a pureIVIQualitative evaluation of

the interview material is made.
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- b The artist makes a choice somewhere inm his.

-~

) CHAPTER I . :+m’ ™
' - H . - N .o, L

THE THEbRETiCAL FRAMEWORK FOR THE STUDY

- S

‘The Statement of Purpose .-

» .
RN » . i
.

’ Artdsts,‘hs they are defined for this.stdhigzn_-'fsef
geﬁerally‘tend to be primarily preeecugied witﬂ exblofing
two~dimensional or three-~dimension spdce: The fermer -
Tefers:to‘peint;ng, graphic works and printmakiné;_

.the latter to sculpture, objects in space.* | | . ’a,'

career as'to whether he will express himself ih;a~€WQ§§.:
. :
dimen31onal or three-dimensional form.

Sometimes the |

[y

choice is mnot effected by the artist the" alternatives

are of no concern. At cther times artists may begin their

-

professional careers as painters and thelr expf6831on en-

volves into a sculptural form. It has been observed that. - /

Some artists are
LI -
equally creative both as painters and as sculptors. These
<y . N
individuals are raré. The present research takes the

the,regerse tends to. be eiceptionél.

'form of‘a comparative study between peinters and sculptors.

- The objective was.to ﬁnderstanq why some artists are

EN

painters and other are scuig%ors. Itlmsy be possible to

demqnstrate that there is a relevant Ar even signiffcant

&




/

relationship between the psychological characteristics
and/or the visionary capacities of artists and the ~

\medium that they have chosen for their self-expression. .

i, . 5 N Ot
. - N ' )

: This investigation includes as its subjects

‘only those artists whose works are predominately of ' the i .
« Character of either painting or sculﬁture. Picasso,

,{ . - . 4 2 r .
Matisse, Renoir and many superb painters did some highly

aécomplished soulpture‘s. ' Théir“ repofei’:ions and acclaim ' o
exist mainly because of thei ‘ ings. Very few L
sculptors did significant works' X% painters.

S

4

It would be 1ogica1 to assume that almost all
painters have had . some experience with the third-—dimension
and that every sculptor must have had some occasion to
‘draw and: to paint. Ceri:airily thisl iss true especially of
sculptors‘i\‘ Early in~ his aesthe‘t‘ic life, the artist hes

been polarizéd into one or the other ;oné of activity.

There he is most llkely to remain, mature and develop

as an artist. In order to better\understand the artist's
‘cheice of medium, the researcher studied several aspects

of his personality, his childhooed and his early artistic
experience. Questior\xs considered relevant to a com;;arison
“of characteristics of two-dimensional angi three~-dimensional’
conception- and i:h‘eirl relationships to a creé\tor's personality

are exploreci tﬁrough individual interviews. It~£ppegrs . S

[



. Painters whether they %’re male or-female, have a pre-

r . ," .
L , .

that .there is no .existing background or refe ce to |
thig, research ther'efore, this investi’gation is, based on
very intuitive notions stemming from first hand exper- ‘ DN i\
ience. The..;nterview was guided by a number of open- Lo
ended quesfions: , Ther andlysis was divided into two %
sections. The first section dedls with interviéw findings-.
whlch weree subjected to a statisticaJJ coun The second .

part makes use of persomality tests of the inventory

- type. These tests compare several aspects of the artists' T~

: personalities. These, together with the interview\question-’

naire PI‘OVlde a profile as the basis for generatm_g some \/

“tentative conclusions . -

.The follo;wing propositions are presented for

14

investigation«

Pr:oposition' I

|

'Painters are generdlly more introverted than sculptors.

Proposition II’ C,. : ) Yy

) Painters are generally more neurdtic than sculptors.

Proposition ITT . -

v &,

Sculptors tend to be more agressive and dominant

personality types than pain‘ters. h
Proposition IV ‘

dominantly feminine component in their psychological
composition; whereas, sculptors (male or f'em‘al\e} possess )
' 8 .

Y
J




' predomix}\antly mdle components. .
» . . s / ‘ E . $

‘Proppsition v - ! T a .o :

Painters are more likely to atructure or visualize real*ity

. _in abstract terms, -whereas, .sculptoreare more likelx to © -
. do 80, in concrete terms. .
Proposi'tion V1 B ' s

-

\Painters are. primarily senaitive to colouz:; whereas '
sculptprs ar*e primarily sensitive to mass in daily life '
. experience. These: prfei‘erences were alagaady present. in‘&
" childhood. ~ **. . o
- 'Proposition vVII . | a J,

-

r

P\ainters manifest a centrifugal type of vision. Sculptors
me.nifest a centripetal gype of vision.

.., , . - - & .
“?J . The ratioﬁal,'fcr ‘the choice’ ef these particular
' hypotheses will be elabogated in the the_ore_i:féal section.

. .. The first four ffctors deal with pgrsonality
.. correlates w}':ereas the other three are more«concemed

v

with cognitive, visual and} perceptual variables. «

.« - Significance (f‘or art_education) ,

—~

This study explores whether or not the creative

e

N ' experiences of painting and of sculpture are similar inds

!

of expression, Differences ‘in the experience and expression
' s - . NI
of . . ~ (




o

e, , )
of creativityi would naturally be ‘assumed "to come from ST
t diVergent formatire childhood experiences. ®Other factors // .

. might'be attitudi and éducational instruction in.the

\

K¢

""art-teacher. -It is invaluable to-him- in directing the R

'art‘student toward the medium most appropriatgafor his

[

*

-
.

. ‘saved and some of their frustratidﬁ'anf fvoundering in

v

7

,relationship to their mediun. of working is clear to .an

'expression. Students are often lost and unable to decide’

TN A 3
Cey

’ o
.
. v v
/ ¢ . .-
. 1Y f
N . « .

plastic arts, receiveg in the formative yeare that help
to decide the artists’ choice. The importance df knowing

as much as possible about the nature of artists and their ]

.
~

-~

ek
in which medium they should be chsnnelingrtheir interests ‘
and energies. It is important for them to'have experiences
in both media Jbut within a reasonably short time a commit-
ment is made._ "The dilemma then is to decide how this
commitment should be made,- It is hoped that this study
might. help “to clarify which variables are important in
making a choice of médium. . If students couldﬁbe helped ]

* early within- their artistic activity to find the direction
and medium most congenial to them their personality make—

up and- their coghitive structure, some time might be

search_of a proper medium might be shortened.q e 4
.5 . ‘ . , ) ’ at J" N . - %
‘Until recently the-impact of prejudices molded . ‘

attitudes that rn\turn became a tradition. Sculptur
was a male.activity of the 'heaman' variety. Painting, ; ‘
had been'thought of as the refined and feminine art forin. '




Theze prejudices ggre responsible for a separatron of r ._ .
the artlsts. Only some men could have thevdispositlon

. necessary for sculpture and in general women were dlrected

" toward painting. Thése att;tudes are obviously quest:i.on-L

\/ 8 ?
able and require investigat&gn;//, ' '

Background Literature ’ -’; . o ' | -

It appears that to date, there has not been any
. published research comparlng painters and sculptors as
separate entities. Sirce 1940, several studles have been
undentaken th explore the personality and the psychology . .
of the creative artist butwﬂartist" has referred maxnly . KN
to the painter. Some of these studies have compared art

students with students electing other vpcations (Baron, -

l972);_others have compared male and female art studénts
(Baron, 1969) and others have.compared artists with non- .
artists (Roe, 1942) (Eiduson, 1958). THese inquiries

have not considered that'there might %ndeed exfst impq}tantl
differences between artjsye who are:EffEEéE§~E§§;E§9§§ll,,___l__l_l_.;
ﬁ“ffWE5*a?E“EEﬁiEEBFET'—EE—IQ_EGEIZGQT£o note that researchers -

" in Psychology generally ‘consider artists to be, painters, |

and works of art\- paintings. Sculptors and sculpture

as such seem tg ‘have been either excluded. from mpst
rnvestigations or grouped as one under the category of.
painting. Perhaps this reflects the attitude that
- \\‘

sculpture was in other times, often assooratéd with the° *"

o




o, "-crafts, or ﬁernaps‘it is Hue'toqfhe fact that reproductions

., of paintings aqplmore available than those of sculptufe. ¢

o
L]

_ . L . _ .
3 ‘ Views of Rennaissance Artists About Painting and Sculpture

.

Ce Cennino Cennini, godson ‘of Giotto and his
dlsciple for twenty-four years, wrote in 1437 the first
X ) «treatise on painting. He described the evolution of
anonymous painters who were‘preoccupied solely in adorn-
ing walls of churches, chaﬁels and convents, and whose
subjeéts weére e;%lrely 1imited to illustrating scripturec
, stories. Little by 1itt1e, painters andnsculptors emerged

artists with their individual identity when they began

to introduce into their works portraits of themse;ves,

o
sl
w

their patrons and their frlends.

-~

The arts were then evolving from a trade to a
profession. This.evolution seems to have grought about
a kind of contention betwee£ the painters and’ sculptors
ds to whose art form was the more\’noble'.

, ~ " NON HA L'OTTIMO ARTISTA . .

. Nothing the greatest artist éan conceifgf\
: That every marble block doth not confine
* : ‘ Within itself; and only its design

. The hand that follows intellect can achieve.l
.

XTI ; ' °
. 1Buonarroti Michelangelo translated by H. W.
- Longfellow in 1538-A4.

v

(o] )




In.the early 16th century, Michelahgeio

Buonarroti replied to a referendum'on the 'Paragon' -
: \

with a comparison 6f paihfing and sculpture. He stated
that he had formerly considered  sculpture to be the lantern

of painting and-that the difference betwéén them was the

same as "between the sun and the moon". He with&rew this

statement when he had been introduced to the philosophlcal
concepts of Benendetto Varchi who iterated that things
which have the same purpose are in themselves the same.
Michelangelo change& his position to state that since
both arts propeed from the same faculty,- painters ought

to think no less of sculpture than of painfing and vice

vérsa. . '

<

Leon Battista Alberti (1404-1472) expressed the
attitude that painting is the "mistress of all the arts".
In addition he cla@med that the '"stonemason, the sculptor“

and all the workshops and crafts of artificers are guided

by the rule and the art of the painter.

— "I would venture to assert that whatever-.
beauty there is in things-has been derived
from painting", (pp. 61).. Alberti described .

q/the origin of sculpture in the following

way, "I believe that the arts of those who

- attempt to create images and likenesses X

. from bodies produced by nature, originated
in the following way. They probably
occasionally observed in a tree trunk or’
clod of earth and similar inanimate objects

' .




. : certain oytlines in which, with slighty‘p ' .
| alterations, something very similar to ’
. the real. faces of Nature was represented.
| They began therefore, by diligently observ- %
‘ ing and studying such things, to try to
see whether they could not add, take away
e e or otherwige .supply whatever seemed lacking
g " to effect and complete the true likeness. ' (’ '
So by correcting and refining the lines and .
surfaces as the particular ‘'object required, ,
, they achieved their intention and at the . ‘
same time experienced pleasure in doing
so. Not surprisingly Man's studies in
creating likenesses eventually arrived
, - at the stage where, even when they found
. "no assistance of half-formed images in
, the material to hand, they were still
. able to make the likeness they wished." ?
(pp. 121)

, \ ,
Leonardo da Vinci's approach to this subject was

curiously arbitrary. In his Treatise On Painting (1651) he - |

found that the only difference was that sculptors do .
their work with mgre physical effort and that palnters'
de theirs' with more;intellectuel“effort. He ooncluded
that based on his experience in”both arts; painting is

more intellectual and more, difficult and the more_perfect

art form. The foilowing are a series of extended

| guetatiens—fro lent ary on

this subject:
il
A ¢ . \ -

"The Difference Between Painting
) and Sculpture. 2 .
I do not find any other difference
between painting and sculpture than that

. -
7 ~
i " - -

+ .

2Da Vinci, Leonard, Paragone: .A Comparison of
the Arts, Introd. and English translation by %rma A. Richter,

@Eaﬁﬁﬁfﬁniversity Press, London, 1949), pp. 94—95. : A

-

' .
s
\ R
2 . —— — - - e ——— -

r -

. v
\ .
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. thg sculptor's work entails greater .
: physical effort and the painter‘b greater .
“mental effort. The truth of this can '
be proved; for the sculptor in carving
his statue out of marble or other stone
wherein it is potentially contained has
to take off the superfluous and excessive )
parts with the strength of his arms and < o
the strékes of the hammer - a very
mechanical exercise causing much perspir-
+ ation which mingling with the grit turns
4 into mud. His face is pasted and smeared
all over with marble powder, making him
\ look like a baker, and he is covered :
. S * with minute chips as if emerging from a - "
. ' snowstorm, arfd:his dwelling is dirty and
C filled with dust and chips of stones

How different the painter's lot - we
e : are speaking of .first-rate painters and
. . sculptors - for the painter sits in
front of his work at ‘perfect ease. He .
is well dressed and handles a light brush
* ) dipped .in delightful colour. He is arrayed ¢
. in the garments he fancies, and his home , ‘
. 18 clean and filled with deljightful ,
pictures, and he often enjoys the accompani- .
ment of music or the company of men of . : -
letters who read to him from various . .
. beautiful works to which he can listen
with great pleasure without the inter-
ference of hammering and other noise."

. .

i
-

' "Paragone" is a compa¥rison, a rivalry of. the Liberal

. , ) 2 :
Arts among themselves and with other arts tggpgyere'qxclqu@ ;l// -

from—their number,™ i

li
.

Painting and sculptung were classed among the

”

" Mechanical Arps; which requifed manual 1ébour.and crafts-

. manship. Painting waé,‘howeﬁer,ﬁgften thought®of in

*

connection with the Liberal Arts but sculpture was not.
\ ' v . ’

Y

¢

3

10.




. 'Lbonardo claimed a pléée(for pa}hfing amohg the Liberal

1 * . 4 . i ~
| Arts. - In fact, all the tests-in the "Paragone" share

in one theme - "The superiority of péinting’&ver all
. \ .
the other arts".

.
>

Benvenuto Ce]\.llni3 expressed his views in"

o

o praise of sculpture.
A "I also maintain that one eannot’

practice this marvelous art f sculpture

if the sculptor has not a good know- .-

ledge of all the noble arts. Becguse.

if hé wishes to represent, a soldier »

with those qualities and the gallant

vigor that pertain to nfh, 1t 1is

necessary that he he very brave and .

have-a knowledge of arms; and if he wishes

to’ represent an orator, it is necessary

that he be ve:E eloquent and have a

[}

knowledge of the good science of ;
L letters; if he\wishes to represent a
musician, it necessary that he
have ample musical knowledge so that | .
he may know how to place correctly :
an instrument in the hand of the
+ ' person playing it."

He continues: N -

o . . "I am convinced, and I repeat, that °

o sculpture is the mother of all the

b 8

s

- arts that are ba he
ne 8) and he who would be an
able sculptor with a good style will
more .easily be good inperspective, a
- good architect, and a better painter
than those who do not possess a.good
. knowledge of/éculpturév

¢

of Painting is none other than a tree,
. I or man, or another objact mirrored
L

Benvenuto Cellini. Translated from the text giv

in.
'Due_Lezzioni! di M. Benedetto Varchi, Florence. 549,
p— ___,74———-——’——‘—”‘"_"_‘ .
- 11 -

v




in a fountain. The difference
betwéen sculpture and painting
« 18 as great as that between the .
. shadow and the object which casts
. the shadow." \
P _ . ‘ .
a " This brief hig:orical exposé illustratds that
ﬁaigters’and sculptét;m\ ews on art were ﬁnterpreted and
. . / ! c 3 .
debated in much the same way and with the same vigor in

the 15t£.cen;ury as o%hef issues on art that preoccupy

us today.‘qTﬁe controversies which concern us today deal -
with such issues as represéntational versus abstractiohism
_and conceptual art. TiE?b\have been many theories on - d
art which have divided artists among themselves:; but the
antégonism between painters and sculptors geems to have

'

endured #nd persists to this day.

Even as recent al the middle of the 1960's "o

sculptors have been regarded as the 'bfutes”~@mgng artists..
They were definitely masculine, aggressive types, twist-
ing and cutting metal, hacking &t stone, labouring at

their art. Painters on the other hand,

¢

sented as their female counteﬁpart. Selecting,
‘blending, creatﬁmgc;loﬁr to spread upon their stark

white canvasses in order to bring forth their splendid : .
images. Sometimes within minutes, their graceful gestures

hé;é captured the spirit of the image they wish to

create. This~description i;, in fact, é-caricature;

however, it does not represent the differences tha} are

- v .12
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have been car{I§a thraughout art history and 1ive ~
with us today. ! &

v s
)

y Michelangelo, cited earlier in this fext,
‘céﬁpared the dif?erence between painting and'sculpture
as that "between the sun .and the‘m?bn". What might not
have beéen cénsqioﬁsly pg?ceiv;d in’thgt statement was
: . the relafiohship of the sur, as the male element dominat-
' ing ;n sculptﬁre and the moon as the spirit of thé female
exﬁfession'dominating in painting.- It might‘also be said
that painting has the capacity{FS—ngyéggfspace‘and in-
finity,buThe character and, the medium of painting lends
L itself nore readily to a large)\area of experience.— )
. N Painting can express an environment, an object, an abstract
idea, or an atmospheére, whereas, sculpture exists as an
~‘T——>\\_object, wixﬁin an alré@d; existing space. Painting goes
//. beyond spacé, giving i%lusion to further dimensions. In

. other words,‘ sculpture is an obJject amongst objects Qith-

-~
-~

in an interior or exterior; painting is Yike—awind
opening to something beyond.

It would be(a serious oversight to ignore the *

penet;¥ting studies ma Suzanne K. Langer (1953),

particularly in the volume entitled Féeling and Form.

_ In philosophic terms, ghe states that the-artists' .
ultimate aim is for signifj?ance or 1ogicél expression
%1thin a "living form".

J a

o
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. f  Whether an artist chooses to wofk in a two

or three—dimensional art form his goal and its success g
s \.. depends on the quality of his mind and hisﬂfalent. All

artistic forms have a content: ‘their 'import!., Langer
(1953) declared: "The are logically expressive, or °
significant forms. They‘afe symbols for the articulation
of feeling, ‘and convey the elusive and yet familiar |
pattern of sentience. And as essentially symbolic forms o8
///// . they lie in a diffe?ent dimension from physical objects ‘
as‘suchl. They belong to .the same categogy as language, ;
thougﬁ their logicsl form is siélfferenthone, and as
myth and dream, though their function is not the same."
'jppl 52) To this we can add the statement of Thomas
Mann (1939): "Art-is entire and complete in each of
its forms and manifestations; we do not need 'to add up

. - -

the different species to make a whole." (pp\ 60)

]
¢

» ° <

In the chapter, "The Modes of Virtual Space"

A Langer—(1953)"8 eéﬁ‘ﬁﬂ/ﬁ_ '
L

_space', which are quite different in painting and in

sculpture. Painting is 'scene', 'the field of direct |

vision', whereas sculpture is essentislly 'volume' and
not 'scene', even in relief sculpture. (This might . /[
.~ be sighted as support for the author s hypothesis that ’ / y

painters have a more panoramic v1sion than sculptors )

!kﬂy‘lts form is the form of Yife". "Sculpture is




]
“ ‘ f ¢ ot - ot
~ * ! *

litérally the image of R;nétic volume in sensory space.

P Eaihting creates ﬁlaneg of vision, or Tscene' confrogp%ng
our eyess, on dn actual two-dimension surface." (pp. 395F .-
fEssen{ially.;angér (1953) believes that the symbolic
function is the same in gvery‘kin@ of artistic expressiop;'
. that they meet on the érGunds of their logic ~athe 1uéic,
of non-ddscursive form. This does not preclude important
differences to which Langer (1953) has drhwn our attention

(e.g. 'scene' versus 'kinetic volume').

-~ v

Psychological Studies of 'the Artist

. g /g;be psych616g10a1 studies have hélped to formulate
the goals of the preseht research in terms of choicé of a o
specific artistic activity. These studies have dealt with
Ythe’"artist" yithout_distinguishing between scplpﬁogé and
painters. - Tpey will be summarized here in order to give
a resumé of exigting data on the personality of the

artist as such. . ) !

V-

‘Tdemtification |

is a process of deriving personal satisfaction through

? . o "

e " " "Kapl

the activities of an agent external to oneself". By the

Yexternal agent" we could understand "a peréon“, a "group",
or "an idea". One could—apply this definition and its
‘ consequé;ceé to the choice of painting or sculpture~ Then

we might ask whether artists, through’this procepé of

v e ¢

«
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}. o .idenfificatiqn wit;<;ctivitiee resembling more closely o
sculpture or paintlng mlght not have been moved to the ) ?”‘
world of art as a 11fet1me occupation for purposes of ‘

’;"g{?ﬁ»~J§elf-actualizatlon. For example, exposure to artigts!:

: work or to artists generally,or identifying" with creative

1ndividuals might lead to the choice of art as a lifelong '

-
2

occupatiqn because_others, whom gne admlres, have made ’
this choice. On {me -other hand, occupational choice may :
.+ be guided %y personality cheracteristlcst ‘This area has
been investigafed-by Anne .Roe (1956)f‘ She made studies
of numérous‘professlpne and occqpﬁtioné';ngludiné the
Arﬁs'and’EpterFainmen{. Roe suggests that there is gome
evidence to indicate that some specialized occupetioﬁs do

-

& attract persons mho;resemble each: other in some personality

.\ characteristics. At any rate there i's at least some
basic correspondences in interest. It is obvious that

certain kinds of people are genuinely unsuited to some

‘kinds of odEupations. She has- also demonsfrated that

: : 11 imterests.

- Tyler- (1971) showed that attitudes which have

vocational significance appear very éarly. Others, (Dudek e
]

1970} suggest that some vocational 1nterests mature very

early. It has been fouqﬁ that boys and men are moqp

interested in gcientific activities, mechanics, physical




activity, while'girls and women appear to have a greater

1ntergst in people,,literature, art, music, social &”

4

sciences (Maccoby 1966}. . : .

. Sex.differences‘might be relafed to the choice
of painting and sculpture as occupations. Thus‘gcﬁlﬁfuneﬂ
.is mainly an activity for the'masculine séx and painting*

i

could be con51dered as ere suibable for men with more
N

feminine components«in th;&r personallty, or for womep.\\

" According to,afcomparathe study of the prestige
rankings of women's qdbupations,-two separate studiés, '
‘reveal“that artists rank-#z in the'Bgudler and Paterson
v}ggble of 1948. . Physicians rank #1, registered nurses 43, .
joﬁrﬁalists #4, secretaries #9, préfessional musicians- .
(dance) #16, sales persons #}9, hairdfessers #22, Qaitresses
#28, and finally laundry‘worﬁers #29. The second ﬁabi; \H-
of Tuckman, Canada 1950 ranks artists #4, registered |
nurses #2, journalfsts #3, and the rest remains very

&

much as found in the former table. Thus, the occupation -~

a£_aptist—appears—to"be*q“If__*restigeous for a woman. -
i N\

{’ 1

A comparable study was also conducted on ‘male

occupations. Thus a study .conducted by the National

Opinion Center of the University of Denven in March, 1947h

-~ ¢ o

bone Psychology b dccu%ations: chaptér on

occupations and other aspects o ving, pp. 303-305.

.




reveals that male'artigts whose paintings are.exhibited,

-~ rated in the same category as an airline pilot,civil -

. - o
engiheer. They were related=fractionally more prestigeous

than psychologists and fractionally 1ess 80 than sociologxsts,

biologistS\and musicians in symphony orchestras. In higher

" rank to artists. we find priests, nuclear physicists, lawyers,
dentists, architects, go{/rnmental scientists, college profes~,

122

sors, physicians and those who rate with state governors

~and cabinet ministers of federal government and etc. 'This

-

sampling was taken from ninety selected occupations for

men. This opinion survey. included 2,920 people.’

/

‘Csikszentmihalyi‘and Getzels (1973), Munsterberg
and Mussen-(l953), Prados (1944), Klopfer (1942), Stringer
1967), Meie;.(1939), and Eiduson (1958): have done various
research studies pertaining to art students and artists

2

compared with groups ofrstudentS‘and professionals in
5 x »

‘other vocations. Unfortunately‘there is nothing in these

studies that differentiate painters from’ sculptorslllAll_

Qe

of_these—studies—workeﬁ*w*tﬁ”’ﬁfis‘ as a grOUp, composed

. of painters alone, or painters and scme sculptors.’but

the proportion of each is unknown and had no 1mportance

. \
A . N_

for their findings. - - : B .

~

Projective Test.Stﬁdies of Artists

Prados (19&4) studied 20 painters. 15 ,men and

-~

5 women. He found them to be a rathen homogeneous group

-t

~



' " with cértain characteristic features.’ They were “of

" ‘as spontaﬁeous creative thought. He found them to .be not

- study using'alcoholic”painters. This group comprised

" painters of high renown. The mean age of- the group; how-

necessarily highly productive at the’'time *of the study.'

4 \
;;__i_____-f——eented—sUtio~econom}; extremes, but were of a generally i L

L . .
Aae o - . ~ - 7.

A
1

%)

°
L]

superior intelligence which is believed to’ demonstrate .-
the‘emphasis on abstract forms of thinking and also on
1ogioa1 and constructive types of activities. “Tney

held a certain fear of mediocrity and an obvious disregard tgl o
for. the routine probléms of everyday life. They ehowed‘Qta T
tnemselves as having a strfhg drive forﬂacnievenent and

having a considerable richness of inner inteneets as well f

very adaptable but very sensitive and responsive.

S . N
] ~ \ o
Two years later Anne Roe (1946), repeated-thi;\.

ever was 51. That is, they were, artists who -were not - I

¢ - .
The primary basis for her reseéreh was to investigate the
relation between drinking and cregiivity in painting.

She discovered that the backgrounds of_thgggwggngxquui

high cultural value/Qrientation. She ipterviewed them =

at considerable leng%h and also did Rorschach and TAT

tests. The most flagrant dbrchaCh finding was th t they

- did not give the”“creative ability" indices as ected

l
A
in these tests. - However the factor of chron c alcoholism T

and“middle age" might explain artists Prados (19&4) tested,

her group was also of somewhat superior(intelligence and

[} —_ -~/

\
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tended tqzrard abstract thinking. She r’xoteg tha't, "Both
tests indicated a. non-=aggressive and ‘Father immature type
of social’ anp sexual adap%ation. ~ There are many ind‘ications -~
of insufficient freeing of emotional ties w1th parents,
particularly mothexfs, and they revealed(considerable »

O

confusion over their own sexual and pérsonal roles.!
0 o

— A .
. ) e
-

”

S. 2. Dudek (1971) also found consiéé?’é%l’é sexual
confusion in the artist which she attempted to explain in
her plxper "The Portrait of th&Artist as a Rorschach Reader“
She states, "as/a kresult of strong 1dent}f1cat10n with q
the mother, the artist aséu{nes a 'passive llife*role and - ¢
often a submissive sexual one vis-a-vis tr}e sexual pel*ther". ‘ ‘

It is possible ’that for the artist the creative act of- , S
writing or painting is psychologically equivalent to the .
act of childbearing. His assertlve masculine 1mpulses

N
frequent are drenched in sexual reference. Thus, at a

find their outlet in acts of artistic creation,‘ which =

deeper level of consciousness, the artist comb:mes agression

and submisiveng;gs, thereby becoming a psychological man—\ _ )
woman, or symbolically complete." She relates this problem
with the 1egend of Hermaphrodi‘bus' "Hermaphrod tus is

art, is tbe az*tlst, and means much more to the rious

g

artist than a problem with sex.} -
- y - -
She also mentioned the artist's qpmpulsive urge

ul

to"create“‘ heTis completely absorbed by his need to create

ks

re




. - R
and sacrifices much to be able to pursue this goal. .

R

Part’and parcel of this."urgency"'to-create ié a strong
agressive drive which is suﬂli@atéd in creétivity ~-.in the
- ' '"making"'of art. The access to p}iﬁary process thinking
;s'easy and the artist "regresses in the serive of the v

/ % : ego", thus using energy which the non-artist represses.

1]

" The sublimation of agr9531ve and sexual drives:
is one of tﬁe iﬁportant tenets of the psychoanalytic theory
of creativity. Kris (1953) and, Kubie (1958) have both
written comprehensive\theories of‘ho& the artist subkimates

. _ both these drives in order to "create". In so doing ag-

gressive'and self-asgertive impulses are not lost; they

. ' express themselves through the wérk, and they aye also
availablg to t@e artist as personality characteristics
o that achieve some expression. The artist is therefore not
" "&\:‘ necessarily meek and miid;,hewmay and generally does gemain
DI ‘ an-agressive person but this agression is not used in re-

e lationships, but is either discharged as the situation

2

|

L.‘ : demands it, or transformed into a work of art.
- ~ —
’ ' .

Apne Roe (19&6)‘stressed the fact that so far
as pqychologlcal investigations could go at that time there
/7);" was nothlng in the personallty or intellectual structure
of those palnters which could be nsideredra unique deter-

miﬁant of theig choice of p ting as a vocation. or for

21
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could be differentiatéd from no

e e g
their success in it. In addition it was found as mentioned

~

previously tha% their social and economic backgrounds cover-

4

ed all 1evels, and their early famiTy experiences were

.

equallv varled. This would seem to indicate that there
were no environmental factors common to this group of

¢

twenty painters. Many of the difficultieg, striesses gnd'
emotional factors of their enviponpents may have b;énicommon
to several in the group bu%'thesé’ééﬁé;faqxng could have
existed in the envirenments of non-artists, as well. Roe

found that the parents' attitudes were not-always favour-

‘ablé. Mothers tended to be more acéepting than fathers. .

A suggestfbn was made that perhaps the lack of approval
expressed by fathers was in part related to the image of
artists as'illladapted members of society.

In the summary of the dissertation presented

$y rnice T. Eiduson, at the University of California in -

58, Bhe duggested that early recognition of artistic
talents and subsé&uent encouragement that might be given
through gratifying experiences and relationships tended‘L“
to place'a premium on artistic capabilities.which became
cgystalliée& %ﬂiher gubjects in their later work and

performance. This‘&ould seem to imply that praise and

' encouragement are.important stimuli in the ingredients N

of fhe making of én artist. The purpose of her dissertation

on "Artist and Non-artist" was to determine whether artists

-artists by factors other




'to communicate his feelings.

-~

then the tools they use or skills that they have developed.

The psychological structure of artists was studied. It

was her intention to demonstrgte which motivational factors

seemed to be significant fér these artists selecting their

vocation. One of the hypotheses preéented was that artists

in various fields of the arts, are significantly different ;

in char?dteristics of thinking and perception, in person-

ality ﬁ;kerup and motivational components, from non-artists.

The artists demonstrateé"novelty in their thinking', and. ‘
were more abstract‘than fealistic and practical, in the

i}

breath of their interests. Sensitive to his own needs and

to those of otheps,the artist tends to channel his aggression

into intellectualized and sublimated activities and thus /'

4
The contemporary research of Frank Barron (1972)
describes talks with students of the San Francisco qu

Institute. He' observed that ﬁhg approQaI of‘others brought
for tbe students a sense of satisfaction. ZEven though tﬁe
parents of the students gpproved of their work, the ﬁore |
encouraging ‘sources were considered to be their peers and

their teachers. The students expressed the view that art |

was a solitary experience and approval brought them a sense >

'of satisfaction and community. This relates with the find- \}

ings of Eiduson, a8 reported pfev%ously. However, Frank

.“§::ié added that the students did not feel that this makes
o e .

t

xperience a social one. o ' ) : ‘
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““vantly however from other males on Dominance. Their 'study . 1
|
|
\

\ P
e i
:

The research of Barron (1968) found that

"creative women have fewer 'feminine' traits and more
'masculine' interests than non—creatlve ‘control groups"

He mentions too that when ereetive people are examined

the masculinity-femininity traits are ofrlitt%e relevance.
Both male and female artiste score higher on both seales..

”~

Objective Test Studies of Artists

A study carried out by Csik8zentmihalyi and
Getzels (1964), at the School of the Art ‘Institute of :
Chicago used Cattell's 16 Personality Factor Questionnaire
(Cattell 1958 and Cattell &#Stice 1962). The study revealed ‘
that fef?;gxsubjects scored significantly higher on Dominance

than thel orms. The male subjects did not differ signifi—

[a}

made in 1964, ie more specifices It suggests Ua Feversal

in culturally defined sex-appropriate personaliéy charac-
teristics ameﬁé artists.’ They found male artists are fmore
timi&, more sensitive, more feminine in their feelings than
they should be according to social expeetations, whil(
femalzfartists are more dominant or masculine than they

should be". This section ie summarized as follows:

I-4

"

.

"Apparently artists have either been
'improperly' socialized as to.sex-
related attitudes, or they have learned
to transcend the limitations imposed
upon their range of admissible feelings."
(pp. 94)

24"
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"Creative people will also exhibit
more of the characteristic traits ef the .
opposite sex than is usually con- .
~g8idered 'normal' by the definition
of a given culture. This|can be .
explained in terms of a taste - -
requirement for artists to use ‘a .
full range of cognitive and !
) emotion responses regardless. of )
' " sex-linked socio-cultural expecta-

tions." (pp. 102) ,

Csikazentmihé}y}‘and,Getéels explored at great
lgngth tﬁe’pefsonality differences among artists in dif-
fereﬁt fields of specialization. The different fields.
of specialization were Fine Arts, Art Education, Advertis-
ing Arts, and Industrial Arts},'Again, the Fine Arfs are
nof sepafated into painting and gculpture. Their r%&ﬁlts.
are defined in the following summary of their findings:

"Comparison of the personality of ‘
: . 'successful young artists with that -
of eminent researchers.

The results have shown that a’ specific
personality configuration tends to
distinguish art students in general"

from college students, future fine

artists from art students in general,

and the successful from the unsuccess- -
ful young fine artist. The confifuration
> includes the six 'core personality! :
factors, namely low Cyclothymia

Surgency, Superego strength, high

Autia, Radicalism and Self-sufficiency.

To these one might add, at least for -
male fine artists, high Premsia and

low Self-sentiment;’ final y, to round

out the picture, one should remember

that high Aesthetic Values and low
Economic Vglues are also always

present in the pattern."




"Both successful art students and
successful scientists tend to be
aloof, non-gregarious,_unconcerned
with moral standards, -sensitive,
radical .and self-sufficient. On
five of thre six 'core artistic
personality' factors art students
and scientists score alike, suggest-
ing that these factors are relevant
to creativityin general, not Jjust
to an artistic vocation. On the
other hand, relative to successful
scientists, successful art students
have much lower ego strength (C) -~
the difference in means is of the
order of two standard déviations -~

are less adventurous (H), more o

suspicious (L), more subjective (M),
more insecure (0), and significantly .
lower on self-sentiment (03)." (pp. 95)

- An interesting work was carried dut by Eyseﬁgk

in 1940. He tried to correlate the artist's personal style .

of expression and his preferences. Four factors in the
persoﬁ;lity were distinguished, (1) the unstable introvert,
kz) the stable gntrovert, (3) the unstable extrovert, (4)

the stable extrovert: (Cyril Burt, 1930) Eysenck's séudies
found a significant correlation between extroversion:intro—
versgion and radicalism-conservatism. "Subjects who preferred
the modern, impressionistic painting were extroverted and
radical, whereas those who preferred the older, more

conventional paintings were introverted and gonservative."

SUMMARY .
A review of the relevant research literature

indicated that thé artist (not distinguishing now between

/
~. -~
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painting and sculpture) has been repeatedly described

)
as: introverted inner-directed, and possessing a more
feminine rather than more masculirie identlficatioq; he

has been described as‘possessinggflexible ego boundaries

.and an "easy regression in the‘service of the ego. More

specifically the sexual and aggressive energy 8o readily
evident in projective tests has been described as readily
available and is used for purposes of sublimation rather

than direct expression. He has also been described as

ta ~

more .individualistic, eccentric and oppositiopal (a'rebpl)
than the average professional person, 'or average "man in

the street".. To whaF extent this applies equally well

‘to painters as.to sculptors is not at all clear. It is

one of the goals of this study to evaluate a few of these
personality traits-- namely, introversion, dominance,

(i.e. aggressiveness), feﬁininity; and neuroticism.-

~
-

The Sculﬁture-Painting Dichotomy

Psychologists have been quick .to uncover personal-~

ity characteristics which apply to the profession of
"artists". However, nothing in the research summarizedo
related directly to the two groups that are inrestigated
here, that is, painters and sculptors. Our main dsta

if it can be regarded as such, is ths contribution of the
15th century artégst's: " Michelangelo, Leonardo-da Vinci,

27 A .
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etc. ‘Contemporary views on paintiﬁg'and sculpture can ~ .
—_ .'c . be found mainly in the writinés of the philosophers.

very exciting volume, is Herbert Read's,
\\

The Art of Sculpture. The tab%g of conténts conveys the

essentials of the sculptors existence. 'The Discovery of -

Space!', 'The ReaIizatfgn of Mass', ‘and '"The Illusion of

Moviement'. 'The Discovery of Space! descr;bes the evqlution ° ‘
‘of the third dimensional concept from the Egyptisns and .

Greeks to the forms‘%hicglcontemgﬁ%ary sculptors use. 'The
Realization of Mass', pertains to the sculptvred object:

in its 'palpable' entity. Herbert Read (1956) stresses, < ‘

"My intention is to show that
sculpture owes its individuality
as sn art to unique plastic qualities,
to the possession and exploitation -
of a special’kind of sensibility." . . .
_ “the sensibility required for this

.- .effort of realization has nothing in
common’ with wvisual perception, ‘i.e.
with the visual impression of a
. three-dimensional form on a two-
. dimensional plane.”

L 4

Few sculptors have written about their art form " y

in a 1ogical and discursive form. The contribution of
Henry Moore to contemporary sculpture is évident and his
8ssays greatly advance the underhtanding of sculpture

- today.

’

3

The following quotation b§ Henry Moore (1946)

>

° is perhaps one of the most significant statements-con-

cerning the attitude of the sculptor toward his work.

-8

o
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"This is what the sculptor must do. 3
He must strive continually** to think
of,.and use, form im its fu 1 spatial
completeness. 'He gets the s0lid shape, (
as it were, inside his head he thinks
. . of it, whatever its size, as'if he were
. hold:mg it completely enclosed in the
. hollow of his hand. He mentally’ . -
visualizes a complex form from all
round itself; he knows while he looks ’ .
. , at one side what the other side is ' /
Y - like; he identifies himself with its °
center of gravity, its mass, its weight; ,
he realizes its volume, as the space s
%gat the b{ghape displaces in the air." . ’
1 . -
ead 1946) ) S
Thus differences between painting and sculpture
* are noted to this day, and this warrants study. This
research cannot rgveal the different origing”gf the motive

to sculpt or paint on a profoun;i level. However, it

explores ‘the possibifity that significant differences
between palnters and sculptors exiSt and that these were
| probably already present in early childhood. As such
. they would be expeéected to manifest themselves in person-
ality structure and in fhe artist's cjognitive and visual’
perception o;‘ hisu world. The variables chosen for s‘f:udy
relate both to personality and to cognitive and visual
attitudes. ' The formulation of these problems is in
(_\ . terms of findings already established for tartists" as
' a whole: that is in terms of the characteristics of
masculinity-femininity, (Dudek 1971), ,dominance:submiesion,
(Dudek 1971, Barron 1978), introw}ersion;-extroversiox'a";“"( g .
(Fysenck), conc_r'ete vs abstract thinking, (Michelangelo,

Leonardo da Vinci). .

v
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both” painters and sculptors‘? In -;:he area of think gg and o 'f“‘

» . A
X
, In the area of personality research data )
. T~ :
dlready exists justifying the above conclusions for artists -

as a whole. To what extent are theée findings true for

e

‘or characteristics of the mind, what is ‘known comas mainly ‘ l

from j‘l;he artist's personal specu}_gtion (e.g. Leonardo da
Vinci, Michelédngelo, -Herbert Read-and Henry Moorc). By
using Qpeh-ended semi-sfructured queétions focusigg on %
these vafiables it was \positecf .that 1nf9r'maticn might bc
obtained ivhichg,‘y_rould lend suppo.r‘.t to th'e' spécula_tions )

.made by tﬁese artists. .o T e

-
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Ib//,n . CHAPTER II

¢
‘ - ) M - T .
. METHODOLOGY ., ¥
Procedures for the Interview and for Psychological Testing . o
Subjects ‘ g

' The sample consists of thirty artists (whiife~
Caucasians), all presentlg living in or-around the island
{ _ 4~f Montréal in_the province of Québec, Canada. They ranged
' in age from 31 to 64.years. [The ma;J’ori.ty of the sub;)eci:s | L.
were in an age bracket from 34 to 50 years. Groun Number |
I was compo‘sed of 15 painters and Group Number II was o

composed of 15 sculptors, (A control group was not employed.

It was felt that since this study is concerned wi‘th dif-

ferentiating between the characteristic& of ar{:ists, a con'trol.

%

group of non-artists was not required. In both groups,

the artists are currently actively engaged in their respective
fields of painting or sculpture, and they are considered .
professionals in their fi\d\ They have all been engaged v
in their argbistic activities for at least the past eight N
years, wi}:h an average f fifteen years of art experience. ' \




| © TABLEI . s . .
‘ P DISTRIBUTION OF SUBJECTS', AGES - L
X . -UF ' S

, " 30 to 35 years ", &

L . ‘36-.to 40 ye'ars‘

o 41 to 45 years
TS Ah6 to 50 years ~
o o ;‘51 :to 60 years.

(, i ) Wer 60 years e

[and TN @ ) WV o BERN S e )

Test Material : . | .
' An open ended inter'view questionnaif'e, called

the - Biograﬁ?xical Inventory, was constructed in order .to

gather life “history material thought to.be relevafxt to the e
artist's” development. .Both Fre;ch and Englishx versions
. _ were available. (See Appendix A) . . o

<
The. objective tests were not tséngiefed. ALl
AT . French-speaking subjects had a.sufficien_f 'cemprehension

4. of wﬁitten ‘Er.lglish in order to par:ticipate i,,n the testling._
- - " Occasionally, they had some difficulty in transla?ingia

’ z-word or two. Sometimes they tasked to have a clarification’

Y of the sense of a phrase. The researcher was present and K -
- . available to trenslate orally for their benefit. Of the J .
\ thirty artists participating, sixteen were unilingual French; \

| eight were unilinguel English and six were fluently
1, \ ~ 0 -

. -




- bilingual. In the group of}painters, nine out of the

sixteen spoke only French, as compar®d with seven out of

- s ‘ . .
. the sixteen for the group of scq}ptors.

The interviews and testing were afrried out in
either the artist's home or*studio' or in the researchersb
- office or home. Ten 6f the painters chose to be interviewed
in their homes or studios as opposed to five sculptors.
Seven SCulptors and three’ painters preferred to visit in.

the researcher ] office.

3

Both groups, Number I, the painters; and IT,
the sculptors, consisted of fifteeh'hale end.flve female

subjects in each group. . : . .
N . ‘ . o

n

- . '
LS

The Biographical Inventory _ )

-3

The ﬂgographical Inventory oonsists of 66 questions
(see Appendix A). This inventory makes inquiries about .,

factors such as: ’

- the country of origin of the artist and that of his

(her) parents .
(4

- the occupations of the artist's perents, end of his

siblings
. :
- the artist's ,position in his family and in general terms
- ¥ Q *
his relationships with his family v '
.,
33. .
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: /
. <« b .
- ,the cultural csontext of his childhood
T -
- the attitude of his parents toward this profession

1o

- the ege at which he began to draw and paint -
~ his age when he decided on his profeseion i .
- is the generally curious, is he interested in people
- A does he, t’epd to be depressive "mt ,
-L »is he self-confident and agressive 7 S |
- his general‘appreciatlon of school (higg*fchool) hig ©
' involvement interest, grades and relationsﬁkip with e
™ classmates and friends * BB . -

- whlch agtivities interested him outside of school.
. ® (nobbies, etc. )

/./." ' . . . _ . -
- his evaluation"o'f the-parental home climate, relationship

. with.and’ description of communication with parents i .

‘M. the values instilled by parefats

<

- ‘his desire for“and friendship with opposite sex, and
. < .

o

Loy phveical contact

- -

¢ N
N é /

- his gensitivity to people generally ' -~
- his appraisal of his capacity 70 communicate successfully

With others '
k]
- his capacity for experiencing 'deja vue'- or precognition .

<
»

B,

type of encounters -

- his work habits , - ° T
- etc. ,/' ' *"‘ v / v ) \ " » . N
B L n : ) _/ . ‘3 . ! :
Yoo - The following are four propositions which were

evaluated by means of establfished. psychological inventory tests. '

-

.
b N
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Proposition I1: Painters are genéral}y more introverted
- : * N .
oo "than sculptors. . ol ”
BN ) . ) . A ¢
.Proposition II: Painters are generally more neurptic . P
' ‘ than \s‘culptors, (the latter bein;g’ . /
' generally mo;‘e stable). ~
These propositions were investigated by .means of 1
the Eysenck Personality Inveni@ry Test. This test was }
administered to all thirty artists. _ S |
| N 1
' The E.P.I. or Eysenck Personality Inventory was i
administered according t"o the instructions on each copy:of
. -'-. - N . = ' - ) }
thp test..- The subject answered the "trué'( or "false" u |
questionnaire. )
. e Ayl . . ' . ©
. ’ 14
These E.P.I. sqgles were constructed on the badis
of The Maudsley Medical Questionnaire (Eysenck 1953) and
the Maudsley Personality Inventory (Eysenck 1960a).
+ ' . ) * . °
. An 8-item Lie scale th been included in the E,P.I.  , . |

K

Studies have shown this scale to be valid, reliable, and
useful in detecting individuals "faking good"; accordingly,
it was included in this inventory. In genersl, it m

be said that there is considerable evidence to shgw that a .
SCOre of 4 or 5 or \above on the scale shows tha‘t "faking |
good" is 1ikely to have occurred and that "E" and particu\&xar- —
~-1y the."N" scores should be regarded with skepticism.—~— e e s
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. . 5
Tendency to\gave~a high "L" score may in itself be gn

intereétin

The two. other propositions (III and IV) were

[N

ersohality trait.

h 4
tested by m eans of the California Personality Inventory.

—

Pﬁbposition &I-I: Sculptoxi's tend to be more agreas?sive ‘ -
' and/or more dominant personalities” |
thap paiﬁ%ers. | ‘ e
Proposition IV: Pqinteré, whefher the& are male or .

female, have a predominantly feminine

&

o component in their psychological
composition; whereas, sculptors (male
or female) possess dominantly male

& components.

\ , The California Psychological Inventory was
administered ?o all subjects. The results were compiled
for Dominance (do) and Femininity (fe), only. The C.P.I.
is a self-administered test. The questiéns are printed
and the a;;;;rs aMe recorded on a specially designea hand- .
| scorable ansser sheet. This inventory has been used in
reseaxch testing with groﬂps of ages lé and 13 éhrough
65 and 70. The'manual claims that no rigorous conditions
need be established in order to achieve valid and useful

’ ted} results. \

e ey e e mmen - - - = - LR v ,

™




' " ' . ¢ -
Both the California Personality Inventory and
the Eysenck Personality Invéntory were selecfted over other —
‘ similar types of inventories. The reason wes that these ‘ |
tests require of their subjects simple true or false
responses. Some other tests required a selection of ’
'hultiple choicé»anéwe¥s. In practical terms this often

means choosing a reply that is much less than the truth = A.~

‘ response really corresponds to the subject's true feelings

i . , - &

or attitudes; nonetheless, he is obliged to choose one of

| N . R } \
| or one which.is little closer to the fruth. Perhaps neither
|

‘ these given answers. Compromises of this nature can be
exceedingly frustrating. The “true or false' type responses
are more direct, require less compromise and were therefore

selected for this investigation. , v

o

S

| Data Analysis S

L ) ‘ All psychologicak inventory tests, the biographical
|

l

|

]

inventory, ana the questionnaifeg for three of the pro:

K ﬁbositions w@re scored’by'the researcher. An example of
the scoring sheets for Propositions V, VI, VII; agd the
Biographical Inventory is included in the Appendix. All

\ " -the scores mentioned gbove, were submitted to Chi -.square
tests $or significance. The E P.I. and C.P.I. tests were

.

also submitted to T-Tests for significance.

. : - 57 -
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| ;; It has been established earlier in @319 text
% that str&%%ured interviews were employed as the instruments—
yf// - for invesﬁigating Proposition V, YI, VII. .Each question-

‘ naire prepared for the interview relates to a proposition.

L 4

(See Appendix &) They will be briefly examined here.

Proposition V: '  Painters are more likely to structure
| or visua;ize reality in abstract térms;
whereas sculptoré are more likely to
A be concrete.
- - Proposition VI: . Péintens‘are primarily. sensitive to
colour. Sculptors are primariiy"

sensitive to mass in their aaily life

- experiences

. PrOposition Vil Painterswaanifest‘a centrifuggl vision.
, Séulﬁtors manifest a centripetal type
Y - - of visioﬁ.
Proposition V -

‘e

"To visualize or structure reality in ‘abstract
terms", refers to the domaine of the painter. The concgption
of the sculptor is more concrete. These are the alternatives

which this hypothesis offers.
. ’f ‘ - <t

The questions in the Blographical Inventory N

_ . -% inquire wn¥ther the artist has a comprehension or insight .’
— )

*’\ : | .
| 38 ) :
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into his own‘psycholégical experience' and his development.
The value that an, artist places upon the significance of

his form, his themes and the dimension%}ipy of his creatidn}‘
may give us a penetrating view of this iésue. The questions
were posed in sdch a way as to draw from the artist the
essentials of his undergstanding, his ;xperience and his
aétisifé evolution. The questions are concerned with the
sensory experiences of the creative process, the personality
of the artist, the rhythms of his functioning, and his

approaches, to his work. It was anticipated that his responses -

" would give an insight into. the téiﬁencies of the artists ‘ ‘”/
toward abstract or concrete quality of his imagination.
. "\
Proposition VI , ) X .
This hypothesis poses the fundamehéal q n aé 1

to whether painters are priﬁarily sensitive to colour and
whether sculptors are primarily sensitive to mass, in terms

of daily 1ife experience.

It seemed most logical to the researcher that

t

the living patterns and working characteristics of these

artists ought to coincide. The questions which they tried

to answer about themselves in these terms related to theine B
‘preferences for colour or mass for objects of daily o
significance. ) T

- re
- : - '
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| . oIt is assumed that the experiences of the artists'
. childhood'woﬁldlhave been instrumental in forming their

adult inclinations toward tactile Yor visual preferences.

~Another factor that was invegt}gated was the
effect of the reinfércement of their parents positive _
encouragement toward their childhood painting and sculpture 4
experiences, ‘

*

Proposition VII

This hypothesis is much more difficult to investigate.

It states that, "painters manifest a panoramic type.of visiom,

<

open-field focus, whereas sculptors manifest a convergent, |
focusing-in, type of vision". This question wa§=p6$ed ' |
.directly to the artists; 1t was placed at the(énd’of a

a brief questionnaire which inquired about the artist's

feelinés toward openraﬁd closed spaces, their prefenences

for living spaces. ’Followiné which, each artist was.asked

how he felt about himself in terms of thisfhypothesis.

-~ _RESULTS R
ET“?' - ’./_

- ‘ Biographical Inventory Daga

- The Biographical Inventory Data produced a few
statistibally significant results. Therefore only those
items that are of a particular interest in thehggk?es of

those which tend to separate the two.grbups of artists, to -

~ \ k)
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some extent, will be discussed. All of .the data pertaining

to this Inventory is listed in the Appendix. There were a

. total of 66 questions in ‘the Inventory. Since they did.not
help differentiate“betweep the two groups they will not be
@iscussed. There are a few‘Praits, however, which are
interesting in themselves. Tﬁere are a?so a small number
of items which either show significant differences in thei~
selves or which tend to significance and;these will be

discussed in detail.

Unless otherwise‘mentioned theré are no specific
or statistical differences between the numbers of sculptors <\\_~\
or painters falliﬁg into each category? Description will
therefore be in terms of "artists" raither than sculptors

or painters.

q

.The groups as a whole were very homogeneohs as
already described in the sectioﬁ on 'subjects', and there-,'
fore little comment will be made P;ére. Thirteen out of 'the
thirty artists (43%), come from professional backgrbund,

and seven (23%) come from:"unskilled labourers"..

Two~thirds of the artists were not only children
and the occupations of the majority of other children in

their families were either "professional', or "“executive".

farly Background T T L : >

In terms of early background and what degree of

41
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encouragemeg} they recei@bd to determine what they chose
to be, namely artists, there were twélve gyt,of thirty -
(40%) who had been énc;uraged ﬁy their parents to cultural-/

type activities.

To the quéstion: "What was yc - mo%her's/fathef's

attiEgSe toward your profession?", twenty-four artists (40%)

' v

were encouraged positively by their mothers, Qhereas only

fifteen out of ,thirty (50%) received approval from their

L

fathers. In terms of s¢uipture versus painting, ten fathers
(33 1/3%) approved ef sculpture compared with only five (17%)
fathers who approved of painting. ’

~ '+ These results would seem to suggest that the
sculptors' fathers are more apﬁrovipg than the painters! oo
‘ f:%hers. Perhaps their aptitudes might reflect the opinion

that scﬁlpture is a more maé?uline\acfiviiy than painting.

?

The majority of artists, nineteen out of thiréb‘ t
(63%) began to draw and paint on their own between the ages '
of five and fifteen years old. Most of them, twelve in
each group (80%) said that they were described as having

talent and received praise for their artistic involvgment.'

While only seventeen (57%) described themselves
" as high in curosity in their 'childhood', twenty-five °(83%)
out of ?Ei?tY7QQY_d9$C?ib§ themselves aé;}high' in curdgitytd,¢_~m_”~m

5 . ¢
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Thirteen (43%) of the artists did not describe

themselves as depressive eief as children or noy. They
/

were similarly divided in their responses to 'agressive'.
. ” . 1

The sculptors seemed to feel that they are more self-

[

confident now than they were as children. ‘About two-thirds —
of both groups séid that they had manic moods as'§hildren
and alsd now. )

©

S
Slightly over fifty percent of the artists claimed

“to have had excellent school grades. However, nine péinters

(60%) and only two sculptors (13%) out of, each group of
fifteen, said that they were'%ore&". Only four (13%) of
the artists had close friendships with their classmates

- while eighteen (60%) said they had "indifferent" relations.

The majority, twenty-three (77%) consi@ered that they had

only a few friends and oniy three (10%)-:said that they had ’7
many friends. Twelve.artists‘(40%) belonged to "a gang.of
friends" whereés eighteen (60%) described themselves as = ‘

Half of each group described their home climate o

"Jonersa".

—

" as, liberal. Nine artists in each group .(60%) professed

r N

that they were closer to their mothérs than to their .
fathers. In addition, two-thirds of the artists came from
homeé described as happy marriages. On the other hand,
tensions Withinvthe home were’ reported by two—thirds. K
Thirteen of the‘pai%;erg éqd sculﬁtors (43%) were close °

43 N -
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and cqp}d talk easily\with their mothers as compared
with tyo painters (13%) and, four sculptors (26%) who felt nr
that’ way.with their fathers. In fact, one-half of each |

group (50%) felt that they had learned to hitde their feel-

ings from their parbnts. In general, nineteen out of the

(%

thirty artists (63%) described théir chlldhood in terms

of_"happiness and good times", a

-
- 1 s -~

e The results of the question which 7sks how as a : ) .

child the artists spent their free time indicates that ?ﬁ’/(\
the sculptors were involved in 'making things' to a mnch
greater aegtee than the painters.. Eleven of the sculptors .
(73%) and only three (20%) of the painters were 1nvolved in

constructing things. ” . WL

« , |

Two-thirds of the artists admitted that they spent

'a lot of time daydreaming as children, Eighteen artists ' Coe

W

(60%) could recall their earliest memories which date-to

Tew ~ B

tYe age of three‘or earlier. .

by 2
Contemporary Preferences

-

Two-thirds of each group prefer to'hewphyeically
close to the pereen they love; and they prefer the company

and friendship of their own sex. i - . A 2
” N .

The painters tended ‘to bhe sgmewhat morevsensitivec-~~~-~-—v~~-~—w

~

to pthicel appearance generally (eleven painters (73%),
: _ ~

-

Ly
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J seven sculptors (47%) ). The sculptors tend.to be less e
" open or interested in other peoples' jdeas and éituated' . \o '

|
| ,
o themselves under the heading of finding people "banal®.
|

The "score was one painter 66%%) compared with seven

sculptors (41%).

5
Asked sbout their abilities to communicate

R ;;v:f
b

sugceéﬁfully, "do you feel that people can undqrsﬁand yog?",
Tifteen or all of the painters replied, "always, or most .
;f the time", whereas, four (26%) of the sculptors replied ‘
to "“seldom or almost never" These results tend to indicate

U g ' a possible interpretation that painters are generally verbal-

»

ly fluenv anﬂ'thérefore can communicate and with~greater°
ease than some of the sculptors for whom words seem to be
more abstract and elusive. , }~ . T

?

Results of Propositlons I, II, III and IV -

y =

There are no statistically significant differences

v . except for the Lie Scale. The painters are not more intro-
) . verted, or neurotic, or aggressive, or feminine than the
sculptors. They have given test -scores which are much
the same excebt where the Lie Scale is concerned. The
' sculptors are more prone to lie, (1.e., see themselves
. otherwise them as they are). ’Whén Eye painters were ex- b,

, amined in compgrisoﬁ to the "normal”'population; some ' ,

.« . [

SE—— = . - E ;
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- results approaching’significance were noted; wh rEas,

the sculptors compared with the. normal populatl n did not
\
achieve results approaching significance. Thu it has

been’ﬁpund that the sculptoré do not differ from tpe normal

R

. population; but, the painters do. It is questionable, however,

L)

whether a matched contgol group would give the|same results. ¢

In terms of the rormal population, tﬂe painters :

"
‘e

are moré 1ntroverted (significan the (p¢. 5 level).
' /a# p o

The painters are more neurotic than the normal population

<

' (p¢ 06 level), and the painters are 1ess dominaht (p¢.06
level). The painters have a predopinantly feminine component
in theip psychological_oomposition compared to the normal
population (p¢.008). The sculptors appear to be somewhat

more ektroverteq‘than the normal population (p<.09).\ )

. (4
2

Thus sculptors are not.different from the normal i |
pdpplation‘iQ\:erms of the hypotheses which hnv% been .
examined here. ngge paintefs, on the other hand, do exhibit

" some differences from the normal population. The sculpfors

[

and the painters do not differ from one another. Since
.comparison with the "riormal" population is not made pn a
matched group, the validity is questionable. It is offered PR

here maﬁﬂy'aq a provocative/item, raised as a questipn

for further study. ' | N

‘ | [
- - ——— . Sl ~ - 7”7‘
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The following table summarizes thé results
! for Propositions 1, II, III and IV. -

TABLE II o

\
oullden 2

- Variable | Groups Means T-Value = P. Level -
] N '
- Painters 9.4 - . .
Bxtroversion! - " ' =32 75
Sculptors 9.9 X
L |
~ |
Painters. © 11.6 N "
Neurosisl a 1.57 ©. W12 -:
Sculptors 8.9 ' A S {
. - > Painters - . 44,5 q
Dominance ‘ =1.31 . 20
Sculptors : h9.fiﬁ
> Painters  57.4 G ;
Femininity® >~ SR 1.01 .32)
Sculptors 53.9 L ’ ‘ ’
. 1 Painters 2.8 ' & .
& Liescale . : "‘2-20‘I 103
, Sculptors 4,5 : °
gt ]

1. Eysenck Personality Inventory -
2. California Psychological Inventory =

~

Differences of "the E.P. I., between painters and

o

'sculptors are not statistically significant (t-test analysis)

. for the traits of extroversion and neuroticism. Comparison

o

. of gainters and*sculptors with*a-”normal"'Eroup‘(as given by

”

- * -
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1 |4 ‘s , 2

Lo .o ” : % - ,
Fysenck's able of norms (1964). shows that’ painters are

sipnlfican 1y less/extroverfed and“more femlnine than

“ﬁormalsﬁ ut sculptors are not 51gn1ficantly less extroverted .

or more femine than '"normals". '

rd

[

N In support of Propositions III and IV the§3 P.I.
tests have clearly shown that these hypbtheses were not
supported. The t-test analysis indicates that there are

no‘statistically signifitant differences between painters and

1
" sculptors, for extroversion, for neurosis, for dominance,

&
L]

or for femininity. There is however statistically 31gn1flcant

differences on the Eysenck Lie Scale on ‘which the sculptors

H

scored twice as high as jthe painters. It is clear that

'.Pronosi+ions\I 1I, IIT and IV are not supported" The data

1n terms of the normal population shows that there are §gme

statistically siFnificant differences between the '"normal"
populsfiop and’ the painters, but none between the "normal"

populafion and the sculptors. ) ’
. . \
i ' The painters achieved s1gnificance at the .05

AR

-level or better for the traits of extroversion (p¢.05) and

" femininity (p¢.008). However, for the tralts of._ dominance

LY
and neurosis thelevel of significance was only at p¢.06.

It would appear, therefore, that painters, tend to be
4

significantly differenttfroq;"normals" if we use Eysgenck's

' population norms. As already pointed.cut it is queqtion~

able'Whethér ihese two ' groups are genuinely comparable.

Y
- 4 V
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Disoussion of the‘Responses’ to P‘sitign v
Painters are more likely to structure or visualize
| realitv in abstract terms; whereas scu}ptors are likely to \

be moreyconcrete. . «

\ : fhe first question posed in this section of thé
investigation was, "Can yau recognize certain factors thét
;ight have been instrumental in making you qecide to bgiw’
come either a painter rather than a sculptor or a sculptor

rather than a painter?"

The Jjustifications that painters gave.for the fact
that they are pain@ers rather than sculptors was very véried.
‘Some declared that it was the result of the .praise and
attention they reéeived which in turn enqouraged them:

- Okhers me;tioned their great dg&ight in colour and being ?
able to work with it. Several painters considered paint-

ing mostly in terms qf)the graphic expression and the

'H\ ¥ diréct instinFtive quality, "like writing". One of the
§ peinters who }s also a printmaker remarked that the . .
spontaneous graphic aspect of painting enables the artist'
to have a greater number éf different kiﬁd§ of’exﬁ;riences; i
) This he called the "time element" in painting which cor- “
“ . reé#ggded to his interior timing. Several of these
‘' painters, seven of them, did not seed‘to have eve} concerned
» themselves with the question of scul;%ure. One painter ]
said, "Sculpture ne§er even-éxist%d’fo;vﬁe". This writer
.‘- ) / ’
w o
2 , \\, .
() - T o )




,two of the painters gaid that their pre- occupatlons-were

had the‘impression that for many 4t was simply a lack of
initative that they did not ever venture into problems of

the third dimension. .However, it‘might retlect a person-

°ality difference which is as yet little understood.

This would be the case if the sources .of fashioning
form are the result of innermost urges which seek their

satisfaction in ways compatible to their expression. Only

more with 3-D concerns than painterly concerns. In actual
fact neither of these men have been involvea with the
actual experience of sculpture and their obser&ation is
therefore naive and innocent of th reality of what 3-D
implies. If one analysis their painting, the space il-

lu31on and form of their paintings is the transpositions

.of typically painterly concepts.

o

".The sculptors mentioned that they were not much

’concerned with colour; however, one of them felt that

there was colour expressed through‘texture in his bronze

4

sculptures. He felt that colour was denoted by the changing

light of the day. He believes that, "colour, even if it

¢

is not painted on the sculptufe is very impopﬁ?nt and must
be considered". ;-

Painting seemed to just happen for painters.
Several drew and painted in their childhood and their adult

-~ — /‘V
7
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1ife was just the logical continuatior of this. One painter .

took up painting at the age of eighteen. He had written °:
poetry for which.he had even won a prize and had some work
published. One day motivated by the film about Gauguin, |
. {which he saw four times, consecutively) he gave up writing

entirely and decided to paint. He had had no previous

S

.,

\ éxperie_nce of painting ®,t he was so inspired that he pur-
sured it with a vigour that sooﬁ brought him acceptance by
the Salon de Printemps of the Montreal Museum of Fine Arts.
From then on, he continued a brilliant careger as an inter-

nationally renown painter.

-

A genéral observation which is significant is ‘
“that nine of the fifteen scu%ptors had experiences of "making

things" in their childhood. This was stéted very aptly B&
one eminant sculptor, "I was a gabricator of objects as a ' f
child". These men and women were introduced early iﬁ théi?
youth to construction-type activifies. They developed a ‘\
respect and admiration for tools and for the manipulation
of matefials, fashioning objects either under the ehcourage-
ment and guidance of an adult or by themgelves in a crude,
instinctive‘way. They were obviously pleased and proud

when discussing ﬁh@ gccomplishments‘éf their childhood.
‘ W__Fl_.f’__—'

—

Tt was 'also intereé%fﬁ@ffo note that nine of the
fifteen sculptors (although not necessarily the same ”
~+

51
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individuals as méntionéd above) were previously involved

in their artistic career as painters. What makes this

information signific;nt is thgt none of the painters had

begun their careers as sculptors. The author'slpersonal ,
opinion is that sculpture is a logical development of T
thought and form from the two-dimensional expression to

the thre—diménsional object.

The palpable quality of the three-@;mepsional
form was mentioned by almost all the sculptors as the most \\\
significant difference existing between painting and sculpture.
They t;Iked of the "act of menipulating material ... having
particular affinity for all things palpable ... thq physica}
action involved ... the tangible presense of tactile §ur§
faces ... the object which really exists in front of you ...
the concrete nature of sculpture (this was referred to - - ‘

oftér) ..+ forms being objects which have welght eeo',
’ { 'ér, - °
The pginters described the significance of painting

mostly in terms of colour and line. They said, "painting is
closer to the intellect.«<. it is the wonderment of paint-
ing ... drawing is. the most iptimate extension of miself

«ss it is closer to daydreaming and more immaterial ....

one can express very abstract emotions «es YyOU can portray

, a climate, a space*feeling - an atmosphere"

T

—
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The author notes that in general the painters S

seem to express the feelings that their art form is closéf
to thé unconscious levels and this works together with
their perceptive and intellectual faculties. The hiddgp
recesses of their minds appear to be more easily accessiblé

resources for their art, as far as they can describe this.

The sculptors seem to reflect more direct ¢
communﬁcétion with the material and concret pre-occupations

close fb the intellect. Their involvement in the act of

«

creating appears to be more sensual and physical.’ Their
expression is much more somatic expressing perhaps their

need for this kind of experience.

Both the painters and the sculptors seem to be

very much aware of profound differences in their art forms. -
A sculptor of metal described the following, "Painting is
the mental side or let us say the spiritual si&e ofkghe
\white paper. The existance of tye three~-dimensional piece is
in its tanéﬁble presence". A woman painter said that she
could,\"lose myself in it'(painting) much easief“. One
sculptor expounded the following, "I have insecure feelings
in front or things that are suggested as compared t§ things
that are actually present, that we can entirely possess witb
our bodies. ' I believe that sculptors are more sensual and
that painters are definitely in possession of a,ﬁorm of
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castration. It is castration, because they have desires

buf they suggest their desires: let us say, where as a
sculptor takes a real and complete possession of the object
which he creates. Finally a young sculptor stated simply,
"The difference between painting and sculpture is the

"y

difference between dreams and reality".

The following is a continuation of the responses

received for questions related to Propoéition V:

The total score for the answers relating to the
"Pleasure of Artistic Activity" was as follows: eight(’
(53%) gf‘the painters agreed to 'fantasy gratification! |
compared with only two(13%) of the sculptors. All (100%)
the painters ‘said that their activity required mental e

| stimulation; whereas, only ten (66%) of the sculptors

thought th; same, Of the painters, four (26%) noted that
'tactile stimulation' featured in their artistic activity,
compared to‘téﬂ§(66%) of the sculptors; whereas fourteen
(9%%) of the painters and eleven (73%) of the sculptors
mentioned "visual stimulaﬁ%on". Seven of the painters (46%)
said that the themes of their art are uncoﬁscious, compared

to anly three (20¥%) of the sculptors. ' ’

Nine, (60%) of the painters and twelve (80%) of
the sculptors felt that their art form satisfied them; ¢
however, six ﬁajnters (40%) and two sculptors (13%) wished
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that they could "go beyond it". Only three (20%) artists

in each group said that they get their ideas to work
"intellectually". Thirteen (86%2%) painters and only seven
GL6%) sculptors thought of themselves as "intuitive" types.
Seven (46%) of the sculptors and five (33%) of the painters
considered that they are more "rational, logical" f&pesr

o

Summary of the §esults of Proposition V

It appears that the evidence for this proposition
is entirely qualitative and impossible to verify statisfically.
The answers fell into many categories and could not be ﬁhiieq
or fitted into abstract - concrete categories in order to
dgmoﬁstrate signifiéééi differences. However, the impression
éained was that paingers express and see themselves and ‘

their work in more abstract terms, while sculptors express‘

and see themselves in more concrete terms,

In general, the image acquired from these artists
was that the painters see themselves as more intuitive,
sponﬁaneous, visual, and fantasy-oriented than the sculptors;
The sculptors view themsélves as more physical, tactile,
and are more satisfied with their art form. The artists
identified themselves with a particular image and in tu
their image became the hedium of their choice; that is,

the medjum has particular characteristics, with thch the
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artists have associated themselves., Painters wvisualize

fd

yeality in abstract terms and this approach requires of ~U
the painters cer@aih_inherent characteristics.” These they
appear to share in common with other painters. Sculptérs
are more concrete in fhe visualizing of their images. It

is evident that thiz is a characteristic of sculptors and

it 1s experienced and understood by them in these terms.

The,artisté expressed these views more often than
not and they expressed them in many different wayé which
cannot be put to a count. Hdwe;er, it seems evident from
-their statements that there is a differenqe between them.
It is, pﬁerefq;e, the researcher'é impression, that this
hypothesis ten&s to be supported ewen though we do nof have
statistical evidence to this effect. '

i

Discussion of the Responses to Proposition VI
] 2 ;

There were no statistically significant differences
between the responses of the painters and those of the
scu]ptor;\for Proposition VI. Therefore, it mlght Ye simply
goncluded that.Proposition VI which states that, "painters
are primarily sensitive to colour and sculptors primarily
sensitive to mass in their da1£§ life efperience" (the
obﬁects around them and their environment) was not supported
by the answers to the questionnaire that was used. This

does not mean that colour is not more important to painters

*
-
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nor mass to sculptors, when they are creatively engaged
A

in producing their art form. - What this does méan is that

.' in terms of the obJects of thei# life and/their surroundings,
the sculptors are not more sensitive to mass.thaﬁ are the
painter; and the painters are not more sensitive to eolour
than are the sculptors. It is poséiblé that the'ques£ionqaire
did not ask the right questions. ' o A

' 1
' There were, however, some differences between -
them that afe worthy of note. (Details of the resﬁonses

for this proposition are in Appendix B.)

. The a;tisxs were askeﬁ to denote fheir preferenceé
for c&!%ur, texture or form, as %hey perfain to the objects
ahd space of’their everyday existence. 1In order fo‘gppraise
an object, twelve (80%) of the sculptors said that it was

necessary for them to hold the objeét. Nine (60%) of the

painters reacted in the same Qay; but seven (46¥%) of the

painters said that it sufficed them just to look at it. ‘

The colour of the objecfs and their form is of
L}

.— primary importance to ten (66%) of fpe group of painters.
All of the sculptors affirmed that the form or shape of

an object was of primary importance to them and seven (46%)

1 4

included colour as well,
v '

- Ten (66%) of the painters and eight (53%) of the

sculptors are most sensitivé to the texture of fabric. Nine

/ ‘ . 57 : .
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(60%) of the sculptors alse indicated that the weight
of the fabric and its capacity.to mafch somethiné else
8s being nééessary for their selection of a fabric (fo} o7
wearing.apparel). Only one painter was interested in the

weight of the fabric. ,
w ' . \
In general the,artists did not seem to recall

colours or experiences of two or three-dimensional

that they might have enjoyed 'in their chil}dhood. \Perhaps

this can be explained in the followiné way. The majority

of the subjects.did not have art activities available in ’
their schools. Any motivation in that'drrection was entire-
lf their own initative; &

!

<

4t Bbpears that the sculﬁtoré do recall having a
definite preference for hard materials, (eleven '73% soulptors . {
vs four 264% painters). -Painters preferred fluid substances

and mixiné substances.

The artists were asked to list their most brized

possession and thd oﬁe next in importance to it. Two of

'the painters had no preferences at ail; seven sculptors’ i

also had no preférences.a Eight painters chose their own 7 |
work and eight chose an&ique or historic works of art; two
preferred their books; one, his plants, snother his beetles.
,Three sculptors cﬁbée their work and another three their
equipment or tools. Two sculptors mentioned important
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papers or documem{ts and only or}e selected his books and
records. These particular results would tend ‘to indicate
that the sculptor is more practical and 1less idealistic, } v ‘

I‘t would/ almost seem as if the sculptor were less concerned . 4’

‘with material thlngs, including his own work. It‘ must be .

noted, however, that when presented with this question, some
of the artists did BOt .know how to relate to it. The researcher
encouraged them by asking wha‘t:‘ they would save if there was -
a fire in their home or studio. Perhaps th'e sculptors know-
ing that their work is generally too large and/or heaxry to A o

move did not think of replying tp this question, their -

"“own work".

One of the most remarkable findings in this inqui;&,
. ‘ o '
although only indirectly related ta it, was the response

given by the artists to recall certain experiences in their

" . childhood in which they "“made things", or paintinés:— thirteen

(86%) compared to five (33%) of the sculptors replied ' °

positively; in which they "did constmctig@ projects",

(building ar‘ouhgi or with a prized -méterial, etc.) Ten (66%)
of the sculptors compared-to only fO;J.I‘ (é6%) of the painters
replied positively;. Seven sculptors (463%) compared.with
on})r two (13%) .painifers used a pr%_zed or 'special! toql.

-

./~ In addition, ‘the painters substantiated -their

involvement as having been passive; they claimed that these

’ ? . ©
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activities were initated by other children whom they
assisted. These findings suggest that p rhaﬁs childhood
experiences may have had ‘some small importancg in the’ -

choice of na}nting or sculpture.

. 'r"\ - . o

- ~

e ?

Summary~of the Results of -Proposition VI . "\

In summary, the résults (tested by the CHI- SQ)

%seem to indicate that the painters and sculptors do not '
eppralﬂe anz appreciate objects, and ¢olours differently, .
as judeed by answers to the questienneiﬁeafléhe painters
sometimes preferred colour to other choices of responses
and the sculptors often showed their preferences for form:
mass, and density; but, these differences were not statietic-
ally significant. : . s

.//"/".‘gt - '
The findings of this questionnaire did reveal, '

however, that the childhood interests aﬁa-%xperiences of
sculptors were directed toward three-dimensidnel type of
~activities, whereas, the painters were involved with two- ‘

diménsional types of projects; almost exclusively. -

Discussion of[the Responses’to Proposition VIT

v .
4 The purpose of this izxquiry was to establiah

>

whether the artists demonstrated through their preferences

different forms of cognitiVe and visual perception. It

*’ : . . 60 \




AN

wasg posited that ﬁhinters have a centr%fugal type of

vision and scuiptprs aﬂcentripetal type ‘of vision. It is

possible that the artistic formation of the painter and

sculptor have developed these typeglof berceptive abilitiesf:

3
r -

differently. It is equally passible that.these characteristics

are innate and are a factor in‘aséisting ther artist to
develop his ‘art form in one-dimensiqn rather"than in -

another.
¢

This inquiry began investigating the artjists!'
preferences for expansive or confained, open or enclosed

spapés. It inquired whether the climate or atmdsphere\

'waé more important than the colours and objects of their

4

-surroundings. The results show that there were no signifi-

cant differences whatsoever betweefi the paintérs and the

sculptors. T ’ . -

Finally the proposifion itself was put to the
artists. They were asked whether they agreed'witﬁ it and
ﬁoy they couldwpelg}enthemselves in terms of this question.
In both groubs, thé majority of arpists agreed with tﬁe

-

. proposition (65% agreed in all). ' ‘ . s

s
-

One of ‘the sculptors, who was previously a painter,
said, "In, general, even if a sculptor ‘f&oes a spatial type

gf structure composed in space there is, none the less,




. ,? a concentrafion on hiswpart for the structune of the

¥ ¢

composition, 1n artibulafions. The obiect may be enlarged

or multlplled but fhere 1s stwll a concentrakion on the .

* .
1 . ._'4 o

i . object". Several of the artists mentioﬂed ch;Q;hey did

'ngt féel at their perceptlon of space necessarily had
' anv deterﬁinating effects or’ the %ype_pf Ssculpture or .

Apaintlng ihat they aid. ) ' /’ . ,; : S e

P,
~r v

,‘1" o Gh young,palnter said that he believed that -
'painters and sculptors feel syace in‘the same way‘'but that

- they use it differently, thaf, as creators they transpose
o ‘. it in a differenf way. A sculptor insisted that it is all
o ol a qnestion of the personalltyoof eacE>art1st as to how he ‘
cperoeives. A‘female painter said, "I am def;nltely very

{ - ¥
. to the emotional atmosphbre or climate -around ‘me; %o T°

|

|

b

|

r o . sénsit@ve}to ‘bace to the quality of the environment and

t . would agree," because 1t seems to me thaf a pgainter would be
> : . more likely to fend to phe above considerations and - a

: 'sculptor wouid be 1nt§rested in objects™, .
:./( B .o l’ﬁ N N - - ; . : -’
' On painter'discussed an observation which she )
made, as an art teacher of both Children and adults. - She o

‘qnoticed tha¢ there are two very different approaches that B ’

.

people take to wofkwngaout a- drawing. qome work from 'a

v

- " central focus or-obaect outqards toward theé outer 1limits of

&

,
-
’ /
. ’
.
N

&+,
-’
~
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their sheet of papef or engr?Ging plaque. Others work

from the outside or peripheral areas in toward the focal
point;, ,or else for them, there is no particular focal point
but the entire sheetois importgntﬁ She- observed that this

is obvidus from the very first movements' which one places on

a sheet, even in a doodle. She was unable to assess whether
s

there might be any connection with this kind of approach to

L g

_work and the/hypothesis of this research.

]

. a d
Summary of the Results of Pr‘opositllon VII

o 'The questions for Proposition VII did not show
any statistically signifioant differences. It is pgssible
that the queqtlons were +oo ambiguous and did not evoke z&% wh‘
:k&nd of‘replies that were antlclpated. It is also possible
that the artlsts do know what” type of vision they do have;
but agaln, perhaps they were trying to comply with the
reqearcher by g1v1nﬁ thevkind of rasponse that they~thought
thev should ‘be glvnng. When asked about their kind of v
Yision, they tended to agree with terms of the propbsition;
Bht} %his was purélv a ébgnitive agreemen% and there was -
‘no support for it in term§ of thé)kinds bf responses which
they gave to the questions asked to elicit support f6r~the
iproposition. ! ‘ )
t ‘ ‘ » a

Methodological Limitations v N

1. o This test was administered to thirty artists.
X ’ { - \ L
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B They were a fairly homoéeneouh group in terms of age,

nationality, language and professional involveménft This
total group of thirty subjects constituted the minimum
requirement of the numbér of subjects for this type of
testing. As such it cannot be considered a representative
group. A larger group of an additional thirty-artists could
possibly give more valid.résults.

'2. It has been very difficult‘fo test .and evaluate

the results of the 'subjectivef portions of this investigation
+ (namely Propositions V, VI, VII).. Itgcould be that the

types of questions used were defective in their abiljty to

elicit from the artists the genuine differences which may

likely be there.

\ ’ |
- - '3, - It is also possible that a,non-directive type of ) \\\\_
; ] ~%n%érviewing might have reveéled ofher aspects to thé problen,
'/“\\S . other than those which were Véry specifically mentioned
heref. The direct questionnaife administered as an interview@
with multiple choice answers, set up a clbsea framework.

However, it permitted a more statistical analysis.

P L, Both groups investigatea (the fifteen painters

' and the fifteen sculptqrs) were each composed .of ten ﬁale
artists and five female ar“l:iss.ts.‘~ 1t would bé.véry interest-
ing to pursue this résea;ch with a larger and moré represen%a-

«tive sample of malé and, female artists./

1N \ b
4

» _‘ " \.-\
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- . CHAPTER III
\> GENERAL SUMMARY AND CONCLUSIONS \
¢ ™
Q i ' °
- The research 6f this thesis attempted to compare

the psychologibal attitudes of painters and sculptorgt It
further hoped to explore the prevailing conscious apd un-
conscious tendencies guiding‘the artist's choice of medium.
Tt was felt that the information obtained from this Study
.would serve as an insight téward our furthér understanding
-0f the creative experience,.and that it might also be of

7 |
a 3

3 ~

value to art educators.

" The subjects were thirty art%sts, fifteen painters

and fifteen sculptons (ten males and-five females in each °

group), all whiteiﬁaucaqians, who are presently living in .
the area of Montreal, Québec, Canada. The majority of the (/]
subjects were from 34 to 50 years old. The age span was

between 31 to 64 years, .

2

The Eysenck Personalit& Inventory and the California
Psychological Inventory were used in order to determine

whether the painters are more introverted and neurotic (E.P. 1.)

and less dominant and more feminine (C P.I.) than sculptors.

Thp results were submitted to T-Test for analysis of differ-
ences. - (Proposifio§§ I to IV inclusive)
. L Y -

’ .
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_ An interview questionnaire was used in order )

to assess whether: (1) painters are more likely to structure
or visualize reality . in abstract terms whereas sculptors are
more concreé;, (2)'painfers are primarily sensitive to

colour and sculptors to mass in their dailyilife experience,
(3) painters manifest a centrifugal and sculptors a centripetal
type of vision. The results of these questionnaires were

submitted to chi-square analysis for Propositions V to VII
included. ‘ *

o

The following is a resumé of the results:

Propogition I

Painter§ are not more introverted than sculptors.

Proposition I1

Painters are generally not more neurotic than sculpfors. Y

Proposition 111

P | ‘%"“"’3 x...ni/

Sculptors do not tend to be more agressive and dominant types. i

Proposition IV . Y

Painters, whether they are male or female,~do not have a

™

predominantly feminine component in thelr psychological
composition; whereas, sculptors (male or female) do not '
possess domlnanQ‘male components. . ' \ b

Proposition V

Painters are“not more likely to stwmicture or gisualize .
realitﬁ in abstract terﬁ%; Qhereas, sculptors are not

more likely to be concrete.
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Proposition VI

Painters are not primarily sensitive to colour in their
daily life experience and sculptors are not primarily
sensitive to mass. Moreover, these preferences were not

evident in childhood as far as can be Judged by question-

o

naire responses.

- Proposition VII

‘. . Painters do not manifest a centrifugal type of vision.

Sculptors do not manifest a centripetal vision.

Additional Findings
I.- In terms of the "normal" population, painters scored’
ag more Iintroverted. This was found to be statistically

significant at the .05 level.

S 1T, Painters tend to be more neurotic than the \

\\Bbrmal popuiation. (p<:65 level).

III. ‘Painters tend to be less dominant a;h agressive
- than the noréal population. (p<.06 level) In addition,
- it is interesting to note that the sculptors appear to

be somewhat more extroverted than the normal populatlon

at the .09 level of significance. “

SRl

Iv. Painters havs a predominantly feminine component
- ‘

.. in their psychological composition, as compared with the

normal population. (p<.008 level)
- '

A
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Additional Findings Based on Quaiitative Data

I. The painters see themselves as more intuitive,

\
spontaneous, visual and fantasy-oriented than the sculptors.
The sculptors view themselves as more physical, tactile,

and more satisfied with their art form.

11, The clinical impression, although it is not
supported by statistical evidence, is that the painters do
visualize reality in more abstract terms and that the .

sculptors are more concrete,

ITI. The childhood interests and experiences of scdiptors
were directed toward three-dimensional type of activities’
compared to the painters whose involvements were exclusive-

ly with two-dimensional type of projects.

While there are many other interésting differences
between painters and sculptors, none were statistically

significant or remarkable enough to note further.
. .

Implications for Art Education: ' "ﬁ;,

uIt was anticipated that the information "obtained
from th;g research would be aéle to agaisgt art educator; to
evaluafé, on the basis of personslity differ;ﬁces and cognitive
prgferences, which students would be more ideally suitéd by

temperament for painting or sculpture. The results of the

A/‘
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present research seem to indicate that such a hope“is ’ t
withou undation. However, although there is no statistic-
ally ;:;ij;}bqnt evidence for the impression, it is this n
writer's feel%ng that subtle differences in perceiving,

feefiﬁg and apprehending reality do exist between painters

.and sculptors. These differences may be measurable on other

levels and in’other areas than those assessed by the present
research. It is possible that the questions asked were not
relevant to essential differences between painting and
sculpture, and that a more thorough analysis of each medium -

might elicit better questions to ask in a future study.
4 . \

An interesting finding that would appear to have
a direct implication for art education. was the fact that the
sculptors were directed to three—dimenéional type of
activities early in their youthi whereas, the painters were
not,expésed to these kindsvof'activiiTés and did not initiate
them as the sculptors did. This finding would suggest that
if children were exposed eé;ly to activities involving the
third dimension,. constructiqn‘and assembiy of form in addition
to modeling form,;there might be a éreater téndency to choose

‘¢

sculpture a2s a medium for self-expression.

Today there seems to be an increased enrollment

] )
in sculpture, courses in hoth Jjunior - colleges and universities.

» This is verhaps the result of an early introduction to
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. three-dimensional activities that youth today have 'for T
‘ construction, wdodwork, and othernsimilarbexperiences.

The artists who were the sghjects for this research were

in gen;ral a generation older and did not have the same '

opportunities or facilities available.to them in %¥his ar;a. -
On the other hand, if personality- factors are important, g o
early‘équsure to the thirdqaimensioh would be only one,of

the determining factors in choicé of art-medium.

R
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I ' SUBJECT'S NUMBER: . ‘ ST
. ‘e < A
B Age: . A . ) ’ o .
. ) . o, "‘ o, ' . ”. a
2. Sex: B “ R , . . ..~ N )
3. Occupation: Painter: * R SR R -
. [ , . ) ¢ . N .
4, \ Sculptor:
5, . .  Other:(specify) ) )
6. Where ¥#ere you born? Cafada:
o SR FE North or South America: o
: e % H . m~ . ) s
g oS 8. s ‘Europe: ° ) B
- . - : ? . K
| 9, - . -Other: (specify) X . :
| .o - . .
F 16— Where was your fathet born? ‘ - .
N . Canada: -
. 1. ST . North or South Amersicga: / D
. ) o -~ g
12, - Europe: - '
13, : n * Other: (specify) : ‘ ~
14. ° Vhere was your mother born? ‘ ) 7
P 4 B
Canada:
. 15, ‘ North or South America: e - * |
16., . ‘ Europe: |
17, L A N ( Other: (specify)
!
. < - . £
18. -Where did yop spend the greater part of yourychildhood? :
‘ ' . b *  Canada: . . ' L .
. . _ o ! Lo
. 19, ' -~ North or South America: ' ° ' , |
.o , - v
20.. . | Europe:! , . |
’ * » . - ' ‘
: 21. & . Other: (specify) \ . : - . {
) . . ] . e . ~—~\§. . |
22, What is/was your father's occupation? - o . . |
23, \hat 1s/was, your'mqtiner'é occupation? b ' L r
. 72
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24.  How many brothers and sisters do you have?

25. What is your position in your family? (lst} ‘2nd, 3rd child ete.)

26.. List the occupation(s)- of your brother(s): T \;x

27.// List the occupation(s) oé your s;ster(s):

28., Did you get alodg-wellfwith them? (close family ties)

. f'
/ a) yes:

29, b) no:
30.  What situation best describes your family's economic situation?

rich (afforded-luxuries) .

31. N . mi:ddle-high in‘come (comfortable)’
3? - 1.niddle (comfortable, but anxious)
33. .° , bt . " alddle-low (only basic nedds) -
34. ' ) . poor (barely basica; insufficient)
35. Are you bilingual? yes ‘ o ¢
Yo e ‘ .

/ . .

*

37. : Did your family také you to museums, art galleries, or - '/

' .

\:J

\S

_ other cultural activities?yes v \'w i

38. o no. o

39. Wex}jou encouraged to take art leassons?

. ves . L

40, v N “ no ' .

41, What. was yo;n: xgqther's ;tlb@ude to your“prc:fession? )
approval: . ' :-

42. T ‘ disapproval:

43. VWhat was your cher's attitude to your profession?

' approval: ‘. © ' |
44, r ‘ disapproval: /. =/\ .
oo
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{ P}" . .
. ‘ * !{
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A [ o ’ ) * ' A TP :
| 45,77 How old were you when you started to draw and paint, 'Qn, your own? PR
s Py - o . y . .
| . _age: . i T . .
. S . -
. 46. Were you described as having talent in this area? Y
. . o ” . ‘ . L . Lo
, yes: . ’
4 ) hd “
47, nos S o ~
l’ , . ] . ”, . “} ‘
/ 48, Did your parents praise you jor your artistic fnterests? .
49, ' mo: .,
- 4, "
50, How old were you when you decided-to become an artist? . )
‘ . \ - - age: . ' S, ‘ .
\ . 51, Would you descrile yourself aj High (HY, Medium (M), or Low (L)O P
’ in curiosity? (pertaining to nature,the world,things etc.) .
- - l} ' = « °
) \ - as a child:High: ‘ - ; ' '
52. Medium: ce
° N \ . ' Fo °r
53, . Low: T A _ ’
. S N 1 . ' = ‘v\‘l L4 <
54, Y . and now: High: - oo ", :
s ' . . ! . L4
55. Y 3 Medium: ' d Lo
1] “ N y . o
. 5.6. ’ . ° . _LOW: ) s * .
57¢ Did ‘you have depressive ﬁ:oods as a, child? ,
. T Yes: v ‘ T - R
- : N
58, .. Not ' s . ‘
. ) 4
. * . <. . - .-
' ) 59, and Now? o Yes: - P
. . ) . L] - - ,
L 60. * ’ sz * >~ - > !
. )
= N . ~
VA ) -2 t ' -
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70.

71.What kind of a ‘rélatfansbip daid you Have

Y L]

- Were “you s*el'f‘;confident as a child? . w
: . : . . v t

- Yes:

-

s

\ "\. a\~' No:. ' ‘vd )

. No: .

s 3.
W,re you agressive or aelf-assertivel a3 a child?

. : -

° o Yes: R

@ NECEAN . " a
il ; P N @2 2

No: g .

<@

Did you have excited or manic moods as a ;chixlél? -

4 - /,' - . ‘l
! . Yes: B ’.
. v -t N . R 9
L] & Noz " .. 2 s N
R ' . . o ‘ ’
o . . .
Now? . Yes: Sy
<, . - .
¢ ~ . . AR T NO: ’ '

)

lériend“fay:
2 SR c }n&ifferent: T
Did yﬁﬁ have many frfends:?-uapy: - s \

Q

' : T ‘A few: :

o - Only ome: - -

. - ' e, o t -
T - No One:-

\ - P v ‘ . .. “
Describe what kind of a "s’;q'dent'you were:
> 1 9 Tw " N -

N IS \

- Excellént: ' -
a 1 ‘

{
. Med:lum—baverage :

. “Poor,weak: .

’ . A . < - <
? , \.4[ ot )
- L. e 75 . )
- ’ v . ' ?
. . » °
‘v g
, < < . . K
.
» , p) \ - .
. .
. +
e i . v \ « o v
P , - l -

: Close: ' ' e

Q@

with your ciassniatés? '
. 1}

.
t

Jour grades were:

“
4
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b
.
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‘- ] - ) e ' nooLw .
. , , .ot p i 2lesl
“Pescribe what kind of. a’ stddent ydu wefe: (con't) L, ~ ’
\ 1,
' ‘i \
81. Your interest in school work°
M o :0. o N .
T stimula«ted- oo v, : LR 4
" e T "average. TN \ .
- ' . - . ¢ - , .
. ¢ lfored° R . .
- Q’ ! * v \. . 4
Your imiolvement in school life. . T~ )
- involved. " R T '
! e N . S W syl 0 .
v f not involvegy : . - - ) ,
+ . v o O. . 'y r
. D . . ? . -
86.  In what areas:did -you excel? ] '
T e '- ‘- A 0 ' n _w‘ ) -
. : " _ . othgr: (specigy) °o-
s . . o J@ ] k]
WOuld you best describe your home background ‘as having een. ‘ .
' p . liberal,with freedom of expre sion. )

a\&ocratic strict cOnformis;

8 . 'no.particular distinguishing J:raits:
-~ . *
. 5, , .
91.- Did you feel, closer to your father tt@n your mother? ? -,
o v . ) K
92, .~ Did you feel closer to your mother than your "father? _ C o~

-~

93. . What was the nature of communicq,tion with your mother and £ ther”

&
’ ~ « o o, ‘.
You may check one item,or more. v MO!‘&ER : FATHER /<

'

» 94, - close COUJ;Q talk easily . . . //
95. P close but only on certain %pics ' AR )
96 : . - close but no verbal communiication ¢ - . ; '\ / s~
9. T - learned 'to hide feelings A
',988 +. .- not oper - put on a facade so he(sh&) ‘ v ‘
\. . f/ fe],t I was dcting whar. they wanted . . o b .
99. - dis;ant snd detashed * - )
3 . . N e :
100, = di.sta"h‘l: buﬁkfelt their warmg o ’ ¥
101, - hos?’ili'ty,open-or covert * T T ‘
102, . ~ other,specify - & : C IR .
. ” \ - . , / :\ . . ) . "‘_ . - . L
fee . [N ' A ' l/e . >
- . - o "‘.\ - .
. L : /
‘. . E: ‘ ‘ ) . i L ‘ s
‘ .‘1‘# o . 76 * . 1 . - . ’p \
» - ’n ' ! i ¥ . . .\: . ,
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1 @

- 1052‘ Would yqQu estimate that your parants had a happy marriqge?‘-— .. s
N . » 9 ' yesl . v Ve ‘
o 104, - t noy ., ‘
105. Were their tensions in,the home? ! ~
‘ _ -, yes: ° S ‘
-+ 106, . - no: - o '
| J,07. Were you «instilled withthlch of* the follow:Lngs attitudes toward life.
. f‘s \ ) ’ _ romgntic ard idealistic. ) \ : . o
) l 108, ) S pr,acticai and materialistic: . ..
o 109,49k 0 eccentric:
, 110, frpgal:’ - .
¢ f ill. .. - generous:‘ ! { -
&< 112, \ {Jho were your heros? - contem;;orary pensonglities: . ' ) “\ .
y - "113. ' . &# people from the past: v
" 114. ° Did you belong to a "gang of fridnds? . '
S . ! 8Jg\"’yes;: * a ) b
T115. . Y c Yo ) - R
:/", lR. ‘ Were you ; loner? (only answg\r‘ if yes): - . » )
. 117, - Do you t inki of your childhood iﬁ‘tetms of haﬁpir“xe;s and good times?\: T~ °\ |
v A =
" Y118, . no: P |
R ’]‘.19. , In high schoc\)l,age'13-,]:6 yrs,,were your closest friends: » ¢ ’. /u
VA . mostiy,male Lo T
o ‘120, mostly' female
A . N 521: xs a child,before 15 yrs 01}1’,' d¢1d you spend your free time:
- m‘\l\’ ' ' ‘reading: - T '
122, ° constructing things: ‘ .
, 123, ‘ writing: . ’
* 124, o doing art work: - .
. 125. ¢ R " .« ., other activities: . ‘
126. As a child »did you daydream alot? (only answér if yes) . T
127." The earliest memotry that you have of ;rour childhood 1svwhén you w?:re:
’ * ' 6yrs. . Syrs. ' , )
128, ’ 4yrs. . :‘3yrs. o L
120, ¥, e 2yrs. or ear'iig;c ) i .
. ) ' - )
: » ~ Y . '
’ ’ ' " T \ ) Z? j, ‘/ o
o S PRGN “ T \
N -~ . S — LA
1 ] -
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145, Qow ten\ have you enteged a strange place and felt\that you had N

LI PYES
o

£
£
\
} b ‘ .
B o “‘ ’ , . )
f 4 - ' . J P

131, -(Do you prefer the company and true friendship of: i

13 b

. ! your own sex: - R .
132, S /the opposite sex: . “ " .
133. ° 1s physical closeness important to you? - L 2 T

being physically close to the peEson you love:

- I3

‘134, Do you prefer a relatiothip which does not have too much cuddling,

% : e touching, being close: - . .
135, ~ Are you irritated by how people look, clothes they wear,  expregsion |
- ' i 4 on their faces? ‘ : S ;(a ’
j 136, : —— " De you ignore physical gppearance: . T
137.- Are you*gussy about how your sexual partner dresses?
N ' yes: ' - ’ i
138. ' e o : ‘ - |
139.  Are you interested ih'hearing peoples'-ideas'G* o “
14b. o ) | R or do you find most people banal: i -,
141, Are you sensitive to expressions on peoples faces? ///A\\\\,.ﬁ_h, : ff
142, . o . ., Or-do ;Bu not look at then too elosely. .
143. Do’'you feel people can understand you: . L \: “ T )
' Y Always or most of the’ times . ‘{}
144, ) .o Seldom or almost never = - - ' g

°

bee there before, or felt ‘that- you knew something was going to"
ha en before it actually occurred? 3

f. Never . o
146, : ) Seldom -

147, " Océasionally ( I
2 s 0
148. ) Frequently ~ \ . :

149, ' How often have you had an 'event or object vividly pictured in your' .

~ . - KR

'i\ mind after it wag no longer present to your senses?
.
» Never: e v
Pl R fa Y
150, . . ' Seldom: “ L o
. ' " * ' ' , t:“ ¢ J
151. : *Occasionally: ’ ! _ .
. ! W a
152, - : ‘ Frequently: B - .
¢ . Y o ‘ T .
. o ) ) S . ) !
- * « : i o
t . .T8 S ,
4 v Lo e
S U VPR S




\ L e oo o4
v
]
. @ N 6 , ;
- 153, » d
How oft¢n have you had a complete memory lagse for a very faniliax Lo
.person, place, or thing? .

e ©, Never: | . B
= . . .
\ 154. .. Seldom: ' : ] .
¢ 155. o " Occasionally: - T .

156. ° * - Fr&yuently: - . '
\ 157. How ten have you become s0 absorbed in a project that you skipped .
’ * a meal or stayed up very late° ce PRI )

Never:
Seldom:

4
Occasionally:

Frequently:

. - . :
- -
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@ QUESTIONS FOR PROPOSITION,"V
3 . ) ° !
Can you recognize certain factors that might have been instrumental\‘d) £

g making you decide to become:

- a painter rather than a*sculotor.\ ;oo

- a sculptor rather than a painter, - - . s -

{ T

To painters:

have had some experience in sculpture, what is the significance
4 . \ .
that painting has over sculpture for you? . ‘

To -sculptors: ’

You mys

-

You must Hdve had some experience in drawing ahdﬁpainting, what

the significance that sculpture has"over ﬁainting for you?

twe o ¢ , S
- . R
\ s ¢ « * . R i
. s .
) * " ' .,a - , - '\ll . "
e o - - . ‘\\\! ) X, - . 7.
When did you first discovgr the emergence of a coﬁiinu\ty in the o
evolution of your images? i : ° |

<

\‘ ¢
Did you aver have to struggll&against preconceived notions or

or prejudices éoncerning painting or séulpture?
£y 3 {
What kind of pleasuqe doeg this artistic activity give to you?

-

- fantasy gratification ‘ i }

»
-]

hos feelings of adventure
, =.physical exhilaration
- mental. stimulation
- feelings‘of'ﬁgﬁqugeglé 4 ,
- superiority N . , ’ .
o “ 3 - exhilaration of communication \ | o
‘-‘feEIings of belonging i - ' ;
. - mystical feelings o
" T f-lfthet (eoecify) '\ : -.‘r° .“‘

[
]
~o
?




gROPOSITION V (con't)

15. Check which of the following experiences feature during your
¢ artistic activity? (c.g. ~during your professional activity)
‘ Y - tactiléustimulatioﬁ *
16. - visual stimulation
17. ' - olfactory stimulation '
18. - kinesthetic stimulation | % ' v
19. What are the favourite themes in your work? : )
.. - ‘ , ' , N
20, When you are deeply involved in your work, you can feel the
excltement of discovery described best in the following way: "
. e*&citement -of uncovering,getting within, getting
)' to the source of.
“21. - excltement of adventure; coming forth, bringing )
out, revealing. < .
22. N - other: describe .Y v
23. Do you make decisions quickly, spontaneously? | ’ ’ )
o - 1in ;oqg life: yes: i mot S
“22&. ~ in your work: o s .
° , : . . ’
25; Do you trust"yourself Jn the decisions that you make? ) ‘" ' ¥ ]
T "= in your life: yes: ,_____*1 no: __‘:\7,;._ 9 . - . < «;
Y 26, Z « - in.your work: _ . ___ ,._A.,M'_L. . - .
27. Are you a’ compulsive anxious person? S Lo '
- yes . ‘ .
28. - no
29. Do }meed time to function? use ;.k slow pace? -
| = in your'lifq yes: . n@: e
230. ‘ — - in your work ' e - ; .
31. Are you capable of functioning under pressure? / :
- yes . ) ; -
' \
l ’ \
- 81,
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PROPOSITION V (con't) /

v

’ ”

32, Would you describe your creati ca;;acity, in teyms of:

v
” - fluld rhythm,outpouring, with ease.
33, - controlled, stingy, slow, ‘inconstant,with diffiC\\xlty.
- .
34, Do you agreesthat fhe act of creating also implies a measure of
destruction? S '
\ K e
- Y | \
35. - ~- no ‘ \
36. Do you have a need for this kind of destruction? ’
. = yes
37. "“"’ no i . \ ) '
38. Do you daydream alot? ' «
- yes . ' ‘
39.0 = no L \

40, Do you think that daydreaming is constructive,helps you ih—your wok'k?

- yes . 1
i a 3 .
41. . - no - »
42, Do you' think that the conte.nt of your dreams relates directly with the
content of your art work? (c.g. -with your professional work?)
. ' . _

- yes  \ /

43. / - no . . ,"“

. e .
44, When did/you first *scover that: (which fﬁrst) .
e : \ - you have a creative imagination
~45, ~ you are a sensitive artist « ! .

46, - you are capable of expres(sing- something in your art

47. Does painting or sculptura completely .satisfy you?

- yes
48, Or, do@ou seek & dimension beyond iﬁ:?
- yes
I .».93- ’ . .
- A ‘ e i .
. ' N N ‘7‘4 .
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"56.\§:=*"
*

LY

- rational,logical type

. PROPOSITION V (con't) 4
' - -
49, Do you desire or need to be physically involved or exhilarated,

* during your working? \

~ yes
50. . - no .
- Q .

51. How do you get the ideas to work?

L - intitutively (from feelings)
52, ] -~ intellectually .
53. - inspirationally (imagination,from stimuli-concrete)
54, - other (specify) .
55. Are yQu a mote:

- intuitive - :
57. - sensate . v
] -
58. - imagfhative,préne to phantasy ‘ N
59. Do you wotk in an arganized and co;xtrolled manner, with a? idég in mind?
- yes ” -
60. ?r, spontaneocusly aFd freely, the organisation coming later? ‘a
. .- yes ' . \ / °
61. Do you work and destroy? ‘ o
- yes ' b .~
62, - Or, do you keep building up on ‘the initial project? ~;
- yes s b
w M A ‘
LS ¢ L t
- - - . :
‘ ' ~ D .
, o . - . , \
LY . * -
e,
L] 5 Y )
: ) : g Fo @
.‘ﬁ, :' B > 1y '
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- . L QUESTIONS FOR PROPOSITION # VI

, ]
L\
1. When you are appraising an object:
i s -~ 1s 1t enough for you to look at it
I\ . - wyes! ‘
¢ 2. . - or,is it necessary for you to hold it .
& * - -or touch it: ' )
}u N . ' - yes: \
| ; - ‘.
i * 3, What 7do you think is of primary importance to you: "
| ’ : -~ the colour of objects . s ’
4, " Y ~ the ferm of the objects,shapes * |
‘ N A ,: 1
*5. When you.are selecting a fabric (as an item of wearing apparel) 1
) for a suit, what. is more important to you. |
\
. |
.. = the texture,the feelof the weave "
© 6. s . _ . 7 = the pattdrn,design,printed or woven
7. Yl ~ the weight of the material,the body R
8. . ‘ - that it match with something else
9., Consider for a moment the room which you prefer in your home: i . “.
N Are you more sensitive to the, - colours therein:
‘10, . -~ objects, therein: . ) \ X
1. i you own a car,what colour ¥ your car? - ; - t;
' 12, If yod own a car,what model ig'1t?. (sports, stationivagon,truck etc.)
N\ 13. What colour or’ colours predominate in your home? o,
¥ 4 -
., : - = primary colours - o
14, . - secondary colours ’
15,73, * =~ neutral colouts t
, R . 9
v \
16. Did you select your favourite armchair or sofa because of its:
- colour ' v « N
17, - comfort S
18. . - shape .
19. : . ' -.8tyle
20. , Do you prefer your everyday outfit because of: \ . 4
“ ' ' - colour
’ 21.. | ) - the way it fits;comfort Lo
22 -7 o - style . \
23. ’ v . - feel,quality of the material ‘ i
. . .
’ 84
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Questions for proposition # VI (con't)

°
“ . 4

24. Do you prefer your favourite 'dress-up' outfit becawse of its:
- - N o
- colour . . '
25, - fic ' _—
26, - gtyle
. 27, - its feel,the quality of the material >
o .
~v28.'. Trying not to be too sentimem:al,what is your most prized possession? .
) - describe,why:
\\‘29. What is your second fost prized possession? ‘ ;
~ . ~ describe,why: ’ " "
30. Do you often change your prbferences? ‘ o

},\CHILDHDOD EXPERIENCES: . 5 , - ’

o 1] ﬂ e . .
31. Do you remember the colours of{ your favourié/chikldhood cloths
32. Did you have a favourite colour in your childhood? Describe: o
33. Did you have a favourite object,as a child? Describe; .

X 3L, D1id you enjoy painting for? (List in order of priority) f
35, - th pleasure ef the colours
36. - Thé sensation of spreading the paint
37 - mixing the colours together

T 38, - making the images . |

39. ~ fantasying with your gestures -

/40, Did you ehjoy playing with mud? . /

i
41, Do you recall if wou played with your feces? o, ;
- ¢ b

42, Did you enJoy making things in c‘lay or plasticine? - - ’
43, What do you recall was the.most exciting about working clay? ,

.t ' (s ishing the clay ' / . .
44, - Kanging the clay . . :
45. - \gpreading it about .

46, - putting lots of water on it
47. Did you prefer the clay when it was gooie or firm? .
p - 'gooie E— o
8. ’ - firm o
49, Did you prefer to: - make thi.ngs with 1t? /
50. ’ ‘ - t:o play or just feel it? ,
’ N g#w 3
51, - or jusr avoid it? 7. . %
‘ 85 . ' )
A o w
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58, Can you recall certain experiences in your childhood in which you:

o » - made things:
Lo ) a)’ objects,ceramics, jewelry
) : b) paintings or collages,etc. . .
39. - . ) - reconstructed things: """
: ‘ a) repaired .
"\ b) rearranged o v
. - 1
60. - - construction projects:
. a) baild around or on with a
. ) °a speclally prized material
¢ b) build,with a special tool
X made by you 4
61. . ) | - other: describe
62\,_ Bow did your parents react to the paintings you made: .
\ , * = did not take particular notice
.63 ' ) - praised you,encouraged you

65,

o \

Questié for proposition #VI (con't): _ ‘ ' -
52. As a child were you particularly sensitive to:

~ substances that were fluid -
53. . 4 - mixing substances together
54. » ’ . - hard materials having texture ()

.

55§\Did you prefer.certain foods because of their- co?our’l ' :

567 Did you refuse certain foods because of their colour?

’

57. Did you prefer certain foods because of their texture?

(for.the sake of being nice to
you) o

64. . ¢+ = reprimanded yéu
~ praised you highly,sincerely
66. - - you don t remember

67. How did your parents react to the sculptures or constructions you ‘made:

a

did not take particular notice

68. -~ praised you,encouraged you ’
. (for the sake of being nice to you)
69. . ) . / - reprimanded you .
70. < - praised you hi,ghly,sincerely
71. -~ you don't remember . \
- ’a
\ = ‘
~ '
. 86 . . .o
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11,
12,

, ' t
QUESTIONS TO PROPOSITION VII -

-~ 2

Would you rather have TvIng xoom that has a wide open space?
T , e

Or, wou}d you rather have a living\room that has a more enclcsed

space? . ‘ ’

Whick would you 'imagine to be most appealing:

‘ If you could have a house situat.ed on the top ‘of a hill, .

with an open view all around:

If Yyou could have a house gituated in a vailey,with a .

I view of monntains all around:
When you enter a st:range room, do you feel:
The space relationships, the atmosphere of that ngom?
- or, do you focus on the objects or gcblours ﬁr&
room? :
[
Have you ever observed which tends to be more important to yot?
. ~ the quality of space (its panoramic -sgpect)
- or, the ‘:bjects within a givef®pace

How do yoix feel about the' world in which we 1ive?‘ The city in

particular. In looking at your physicil environment: si‘ghts,sounds,

-

advertising, etc. . ‘
" = are you neutral to what you see eve;ywhere?
-~ does 1t affect you pleasantly? !
~ does it affect: you unpleasantly? .

My .own feelirg is that painters have a panoramic type of v‘.tsibn,

open-field focus, where as sculptbrs have a'convérgent, focusing in .

on type of vision , T %
" L ]

Do you agree?

e

How can you relate yourself in these terms?

Y ‘
4 ‘.\ £y




: 7.

¢ 9.
10.

11.
132,
13,

14,

’ ) 15.
16.

18.
¢ \ 190

21,

22,
; - 23,

L}

3

L' .

Age‘.
Sexe:

Occupation: = peintre .-
) ‘,L N . -
' - -f;culpteur e ’

- autre: specifiez

.

Ol @tes-vous né(e): \\
o

- Canada . '
- . R ) . .
~ Amérique du nord ou sud
- Europe

-~ ailleurs

[1eu de naissance de votre pire: -

- Canada “al

.

- Amérique.de nord ou sud

¢

= Europe

- ailleurs

.

Lieu de nailssance de votre mére:

\ "= Canada ) - .
s . “PAmérique du nord ou sud
T - Europe ‘
+ ailleurs - N
0% avez-vous passé votre ernfancgf; ' : ..:!\
- Canada: Py ) ‘
- Amérique du nord ou sud i
\ ' - Eurc;pe \ ’
~ ailleurs : / .

¢

Quel est ou etalt le.,aékg:ier, ol la profession' de
Quel est ou était le mitier ou la profess;lon de

votre pare?
vo tire mare?

>
4
14
L)
\—4" ®
- é
L3
\b-.
A




2.

. * 25, Dans.votre famille;‘dﬁél“rang Qé&@pei~éous? (lier,2i2me, etc’ ) U )
.4 ) L. . , .
26. Quelles sont les occipations de vos fréres? . ) S
- ' - ) . 8 ) » . :
27. Queldes sont les octupations de vos soeurs?. ' )
Y - P v . . 5 ; * =
28, Est-ce que vous vous entendezibiem avec gux? Oui: . ¥
0 e ' v , . ?
29, ; . Coe “Non: . L ] p
. - . ~ ) T ) o - ‘/‘#
30, Comment peut-on décrire la gituation économique de’ votre famille: t .
r E3 .ﬂ s ‘ ———
' . =-revenus &l8vés ’ !
31,/\\\“\\ - au dessus de la moyenne %/ ) o
[ . .
32, - ~ :revenus moyens (c,dl ﬁortable\mais inquietant) Lt
33. * .. = _en dessous de la mqyenn& 'ag ntiel seulement) -
'
34, - pauvre (% peime, insuffisient) b * ’ s
¢ o7 ¢ r- . o~ s
35. Etes-vodé bilingue? Oui: : co -
. ’,4 ' n J . ‘
36. * Nom:° o X : N3
i7. Est—ca;ue vos parents vous ont amené aux musees et galleries d'art,
ou & d'autre maniieskations cq;turelles? Oui: L g P
/lh ) \o“ R . . ; .
38. . , ‘o, s N * Non: ° . c
39. Est~ce/;ue on vous a encourégfjﬁsb;endre des cours d'arts? Oui‘ ¢
! ) , J . [ i . . . .
) .u B CE I . ) Y
40. 2 . .. R ) - ‘A? h No'ne ,
, r
“41, Querle attftude avait votre mére v;;-a vis votre profeg?10q9 Accord"
t n -
s - ™ . * o !
# 43{ ] - I ‘ ’ . Desa¢co::}
’ 43. Quelle attitude av#ié votre\gére vig~3 vis votre pro¥ession? AccolM. .
h <, ' > . ' :
b4, Désaccord.

.

Combien de fréres et de soeurs,:iji;-VOus%
+* o9




h i . )
) o g - .
T K -
- v > 4 L e

° N 3 - - - - ~ .
VAR Ve oY '\‘h % 4 ‘ | ‘
o ‘45. o A quelle dge, avez-~vous commencé 5 dessj,ner. ‘et 3 faire de 1a’ pe}nture?
. . .(ppr vous— 2me)- age. .- - e T, ' 4
" e -. N - - N * ’ -
v 46. 'Vous a—t:—on dit que vous avie.z du talent? dans ce. domaine? .
N K 7 5 ’ A N T l . \ . . ~ C A.[\ .
AN s . 47 . l‘ . . . - non . ‘\: - ' '_ © : A ’/ . . E .
o s . ’ \ n : i
- '
| . - 48, Est-—ce que, ‘vos parepts ont alord fai\t 1 élog;e de {Jos, acti.vities
B N L artistiques? i -,' o PanE . i
| ~ . . - Oui \ * N . - 2 t
v . Y 2 . . a, ¢ 3 . - P .
;‘ P P _ =_non - : . :
; .
. o . .50, A quelle age a(rez-vous deci
. . = vm:re profession ou votre métier? )
> . iy - \«\ : ' N \ ) N ! ' .
e . +31s A quel niveau sBitueriez-yous votre curiosité? o . ~
S » ) e . ro. . Ta :
N C - comhe "enfant ~ . . . X o -
. v . . * = aigue o
<9 . — g = . 3w
. S * 52, . ~ moyenne ' . .
N : .
- 53. . ¢ ~'basse , - - * . .
: - haintenart - . - R :
. > .o . . I ) . e . ] X \
. 544 4 Ve - algue - ‘ . ’ . .
3 . . . Y . ) . . ’ N
. ! 35. - ‘- moyenne , - - ) . " .
\ 56. = bamge— ; - .
. . ) . . | /
- 57. Avez—vous eu des phases depresa’;ives? (dans Vbtre enfance) ' , ’
I 2 - ,
. N . N . ’ - Oui
. . ¢ ) - . . T .
. . 98 - non : .
il ' L ‘ ) .
59. . -"maintenant - , - qui ¢ . o
‘., Ay - . . . -~ ) -
‘ 60. . - Nnon \ ~ -
s Vi ' MR ° ',3 . -
L) {P‘ ’ ) \ ~ ~
] N “ 4 - A o‘
.. i ) N~ ) ) L] h
\ ‘~‘, l; ) !- ‘ s
B . . - I o °
™~ . ' kN S . .- e - -
. . K " - 3
. L . . - ©n L , \
N : ] ' @ v . '
~ R : . : ] o i ' s'
N : @ . v * ) .
’. * . i "v A s ¢ 3 ‘
. - . . . ) ' * ]
\v‘ "‘; \ A ' . “" c ) « 3 * g * -
' ! S . o ¢
. ‘ . . .<‘ . N ’ < . Al
I3 ° - . “ ~ * b4 * e H '
. ’ . ;. ,",R; . -1 N ! -
o . o U;_'_/ - . - PR . * o - N -
- z‘-. . s ) . “ . '/ N ?




. « [d

61, Aviéz-vous cenfiahce én vous-méﬁm lo;r_gqu'e vous €tiez enfant?

l Fj

. . "

\o\ . . . . > '. oﬁi: . N M '
. . ’. ’ ) = "‘ . & N *
62, - ! . © . non: . . ’ ' .
L . - s v N *
. . '\. ’ \ ) - \ L. N " N AN . _'
s 63, mainfenant:-._ - . © oul: -0 . __— Ty
. " “ I o

«

N ¢ . . - . 4 K

TR\ e o '
o \ - . . - . S i
. g * PN o

T .
; 65. Etlez-vous alors un enfant autoritgire bu agressif? - ! /
- . . . - " . . . - t . ‘ .\
) . . .“ . - . . . e M . N N . X r
N ‘ 66, . . . " ‘ ¢ . Non: O~ . ;

~ ] ~

l 67.. Avez-yous conny des &tatg d'euphorie et d'exaltation? - N .

. 5 : AN

" . : oui: T - : \
‘e ) . » N N
68. .,

s non: ) - \

. N N . \\\ B
69. maintendnt: ) oui: . : - \\.
. =t A . . e - X

’ o : -}
70’ non: . .

71., - Quel, genre de rapports aviez~vous .avec vos compagnons de,classe?. -

. : N \ étroits: s _
. ) N N ‘ . ; .
72, < : amicaux: ' !
‘ - , . J 2. ,
73. ¢ . ipdifferents |
. ’ . - o . .
74, AvieZ-voyb beaucoup d'amis? Beaucoup: _ - '
. . . / ! '
75. " T quelqued uns .
T T ?"’--h——n‘_..\_ﬁ_,,_t_____m“—_‘ e \\ " \ \
b6, . J un seul C “Tj“‘j‘""‘"—““'“'* .
. 4 ‘ . ’ S~ |
77- aucun , hd ) . |
78.. Gé&néralement s quelles &tait vos notes: . ‘ i Lol ]'
. . ’ éxcellentes ‘ Lo e
. . CLUTTO
. 79. . . -, méyennes ' - .

80. ‘ . C faib};es, , _ .

»”
~h - . .
T .
. T e e
.
]
@ 4 u .
~ . Y .
, - M P L
~ L -~
,Q\ / ¢
. L® o° [ \ /
g D‘ o ’
.
. _° ~ M 91 \ /
o - - // -
P
4 ' vt s o o
. N
- i .
) N N * » R e
N
N
I . " -
b ' - ’ .
Y [ : %
a f
w §
> * & . . A

. :

~ ]

- - l’

2 - f v ! s



81, Comme &tudiant _‘bh‘s étiez: . interessé
- } . I - .. . . ~ . ) / . [ . » ) .

\BL\’}\ o .- -1 moyennement interessé , .
. ' ’ - o . ‘. * R ° , .-' .
83. T .. " ennuy& ot -
84, - Votre engagement dans la‘vie de Jg'ecolg (e, < . -
. ,Satisfaisant' - T : :
I §S.' - . . spon satis.faisant . *
LN i o -Q‘ '
Qans quel domaines excelliez-vous? v . ’
3 ‘ . arts plastiques. toe ’
. o * ' . . L ,

87. R « ' . autres:

88. Comment décririez-vous le :climat(b dang votre famille:
M libre et ouvert

. -
[ A 1 . ° R . -

89. *rigide. et conformiste -

90. = . ) : rien.de particulier ) ,

91. Etiez-—vous plus proche de votre pére que de votre\mére? ,

92. Etiez-vous plus proche de votre mére que de votre pére?

»

-93. Que‘l-genre de communication aviez-¥ous avec votre mére et ‘votre pére?

M@re: -  Pdre:

. *

~ 1 .

9%, - * = intime,communication facile.: S

95, . " = intime,mais seulement sur = .

X cértains sujets. - I - ..
96, . - intime,mais pas de communication ~ :
: verbale, - . ’
97. - - j'ai appris 2 cacher mes sentiments R R
98. . - pas ouve‘rte, je faisals semblant afin . o -
\ , qu'il pensent que je faisait ce qu'ils ’
) ' voulaient. S S

. . . >y .
99. . ~ distante et détachée. " — -

100, - distante quant 3 moi,méis je sentais . ' ' .
) leur affection. ) A .

101, ’ - hos'tilité,ouverte ou cachée —
. 102. . © . = autre (spécifiez) \ ' : N

*
~ ' !

\V]




- - '

103. Pensez-vous qu% vos' pareqta.éﬁ;aient heixfeux ‘ehgemble? ~

«

< 0 . ° . b -
be ‘ ‘ ~, . e . O.Ui . - ‘ -
104. s T e hen T
e N b -. \. . LT ° ‘ . M o I .
. 105, Est=-ce que vous avez vécu dans un état de tension dans votre famille?
. o ., - PYLS * " N o b ' N
'l . S - Oui . . . ra
| 106, . - 7, e . pon : ® ’
‘ ! - . "‘5 ) o ‘: \ : N ) ol .~ ' : ; .
| 107. Lesquelles .des attitudes suivdntés,vos pdrents vdus ‘ont-1ls inculquébe
| ' . S o RN - romantique et idéaliste
. < 108. o . R ' , = pratique et matérialiste. - N
" , 109. T L ~.fantaigite . ° ‘o S .
! . 110. ) " @ . . .;"‘ f.rﬁgales . . K4 >ty '
111. . . : -~ généreuse * .
) ’ - - - ‘a'\ ! M
112, Qui étaiént yothér{,\s?, - = personndlités contempora’ines
113, ' ) ’ - personnalités de 1'historique
’ 114. Faisidz-vous parti d'un "gang" d'amis? ’
. . _ . oui ° N o ' ’ -
115. . . - . non ' ) . \
. : 116. Etie’i—vous.un enfant sdlitaire? oui ' ) - ° «
a 117. Vos ihages d'enfance,sopi:—elles heureuses? , ' ' e v .
L L . o oul . . )
118, . : non . . A
S 119. A 1'école secondaire, de 13-16 ans, vos amis intimes &taient;
- . ' . J
plutdt des gargons . U
- ! . 120. ' plutSt des filles"
121. Dans vo.tre' enfance, avant 15 ans, passiez-vous votre temps libre: oo )
© ' - T A
W v 3 lire y N
122, 3 fabriquer des objets , ! . .
123. . ' 3 écrire ' \ !
' 124, . : 3 faire des oeuvres d'art -,
. . 125, /\ 3 faire d'autres activités .
126, Durant votre ﬁ‘enfadce,étieg—vous porté(e) & ré@vasser beaucoup? 7 ‘
. - 127. Votre plus ancien souvenir d'enfance femontq a: )
- 6 ans 5 ans S
‘\lZQ.) h ) 4 ans * 3 ans
’\ 129, .o ) 2 %s ou moins
N { | Q‘--s_m~
: I T e \
) < LY \93“ N ¢
h-3 . ' A
- \ I-‘ =
A \\ , N R . ‘ S
ot - ’ R ' '( Ayt
“ - * o 5 .
o -t & N l T ' o P o )




131, .P

- . . r ‘ . . de votre propre sexe L. ' o
A e "+« dusexe opposé S

'
L t .

133.fEst-ce que l'intimite physique est importante pour wous? :

férez-vous 1'amitié de gens: . " -

. . 134, ou - preferez-vous en- genre‘de ‘'relation ihcluant moins de contactscphysiques,
& . ’de capesses et ‘d'"érreintes? s . .

‘

Ml35. Etes—vous sensible 3 l'apparence des gens, 3 1eur fagorr . de se vétir, . o
3-leur expression factale: . = oul : 3 . '

[

- = %

,136. Es't—ce: que vous ne tenez aucun compte de l'appar\ence ph)isique des gens?

137. .Ete,-vous éxigeant vis a-vis la fag0n de se vétir de votre partenai're?

. ; ’ ~ oul : . . e‘: "
138. . . : = aon - N .
.139, Etes-vousgouvert aux idees des autres? . L :Y:
- . . - i lk.
- 140, Ou "trouvez-vous la plupart: deg gens banals? S L . ) ¢

141, Etes-vous sensible a l'expressicm faciale des gens? %
142, Ou vous né, les regardez pas de)st prés, ’ ’

¢

V-

. - . - la’ plupart du temps

e
144., N ST ' = rarement, presque Jamais

143_‘\Qvez-v0us 1g sentiment que les gens wus comprennent?

11’45.-.Combien' de fois Yous. est-—il arrivé d'entrer dans un endt°1t inconnu

s Ir .-

. ‘ep ayant 1' impression da' y avoir déja été, ou ayez-vous réssenti que !

+ + quelque chose allait se produire avant que celle—ci ne. se produisit?

jamais - Y ' ,‘_’/’_J

1>

146, - : ..o - rarementﬂwv——————“‘”w““‘ .
7. . . T - 7.~ dccasionelletient .o
148, ‘ ‘ * =~ souvent .

1{;9. Combien de fois vous est:-il arrivée qusun objet ou évenement vous soit .
apparu clairement a l'esprit, aprés qu‘il ne flt plys 13? ) '

’ EY

s - jamais . -
15Q. ° . _ i » - rarement - :
151, - . . N - occasionellement, - .
* .
152.° . ! . - gouvent ' L .
’ Y o. 3 f “ » .
<. . .
/D ) )
. - v -
&7 o -
4 ’ . eq, < w7 1 ~ ‘s . # . @
\ R } .
. h ’ 7 ' . ", ;. . , . ‘
s " . . . . '.' - »
R 9[& iy
a k-2 - ’ ‘\~
. . B g
- L N
(] -~ Ay
° ¢ TS o ‘; * " . . N ox N
R ¢ e * '*‘ “ I I
» * 4 &
- - e e N L o P Y h
. , & - f = k4 !
- e
o - [ 4 \ ¢ - ' 4 - cra .




. . . ! * . . s
. . ‘. >
. \ i -
. d 2
- - .\ . ’
' s . . . - [}
[ . . LT
- . " . * P T 4
- s
PR ~ * - -
) ' § - .
° * h N
B i o
. < ) N . -
B - ¢ 4
. N ot .
, 5 PR .
N . Lty I
™ I'4 N . , ¢ N

/
15} tombien de fois vous est-—il arrive d'avoir un blanc complet de .

‘ mémoire, devant une persoane, un endroit:, ou un objet bien connu.

. ~ -

. . N =~ jamais"” T A

186, ..+ L', ... ->'- rarement oy,
155 . o R ' -~ occasionellement: - " , (n

156 A souvent - RS e

\d . » ) @ - - d
- P R . i . ‘v - :
157. Combien de fois ‘vous est-11 arrivé d's €tre si absorbé dqﬁs un )
: .
travaii que. vous avez 8duté. un repas ou passé .une nui:t blant:he? ,,\ N
’ -' A ) . ) . : .. ’ - jamais * o ‘ ‘ . .o ' ; .

158, v ' 7 ,.= rarement, ] . o
LT ) «~ occasionellément . b
160, r - gouvent ‘ : .

- -
- . . . .
. - ‘ - N
v t
v
£ A | -4 . '
. '
- - - A} . A
. . " . ' o~ LN
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. ' .o
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o
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) . . . .
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ot
N 1 ' . [ : ] . -
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*
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- - ~
v, [ N ey
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.
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-
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.
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R . "‘ - ) . . Lt . . '
,} QUESTIONNAIRE A PROPOSITION V . . '
. , J . . . . . .

v

. - . -

. LQuels- sont les facteufs qui ont influés sur votre decisiom de ‘
« devenir un peintre plutdt qu un sculpteut ou un sculpteur plurot

‘ qu'un peinttvﬁ? - ?
4 . ) . ‘ -
- 2. 7 Aux peintres: " ) ) oo
, - A ’ . L4 . . . . () ;
Vous avez sans doute eu quelquesexperiénce:de la’ sculpture,

comment :I.nt:erpretez—vous alors que yous luil préférez la peinture?

- \ Aux sculpteurs. Lt . b . B '
. * A ¥ : - . -

Vousr aveé fsans deute eu quelques;experienca de 1a peint'ure et du

-

.- dessin, d‘omment interpretez-voua alors que vous leur preferez .

.

" : la’ sculpture? L S
i R . h “ ‘ .. ‘. .‘ Ll
. - '. - .~ . : . \ ! [y , ¢
% (Y ‘ - * - v
o ' , : N . .\ - ,
- ‘Q i , \ - — '3 - .
N N B i ‘ < . B
» . K
3. Quand . ave‘z-vous découvert l'existence d'une. cdntinu:lté dans -
v ‘ )
™ ~ 1'&volution de vos images? o . g 0
. 0_ - . ) () ! ! : . M ‘G\
4, Avez-vous eu 3 combattre certaines notions’ precongues ~ou préjuges
. au sujet de 1a peinture:ou de la sculpture? <N e
5. Quelwsorte de satisfaction retirez-vous de votre activité artistique?
14 - , Al ot h .
SN —-gratification de fantaisi:e . . t
6. . ' - gensations d'aventure - - .
7. © " - stimulation physique * - )
8. * ' = gtifmulgtion mentale - ‘ . "y
9. . , - — sensations de copquéte ‘ °
10. . Cot - superiorité . ‘ S 7'.
L1l. v - communication ' '
12, - faire parti de
13. - sentiment mystique ~ o . . o
4. ‘ " -sputre: spécifiez . \ IPRE
. . . . !
A} N ' /7 R
A . ! . © ( P -
’ 96 L) . -




B . . 9 « ) 4 L
N VARL - PROPOSITION V _(an't) ! o

L] - 3

.15, ) Laquelle des sensations suivantes domine dans votre activite\ . |
.. creatrice" Ty
- ‘I - A . N ‘» - l
\- . Cn = stimulation tactilgl‘ . L
16. . . - stimulat:ion visuelle , A : < e
- 17, . . .= stimulation olfactive ' ( '
o . . 18. ' . - stipulation kinesthésighe =~ . - s
. . . . LN 4 . Q T .,
Y . . Py ‘ . :
fa i , 19. Quels sont les thémes qui dominent votre expression? B
. N 3 . . '“« . ~o
o 20. Quand vous etes trés engagé dans votre travail et que vous -
‘ v ' éprouvegz l'excipation \1e la decouverte cela se decrira:lt S
o en termes sulvants: . ‘ '
LY 'v ) - ~ -~
. *. . -~ 1'excitation de mise 3@ découvert, remonter o
. ) ) MR
aux sources . ' "
o . : ’ . |
. . 21. - 1'excitation de 1l'aventure, d'avancer, de l
. ’ . 3 ' -
dévoiler, de révelex . . . |
K to22, : - autres décrivez " . ) .
’ - 23, . Prenez-vous ‘deg décisions tapidement, ‘B ntanne-ent? )
1 N . -
| - dans votre vie o nons ' . .
‘ . .
| , 24, 8 - dans votre travail J T
| o . . N
[ ' - ) ‘ «
} 25, . Avez-vous conflance dans vos décisions? '
: oui: $ . ) < :
;’, toy . - dans votre vie " non t \ % . .
) Ny 26, ., - dans votre travail .-~ ° S ,
v [ . . .,
. I3 . By .
. T 127, Etes~vous une personne gnxieuse et compulsive? ) } - o .
- onil e . ' . .G.‘ LT
© 28, . =mom : ) L, ;
ro . 29‘ . Prenez-vous, bealicoup de temps.’ accomplir ce que vous faites? "13‘
) ui:® on: ' - . LN
-~ dans xftie vie ° . | mon? -
N .o M N " ‘- . '
30, - dans votre travail” oo™ €
< \ A * ~ . .
o . e . - < ‘
) 31. Pouvez~vous agir sous pression? ;= t ; .
. :, ' - Oui - ¥ b . 'T‘; ) i
. . v T
* © - . L] . 1o * LN v
w2 ? ¢ ' B |
. Y ' ~ - "\"—/ c / «
. . : A . g .
- / . .
) ] o , PR « ) ) .
c N 97 L » . . ‘ ‘_ .? L)
# e .o Y - i ' ,
@ - . ! . . A e -
“ . * » ’ ¢ .' Y
[N ' ' ‘ ey t . q ‘
~ . d ' ’ * “ ‘
W . L . . .
: * ‘ - r N ¢, - . ‘:



J :.' . ’/. . . ;. .
PROPOSITION |V (com't) . :

- . . N P

. . | -
. . - <

| ‘ . 32. Dans quels termes suivants decrirez-—vous votre debit créateur @

L - rhythme fluide, effusion aisee_ )
33.- , - controlé . frugal lent incomsistant avec difficulté.
'\A
34, Etes-vous en accord avec 1'idee que l'acte créateur implique :
-unepart de destruction? Lo - e B
' - OUi. : . " N B ' L4
. . s . ol
.35. © = non: ’ . . o .
. . . J‘ . R ) ‘ . ,
36. Avez-vous besoin de ce genre de destruction? -
. | ~ . .
- oui: - N
.+ 37, - non: ' o~ . . »?
o , . . - .
. . s v .3
38. Etes-vous porté @ révasser beaucoup’i ; * . L
-~ oul: \ ) . Yo ) T i
39. B ‘ = noni’ - , ’ P ' *
. N | " ' . . . S *
40. Croyez-vous qu'il est constructif de révasser? . . N ‘
\ . . R X e 3 . , »
‘ - oul P L o :
. . R ., ; o« . . s ]
41, , - non < o Lo
42. .Pensez-vous E;ue le conteny de vosa rev ‘co'rresxpond‘ au contenu de votre art?.
' - oul - ‘/‘\ - ) T~ )
43, =~ non : )
44, Quanmd avez-vous découvert que: - ) o .
.o ' - vous avez une imagination creatrice. ’ / '
. N “
45, . - vous &tes un ‘artiste sengible. ' . .
. ~ . Lo .
46.. - vous &tes capable d'exprimgr quelque chose par’ vog:e art:. ‘
N \ ~ *
uy 47. La pelnture %u 1la sculpture, vous donne-t-elle une satisfactiorx compl\te
en tant que forme d' expression? . Lt
| ' . - .
. rad oui ' {Ec Z - ) . ) ’ N
48, Cherchez—vous au dela de celle-ci? . . > .
A\
4 ‘- N * -GOui \ . ) N

N . . P 3] - Loy




| o os2,
' 53,
54,

5! 55,
56.

57..
58,

59,

.o

) -
- \ 61,
' 1!
t < y
1
¥
1
) .
N
. .

(con't) ' _ R

oy
PROPOSITION V

.
s . L

Désirez-vous ou avez-vous- besoin d'ebre engage physiquement dans
votre travail? R 0 - \ -

-
»

@ ' * - Oui - . . . -

-ngn . LA

Comment trouvez—vous les idees qui anitnent votre travail? .

* ° - 1ntuitivement (sensations& s
' -~ intellectuellement : ‘ '
- imagination - | ' - . .
. - autre: specifiez ,' « ‘ .
.. : . , .
Etes-vous une personne pluas . t - -

- rationelle, logique ‘ ' , )

, = intuitive . . 1 .
- ‘sensorielle ' .
. " LY L4
- imaginative

Travaillez~vous d'ume fagon méthodique,controlée avec une"idée_en téta?

+

-oui . .
A Y

60, Ou, libre et epontannee, l'organisation apparaissant en cours de route?

-oul’ N
Travaillez-vous par destructions successives? .

o .
- - ~

- oul . 'y . . .
. a ou . . ~ -
Ou, par une suite co tim;e-d'"additions. . '
&
- oui Ul 'y
. - 1
W .

» ‘ 3 t . f&]
- * ' % N

.o ’ - -

) M l < ™ . &
d L
. ) \ . ’
L 4 ¢ A} v
L]
‘s
. L]
» . l . 4
r - _'" M hl .
9 , ! — m e e ORI SOV, Y N

iy




6.
7.

‘9,

10,
11.

13.

22,

".Quand vous &tes en train d'observer un objet:

QUESTIONNAIRE A PROPOSITION VI

»

- vous suffit-il de le regarder? - -

- oy, sentez-vous ‘le besoin de le prendr:e et de le toucher?

-
.,

Tequel de ses attributs vous semble de premiére impdrtance* dags P
l'appreciation d'un objet,

. ' ‘
- - sa couleir. - /
T g - sa forme. - ; '
Quand vous \choisissez le tissu d'un vet:emen‘t laquelle des qualites
sulvantes a plus d' :hnportance? ) .
' ]
- la texture: ' : . ’ (f‘\
\ - . «
"~ le dssin imprimé. = 7 . . Vo
-~ 1'gpaisseur du tissu..r - , ' . /(*\
-= 8'11 va bien avec d'autres vétements. - A
Etes-vous plus sensible: : //' ' ) .
- - > N 0 - .
) - aux - couleurs R ’ N
“ - ,.‘HI . .

- éux objets, )
Si vous p\o's;sédez une 'voitire,quelle tn est la couleur? -
Si voﬁ’éﬂ;ossédez une voiture,de quel type est-elle? (sedan,sport ,camion etc.)
Quelle couleur domine le décor de votre maison? ‘

/

/ - couleur pr@mai‘re . , ) .

-~ [ 4

.

. . .
( .= couleur secondaire. .

. s

- ton neutre.

- ’ L4

Pourguoi avez-vous choisi votre fauteuil ou sofa favori? A cause de:

LY
-

~~ga couleur.

- son confdrt.

v

- sd forme. : - . .
- son style.
Preferez-vous vos vétements de tous les jours a cause de!

v . = leurs couleurs : ) ' "
-leur comfort.

4
- leur style. ° . .
p

Y

- 1a qualité du tissu.. - i




. . L te - S~ . 2
. - - , A ‘ . . o
T : QUESTIONNAIRI:/‘./ PROPOSITION VI ~. ~ s ;

] . { ., - P .

L- " L i Yo / P . . K . ¢
;' ) 1 ' glo. Préféx"ez-vous vos vé%ments "l:abillei' & cause d;, Yoo L IR
| T C. . - leur couleur. o . &
i ’ 25. \ . = leur. confort.." S ‘ ) . .
| 26, - leur style. o ,
27, g - 1la qualité du tigsu,” ’ o L
.- K 28.% Sans etre trop sentimental, quelle- est votre plus precieuse possession?
' (un. objet) : e.t décrire pourquoi ‘ S e ) .
) w \qutte deuxiéme plus precieuse possession? : * . $
\" L "‘ - et décrivez pourquoi e ‘ N
R . 30. Combien de fois avez~-vous. change vos. pré&encé's? - . . .
o - " . Quand vous e_t;l.e.z_e.n.fanb SR . \ R T
» \31. Vous somf_enezevou‘s_'de ‘1q couleur d".m v‘éteme%u: fayori? | ‘,’, ) -‘ o i .
. TL.32, Aviez‘-—voee alors une couleur favorite? : r : ‘ ' B J
s . 33. Aviez~vous alors un qbfiit favori? . . ' /:..A ,.".'.’( .
- ; 34. Peigniez—vous /a/lors‘ pour: (par ordre de priorité) . ) g _' ’ . " ..'»
TN ’ M/"/-/- le plaisir de la couleur. * : ., W ' "‘ ‘ .'
35. ) //' - la/ ﬂ'ensatiog d'étaler de la pe.inture. ." } ’ .
. 36, g = le plaisir de, mélanger des couleurs ensemble. LA
) v .37, s - de produire des images. ). o g ° ’
' 38, .= pour la fantaisie decoulant.duﬂgeste LA N r?, o ~, :
. ,ﬁ 40, Jouissiez-vous 5 jouer dans la boue? . - \ e T
) 4l. Avez-vous lke souvenir prégis d'avoir joué avec ‘vos selles. e Y - °
\ 42, Trouviez-vous plaisir 2 faire du modelage en glaise ou en plasticine? )
. T 43, Vous souvenez—vous de - ce qui primait dans vol:re pla:l.sir de faire du modelage?
e - tripatouiller 1a glaise, ‘
. ‘(04. I la frapperiou la battre, “ . o v .. y .
‘ 45. ‘ v -1 amincir en 1'&crasant. . e
' . 46, 7 _ " - 1la anuiller pour la rendre visqueuse, N . T T )
_94_?. Préférez-vous la giaise‘lorsqlu'e‘ ‘était ferm_e‘éu molle? Molle: Rl 0' .
| . 48, . . _ : & . Ferme:. -
; _ 49. Préférier vo:ts: - faire quelque chose avec, ' . T ,
co 50, - Jouer avec pour ia sensation . . ‘ ‘
’ . N 51.b ° K . bu. -avez-vous &vité l'uxpérience. , o L , 1 i ) .
. N C / RN # |
, : L . < ’ L
S e e i , i
" T . . . ]



"67.' CommentLvos Patents ont~ils reagiﬁﬁevant les sculptures et construc—’
tions que vous faisiez? ' ST Y A
- 4 - '
~-*i1s ne les ont pas tellement rematquées. A
«~'68. ¥ - vous louangeaient, pour etre gentile.’
69. i - &talent plutdt.porté A vous reprimander
70.. - *\\\ s voua.lpuangeaient chaleureusement et sin érement. o
1.7 . ° ="vous ne vous aouvenez-pas. IR e
. B -, - ’ ‘ . . .
"l ’ , . “:'
i L4 Y
% ) 102 . ]
N - : A :
» q - - i Al
M . [ ’ ' s . ' , .

52,

’

57.°

62. "

. QUESTIONNAIRE ‘A PROPOSITION VI(con't) =~  » : —

T - 4 . R '

’

'Lorsque vous étiez gnfaﬁt, étiez—vqﬁé pa;éiculiérgment sengible: -

b I !

. .~ aux substances flujdes.. -

[y

. o= aux substances qui se mélangent bien ensemble. N

- aux substances durea et teéxturées. . LT

~voys Tejeté certaines nourtitures 3 caqgﬁ,de leur couldur?

_Préfériez-vous certaines ﬁourritures a cause de Lgur textute?

~

Y

Vous rappelez-vous certaines experiences de vof?% jgggesse ol Jvous avez' .

.

- fabrique des objeta. 1) cérampique, bijoux, etc.

) s

-

. e LAY meintures ou collages, ete.

, ,°' '—'Yeconstruit des choses' i) en lgs reparant o
S RN -~ © 1i) ‘en les réarrdangeant °© -’

0y

. EIEN o, a0 ou mbdiffant ¢

_ ¥ = construit des choses:- 1) avec uft matértau qui vous
‘€tait particulirement precieux.
11) avec un oatil qui vous

e S etait particuliérement precieux

~ ' ~
-

LE Y- autre ‘ et . R .
- 1 * -

PR

Comment vas pareacs,ont-ils réagl devant vos pejntures:

R Co- 115 ne lés ont_ pas tellement remarquéea. "

,£ . ‘- vous lqgangeaient, pourfetrg gentils, ?. A S
. " - &talent portés, éiutat,  vous réprimanders -

T -~ vousd louangeaient, chaleureusement et sincidrement.
‘. ' . vous ne vous souvenez pas. . v .

o

b




. , .. QUESKSONNATRE A BROPOSITION VII  *. - _

¢ N * A . .(. v N “ . ' ‘ L " . ~ -
M anaant . hd " ‘ [ h
. . ' ;':v * . . ) - “ . ‘ | ‘- -, . _\ .
T ‘ 10 Préférez-vous avoir. un salon a plan ouvert? - . T
; e L . 2'. " Ou, qmesalon a plan fermé?, | > ‘ : . o
- Y Qu'’ est-cé qui vous semblerait le plug agréable? Y.
v ot ! .+ = 8l vous pouviez avoir une maison située en _lgaizt T ' .
P . - . d'une montagpe,. ayant une belle vue? ‘% - ‘4 ‘
{ " . . ]
’ - 4, * = 8l vous pouviez avoir ume maison situge dans une, ( .
’ { . vallee, avec. tne vue de montagnes autour? . , ‘
. *5, Quand \zous entrez dans. une piece inconnue, sentez-vous: - -
v - 1es plans de 1'espace, 1 ambiance de cette pi2ce?
6. . o - ou, concentrez-vous vgtre regard sur les objeta ou’.
v . cou].eui'a dans cette pidce? , N ) LV .
) ¥ .7, ' Avez-vous déja. observé que votre® regard tend prioritaifement vers: oy
’ \ . -'ﬁ.a qualité spatiale d'un environnement (l'aspect ’ -
8 v/ . ’ . pano ramique) . . . .
- 8.. S ou, -concerit rez-vous votre regard sur les objets a ' ?
- X
1'intérieur d'un eapacé. . ‘ : . . -
9, C&nnnent vous osengﬁvous dans le mode oil noyis vivons, aurtout dans .
' ) la ville? (les sons, la publicitd, etc.) ' o l‘
- Etes-vous ng&xtre devant ce que vBus voyeal - |
; 10. r ~ Cela 'vous touche agréablement? ‘ . |
. 11. - . - Cela ne vous touche pas agréablemens?’ ) i .
e 12, 3% le- nt-que les—peintres—ont un type & champ ouvert, ) - —
. T e ~ . . o /"
L alors que les sculpteurs auraient plutdt un type de vision conver- o
s [ t . ~ W ..
gente, ayant tefidance & se concentrer sur un noyau central, ° .
' ~ Etes-vous d'accord?
X - Comment rattachez-Vous \gtre vision aux termes N o
4 . de cette prqp’paition? o . . . )
L ] " - e - )
. 3 ' - [ b - .
\ 1] Y ' o °
‘ ) ‘ 103 r Lt
: / . . ‘ e ~
L . - { e ® 3 -
‘ ) N \ Q
- @ {
"
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. Table 3: -

" Tahle 4:

Bﬁographical'lnventory:

R ' ‘Proposition
Propoq1tion VI:

" L S Proposition VIT:

Biopr?phical Inventory?“
" Propositfon
g Propositiqn. Iv.
tPropoéition VII:.

e S e

APPENDIX B

. ' I3

»

‘Score Sheets

¥4 ° Score Sheets e
) o . ,/
Score Sheets N

Qséore Sheet °

A}

®

Compilation Scotes

Ve “qpmpilation Scores

Cofipilation Scores -

Compilation._Scores .

’
. T

N

T=Tesat ?d; §+atiq+ical Diffevpnceq
of “jgn ficance - Painters vs.
Normal Popula+1on ,

TLTeqt for qtahqfical Differences
of Significance - Sculptors
V8. Normal Pppula*ion

—~— -

T s

Jnnideual bcore5~of Painters

a

- ' ‘Table 6~\~~Individua1 qcores of Sculpforq

]




4 )
L B “'”'"”H‘M’ BIOGRAPHICAL INVE&;QRY , . N ,
T
Subject's number: . ’ Occupation: _‘ ¢
» - ' age: . ... - ‘» ¢ \ Painter: ‘ .
v .sex: ~ cr N Sculptor:
\\\ " Other: .
.~ Origins:
E 6. (subj'ect? 10 (father) - 14, (mother) 18. - i
7. T 1 © 15, 19, . e
~ 8. 12. 16. 20, ’
9. E? 17, h,
Pare_nt:.s" occupations: : R '
22. (father) 23." (mother) ) \
¢ L ‘ : T o
Family situation: o . L ) .
2. (number) 2. (?ccupat:ions) ,28',(re1ationa) “ . T
25, 27, . . 2. - . T~
. ..H\quﬁomig. stt“ti°n= . ’ C;it{sralz' : rof}m{[;l.onal':
30. o Bilingual: . \i/ iy
1. 35: . R TS 41:
32, ‘ 36¢ '_ 38 - 42:
33. I U Y. . -~-39=~‘~—-*—w~~~ N L
3, 7 — — oE ‘ R 40: " 44:
’ .PAGEo3. L .. | } '
45, dessiqgr ;g&ule,agegu 50.'decision made,age: Te,
N (yes) (n0) " " (high) (med.) * (Low)
46, .4, ) 51. 7., 52. - T,
‘o 48, 49, . 54, 55. 56.
&~ '(;ifpressivé) ' . o -
57.(yes 58, (no) \
59. N




. . 2 N

PAGE 4 ,v B :

séli?_'—congident: ’ M manic moogp: S . .

child:  61.(yes) . 62, (no) . n 67.(yes) © " 68,(no) | ‘

now: 63, ) 64, o 69. Cs "70.

aggres’éive ch.ild: ¢ ) °

, 65.(yes) . 66. (10) " o . . /
relation—clase_mates:/// N number ofof'rienda{ - - .
X C 71, (c_:l/o,se)———f"‘"// . - '74.(many): ' . ' !
L2, (friendly) . , . ’ 75.. (a few)
73. (indifferent) _ : ‘ : 76.(only one) ‘ L
;- . - ) 77: (no one) ‘ . \\

school grades: : . o
| 78. (ex.) - . . | . y
‘ 79. (medium) ' - |
| 80. (poor) ' A \\1
‘ PAGE: 5_ .
r' - interest in school: ' involvement: - areas excelled: .
| 81, (stimul) .o 84. (invol) ' 86. (art)
’ 82.\\°(~ayerage) ®. o~ . 85. (not invol) 87. (other) ,'
’. 83. (bored). ‘ ' - .?-‘I - : :

S home backgro‘unq: . ) ¥ . ‘ \ !
| 88. (liberal) 91.(closer to father) . _
1 - 89.. (strict) . 92.(closer toeino‘ther) . . . : \
! 90. (-) . o . ' 8 : . '
[;v ____ communication: thfherw -, e SR g = T
: 9% . %. ' '
’ ‘ 95, @ 95, ;
’ o o %. - %. v ) ) T
| . 9h7. - 97. ) - _ ' ,
' S % e . | y . |
- - 99, " 99, - | P R
' o . 100. 100, LT
| IR 101. 101, T \ S LN
' . . | 102 w02, ' : o ‘
- - i-

! ‘ ) a @
|



LY . .

PAGE: 6 o ' L ‘: ’ ,
103.(marriage;yes 104.(nuo)" ' / L \
_105. (tensions)yed . 106. (no) o y
-attitudes tt;ward life:, * your héros;: ' ’ friends~gang: o
" 107. (romantie) R o 112, (contemp.) 114, (yes)
185 Gractia 115 ritorse 135, o
110. (frugal) e . | . 116. (loner)
lll.(generous) — e — ° . yes:
childhood, happy: S , ' « "
'}“.ll7.(yes) . ’ 118, (no) . , . ®
, ' ‘friends,sgex: I ‘ N .
- 119, (male)- ‘ ,120, (female) ’ o
' ' free time spent: _ ‘% ) . - .
121, (read) 122. (conbtruct) 123.Gmite) | 124.(art) - 125.0her:
126. (daydyeam)yes: '- ‘ . N , ¢
127.6yrs. 128.4yrs, | '129.2 yrs or earlier- :
Syrs. . 3yrs. . ,
PAGE: 7 . o IR
friendship: ,
131. (own sex) , 132, (opposite) .
‘ 133.(clpsenéss) e ' 134, (not close) )
- . physical appearance: ' ; - .
i 135. (sensitive) R 136. (igr{o're) ‘ - - » 9' 3
+ 137. (partner)yes . 138. (no) B - T A = S
\_ 13 ideas)yes == — 140, (no) ' : S
141.'(\faces')yes\ i" ’ 142, (no) : -
143(understood)yes 144, (no) ¢ S ‘
mystical exp: ' . ‘ Lo ‘ ) PAGE: 8
145. (never) | A T T % )
i " 146. (seldom) . 1s0, . 154, , 158,
147.(occasionally)_ 151 " 155, ° 159,
148. (frequently) 52, - ' !.56. ‘ 160, ' .
N '2 ‘ RN




» . ) - . . . N ) . . " , ) . ) . |
» ) F‘\/‘ . N ' - ¢ ‘ A ey e
. ¥ . . ’
) » PROPOSITION V SCORE SHEET - " .
) ) ‘ L - Subject's Number: . . u
1. ' stimulgtions - 'iuiprgqsions ~=_ motivations ' - identification ©
‘ - ' B M - e' ' ¢ . . l
‘L ° . ' - ) : |
! - e 4 N MU |
‘ - \ ; |
. s 4 0 ¢ ~ ' hd
’ - \ \ " - ‘ . |
- o -
A 2, The significance of painting over sculpture; ' D .
'y . § N ~ ?
of .sculpture oyer painting: . B vy vtoe
I3 °‘, , » .
) -—\ G | ) 1 ~ »
* -, ° s,
o o a . \\ ? M -
* 7 3. age: A * T d .. ST .
" 4, prejudices: historical/comtemporary or principles or doctrines,” ° . L
or technigzues. ) o -
) « , \\ . ) .
. T . ,
w ’ " ’ ° ¢
5. . 10, 11, 12, 13. " 14,
| - e e e SEREE e —
—==—s, 16+ 17% 187 — s
19. themes o v : ] Se, . .
1 ’ = L] u
: Pz O . X
'20. 21. ‘ ' 22. 1 ? ° P
’ t -
. 23, - in your life B Y®%% DO: 25, - in.your 1ife ﬂ______‘}_‘_” e ‘ ‘
. T <
24, - in your work : - . 26. - in your work. - .
. 27. yes= * . . ‘ o ‘//‘ ,
. . 28. no: ( \ e
o yes: no: A
29, >~ in your life .o &
* 30, - in your work .
{ : . ) * '
» 31. yesi(only) - T
. S o - - T108 - "




! 47'

Lo 34, yés:
"’?! L.
36." yes:

PROPOSITION V SCORE SHEET {con't)
* i

Py ..

W

.

or other =~ ~

EN

.)_49.yes:' 50. no:
- 51, 2. 53.
55. - 56. 57.
4 .
59.yes: 60. yes: -
| 6l.yes: 62, yes: : "o
i ° -~
j _ [N
o = = ‘ 7_:__ J— e
I * .
i , ;
| ’ '
!" '.' R o ':. ' °°
- R "N
1:5 ) L B v‘ "
_: v ) h L
" -109
"\' ) ‘-$




» . ' *

.

R

‘PROPOSITION VT,

A
*SCQRE

SHEET

] t
» -

’
v A

1]

Sibiect's #
rs .

1. (yes) 2, (yhs) : . -
| 3.(colour) ’ 4, (form) » .
{ . 5. (texture) »6,(pattern) 7. (weight) 8. (matéh)
- room: ’ car:
9. (colours) 10. (objects) 11. (éolour) \:\\ 12'.(mode1) N
colors in hbme: . . \‘3 4
. 1‘3.:&pri:mary)" ) '14_. (secondary) .15. (neutral)
sofa: . ) E . ) :
. 16. (colour) 17. (comfort) 18. (shape) 19, (style) ,‘
) pne.\nex.xydaty outfit: ) “ ' g ~ -
{ 20. (colour) - 21. (comfort) 22, (style) 23.(feel)
PAGE : 2 o &
s o .
‘dress-up outfit: Cs .
, . 24.(colour) 225.(fit) ¢ 26, (style) 27.(feel) |
. prized pos'éessiqn;: X )\ . |
T -8, S ° v 4 .
29, ’ )
30. Do you charig'e‘ ptefexenéég'bf;en? -
CHILDHOOD~EXP§ . T N ~
~ : CN ' i . -
)} 3l.(cloths) . ¢ 32.(cdlour), . ' *  33,(object) =
painting for: . . . ° ® .y
34. (colours) 35.(sensation) ~36. (mixipg) 37.(images) - -38,(fant.).
‘40, (mud) 41,(feces) . ji, 472/.7(91.&1{):\' P R
N “clay for: T ' e —® . .
43, (squisty 44, (banging) -IJS;(s‘ptead)L" 46, (viscose) ° ,
clay consistancy: o C, : - - ) I
47. (gdote) ) 48. (1rm) - L‘ oo T
- prefer to .‘ N ‘ ' Ce e Y -
49, (make) . 50.(feel) 51.(dvoid)
PAGE: 3  (childhood con't) : L e . ‘)
sqbst:’ariceé:«: . @ N _ o a
52, (fluid) 53, (uix) ;-4.(}::::1 & temture) °
‘ foods: ' ‘ e S ; .
~'V\’,\.5:';.(ptfef.col.°) S6r(ref.col,)_ : 57.(ptef‘ei'ltext\‘ire)_°'~, . .
* important experiences:  (next page) ‘ " . . )
110 : T ) T T i o
- i ’ ¢ . .




' : ' . .
IR . PROP. VI SCORE SHEET (con't).

-

important childhood experiences:
58 (made fhings,oﬁjects) . *- 1§

‘ \ 1 i
) 59, {re-constructions) - . )
]
60. (construction) . . e ' .
a) specidl material) g ' . . .
T p) special toél)' - o
61. (Other) . ’ » ‘
", parent's réaction to painting: . _
62, . ) 63. ‘ ’ 64, N ‘ 65.
parent's reaction to sculbture: s . ) )
67. " 68, S . 69,. ° . 170,
, . _ ) A
’ ! 3
‘ " . . ) . I T o
I—— B o e e oo - . Ce .
-y ° - A R
e . » 7, v
1 . .
Tt e e m e — == = - SR . T B —m o e ,* B » )
o \ - g . ’
- . l N ) :
. Y y . :
"" . - ¢ * ‘.
. o
. ' ] ! d 3 s
- 5 s - . A ] - [
’ . - H N N




. . , .
. Y ,
[ v [ : \n . )
» o * " PROPOSITO YN V\ SCORE SHEET °
. , I - [ \ . ' R . . -x// . \ .~ ¢ . \‘ . -~
' o , A "¢ . Subjects Number:
1. es i o: e .
, y } - -) #0 ; 7 ~ . l ] [N
2. yes: " no:& \ ‘ ’ ’
< . R . '
o . 3. ) yes; [} no: ‘\ ) ' \\ ‘e . .
L e NG -
. b yas:. | ' no: | s '
5. .yes: no: . 1\ .o ( : . N
. , 6 yes: “no: ) "\ ) ' .
’ . |
7. yes: no: . ‘
. ' v ¥
. : ‘yes‘: \ no: . | . P
‘ 9. .yes 10. / yes: ) 11’ yes:
) ( 12,  how uiany? * quality ‘of de‘script;i\on:“ 3 ' s
] @ . . ‘I . . -
. -13. how tany? ** - quality of de\lscription: .
14, yes: o elaborate: |
.\: L] . ] ' > ; . - ‘:' ‘n‘
! ° ' ' i had
| * eliminated , o 0 )
| i \ . K » i ')‘
4 . . ‘
» . ‘ B . ° rd - '
\ + l ’ : -t i \ . - . ,. -
PR 1o - - - T
i . . A Y r
‘: ‘ . . . . s ’
'- : [y - » L 3 3
[ N : i . : A
. Py - » ' A .
- - . !T N ~ :“ - ¢ 1
\ e | ’ VoL ,
' ' . ' -
. 17
. o , ] ’ -
. N . N PRI ‘
. . ' . C . T
b y . . . ‘ T Y ) . ; 2 . - ‘
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. COMPTLATION SHERT = , o W o

Biographical Invenﬁory

. . . . /

# repreqents painters T

N.B. .
* represents sculftors . L :
ORIGINS : S o SN
. #15 %12 . 10. #12° *10. 14, #13 *11 18. #15 *14 ' /
7. 11. 15. - 19. .
T 8. A0 ¥2 12, #2 *h . 16, 42 *3 20: 40 *2
9. #0 *1  ,13. #17#%1 . 17, #) #1 21.
’%. Eﬁ??mT'Q OCCUPATIONS ' ‘ ;'\ -
. | 4 Father  Mother o
* Professional ZR #7 THT ®] ’,
xec, (self-employed) #4 %6  #2 .
N Ulnskilled Tahour = 45 %2 i DF =2 T
SR Hovaewife T 2’ *13 CHI%O:I 76 .
f oL, FAMILY STTUATTON : - . o
No. of Children in Family ' o -
. - .&ply: #3 *0 2. ¥1 *5"3 42 *h4 L, #2 *¥1 5, #1 *2 zh&#b *7],
| - morA #]0 9, *1&, 10, 11, R
S ?5. Position in vour Family . , , .
DAL 46 L 2. #1 ¥3 3, 4 #5 a #4 %0 5. #n %0 6. 1 *1 '
more: #9,7, *3, 12 -
26, OccupatJonq - Brofher's . Sister!'s
. Professional 3 ¥ T35
Txecutive b5 %13 #E *5 -
T.ahour '« # 3 %6 ' «
Housewife v #4 %21 - — -
30, Xconomic Sitnatige Bilineual Cultyral Intro.’ A
0. #L ¥1. . * 35. Ves . ¥13 *10 "'7'3“‘7/"‘5"%3 . ves 7
3., #3 ¥ 36. no #2 *5 8. #1.0 *8
32, #6 X3 39, ygg # 5 %7
33, 45 *8 , v k0. 410+ +
3L, #0 *2 : . . . N ,
Q . ) R . o o
\ ® ]
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\] :"——-" . Q
a -. A\ u
"y Parents' Attimde Toward Profession.' : ~ ™, .
' « Mother Father . S .
41, yes F11 *13 DP=1’ ¥ R *10° DF=1 .o ‘
b2, Ao # 2 * 1, CHISO=.,46 .bi. #7 % 2 CHISO=h. 44
., . .. W |
. 05, Started to Draw Alone , . . . . .
. -Agetr Tnder 5 vears 13 %3 . i :
. 5 +& 10 ' #5 *4L . L
B “11 £8215 45 #5 * 1 :
« 16 to20 #2 %2, . s,
! Over 20 #0 . *1 - ~ /
Talent . et . e “ .
L6, 12° *1? nrI] A7, no- #2 %1 nr=1. =
- 4R’ z s #10 *¥1n CHISN= o 00 19, no' #4 %3 CHISN=.08
50. D‘P("‘ sion to_Become an Artdet ‘ ~N
v, , - Roe: Under 10 vears #] ¥ . -
0. 10 to 15 years ' #6 %], — "
N 16 to 2n years #6  *9 ) -
21 t0 25 yéars N *y o
Over' 25" vears R | 4% ,
¢ ’ ’ : 3
) e {’ * Med. Low-
51. child’ #7* *10 T)F=_L 52, #6 ¥3 NF=1 * 5%, gﬁ" 1 .
54, now #13 .#12 CHISN=,L8 55 #2 #3  (HIN=,93 56, 0 *0)
“ DEPRE‘SS‘IVE‘ (yes) (no)
57. child #6 *9 58. #8 %6
59.'now #9  *8- 60. #8 . *7- &
SELF-CONFIDENT (yes) np) ,
Bl. child #6 ¥7 ° DF=1 ’69 48 *8  DF=1 ' -
63. now q M—@ilﬁg——%———Gh—#k—ﬁ——-PﬁTﬁr:_L. 9]
- AGRquIVW . : ~ o
65. ves 6 *9 ) :
66. no #9  *6 ’
., MANIC MOONS (yes) (no) -
67, child J10 %8 . b8, #6 *5
€9, now “#10 *9 o 70, #6  *4
. 1 ¢
. . * .; °
e % -
114 - /.
i S ,
. y .. ' o ~ \ .
' ' - @ w o

Y
\
"
i
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>

Relationship With Classmates: -

. - ) .
' 71. Close: . #3 w1 _ |
, _72. Friendly: #8 *7 ggi'ng_" 65
_ 7 7 73. Indiffererrts #12 #7
. Mumber of Frfends: . . ,
74, Many1 v #2 . #1, ) \ 1
75. A fews - . .#13 *10 DF=3 ' .. b
" 76. Only.oné: #1 -*lt-:zg. CHISQ=3.52 '
J .77 No or:}e.: #0 ° wy ' '
School Gradess * 5
- ' 78, Excellent: #8, *9’ . "
? . 79, Medium: #6 w4 DF=2
. 80.. Poor: . #I:P- ‘"3 CHISQ=.49
; Interest in School:’ ' K 7
‘81, Stimulated: #3 #7 . i .
R » .82« Averages #3 *6 " DF=2- *
, 83. Bored: - #9  *2 ; QHIS.Q=7'O5 ;/
’ . dInvolvement in Extrg'-ﬂje'b'ivi'b_iesz i ’
g 8h. Yes: #6~ *6 ) } y
y 850 Nos ;,. #9 *8 N .
. Areas Excelleds . _ & L
- . 864 Art: #9 e . -
v = 87. Other: #0 *1 )
sports: #2 *4 N
: , . literat: #5 *1 ) .
t maths #5 *i - .
. theater:- #3. #0 ) 2 -
' - music:  #1 *2 ! §
. ( nat. sci #1 2 . L}
' - & .

R 1)

115 Ce




% . -
. &, N
s ‘ Home glimétea- . '
- © 88. 'Liberals #8 w8 - . |
oY ¢ B9, Conformist: #3 4 . DF=2 o ‘4 |
' 90+ Nothings #5 w4 CHISQ"'25 Qit ': I k;f
- ' 91, Closer to Father: #W» #i o \ ‘
92. Closer to Mother: #9 #9
' Communications . ’ o
. Mothers ~Father: , :
k. #7 6 #2 *4. DF=1; CHISQ=.69 L
95. #2 *2 #5 *5 C R
‘96, #2 #4 #6 *2 . . . % o
97. #6 *8 ‘#5 #8 DF=1; CHISQ=.05 ’ -
" 98, U4 w2 # w2 P o
99, #2 *3 #e *3 - v
. 100445 #7 #5 *6 DF=1; CHISQ=.03 S
. 0 101.#0 #3 #1 *3 L o .
. 10g.#0 w0 | o go\'*o * : . ’
| ’ 103« Marriage good: #12 %8 “ ':; : T . ' f% S
104, Marriage unhappyi #3 #*6 - .
105, Tensions: -  #10 *10 | L
106, ° /' *7)_ﬂgiw3__~;f; f
‘ ‘ . _ R
] § Romarmid ¢ ] #10“*3’*’—,\ ‘ B )
Practitals #6 ' #7 : -
EccEntric: - #3 *}&' gg;gd=1.82 L | _._‘ £
Frugals LH#3 *5 ° ~ : - o
Generoust #6 %5 , L
Heros: ' ' £ .

Contemporary: #8

Historical: #0.
_Artistss #8 -
Poets:
Fictlon: #6.
‘Comicss

#4

e
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. 11k,

X

-

115,
116.

117.
1,18,

121,
122, Codnstructions: #3 *11

123.

121"0/

" Pree Times .

Friends (gggglt
Yess | #8, -l

‘Nos - #6 *10
‘Loner: #8 %10

Happy Childhoodi
Yes: = #10 %9
No: #5 %8

Read:: #11 #7

Writes #3 w2
Art: #12 #10

-7

2

A

DF=
CHISQ-Z 47

— 4 -

DF=1 .
CHISQ-. 62

125, Others sports #i4 *4 theatx‘e: #3 *O

126.

Daydreamt #10 *11

»~ CHISQ-IO O(I ©

'3 years: #3 *5 2 years: #5 *5

. 131.

132,

v

S\ 133.
‘ 13&.

12‘5.
137.
139,

;141
"1 L"B .

L4

 1hs,
146,
147,

148,

“Friendship:

Own sex: . #9 %11
Opposite sexi#8 *6 -
Physical Contact:
Closes °© #10 +*3j0
Not close: #5 *;

Physical Appearances

Sensifive: = #11 #7°
Partner:  #10 *8
Ideast #15 #9
Feces: J#1h #13
Understood: #15 *11

Mystical Experiences:

#1 %1 . 149, #1 w2

#4 #4150, #1 #3
#6 *7 ‘151, #4 *5

#l wl 152, #9 *5

“

'y “u
136 4
38.“W§
140, #1

- 142, #1
‘144, #o0

153, #3 *5-
154, #7 #*2 -
1;50 "#g"i*é

156. -#1 *2

117
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. 127« 6 Years: #1 #2 5 years: #4 *1 4 years: #2 #2

157.#0
158.#7
159.#1

160.#7-

s

»




_— * . COMP.IQLATIG'OP‘IHSI{EET ».) m

% |
. d hd t .‘
° . Proposition V ‘ 3
. N:Bi “# represen'ts painters o
.., * represents sculptors T
| "3 emerg\‘ence ‘of continuity of images: .
under 20 20-25 26-30 .31-35 36 plus
' - L . #6 #1 #2 #2 )
oo *0 #*3 *l *2 ey [ S
e - = f—-- k¢ Prejudieess : . . .
S Pleasure. of Artistic Activitys
h 5e | fant?tsy gratlflcat'iéna #8 2
. ' 6. adventure: o #10 *9 "
7. physical: - HE Ty
. "8+ mental stimulation:  #15 *10 e
9., conquest: #8 %6 “ B '
. - 10+ superiority: #4 w2 ‘ ,
. : 11, communications . #9 #9
S, ) 12, feeling of belonging:s #6 *3
‘ 13, mystical feelings: . #7 *8 GD}}EI‘.I-:dehO?
s o . 14, ~Other: » . .
. ¥
N . Stimulation: , )
s 15. tactilet " NS #4  *10 - . ,
— 16, visuals ‘ . A
- ... 17. olfactory: ; 8 -
18. kinesthetic -
\ 19, Themess
! mostly unconsciousa BN
’ :;;r 20. (gettmg into): \
halitd 21. (coming forth):
‘22, other: ' 5 - . S
/ﬁ , Décisions guick;x | ’ \\‘/ ' =
‘ : . (yes) (o) - L -
N 23. in lifer #9' %9 #7 *6 ‘ K
- 24, in works #7 *9 #9 *6 . ; ~
Y Q ¥
- ] 118
- . "_»___"_____—--——”——"" —: -
§



.0

4

25.
26.

A}

4

" Trust Decisionss ]
.. yes) (no)

in life: #10 #14 "~ #5 w1
in work: #11 ®i4 - #4 2

"——‘tnxious~tompulai§e:

27,

?8.

&

29.
30,

31.

32.

33%

3k,

35¢

38.
39.

L 4

Ly,
45,
16,
47,
48,

yes: #7 #7
nos . .#8- *7'

Time to Function:s .
’ . tyes) (no)
in your lifes - #1Q *7 #5 . %9

in your work: #10'\*9 #5 =7

. Can Punction Under Pressure:
yes: #10 *10 -

Creative Capacity:

€

o

(fluid rhythm,ease)s #8 #7 .
;(controlled.difficult): #8 %6

Destruction: ‘(need it) '

yess #6 #3- 36, #6 .%2  °

nos #9 #6 .37, #9 w12

Daydream Alot: 7 .

yes: #10 #8. Lo, daydream constructive: #11 ¥10
no: \L#4 *6 41, not constructive: L #u =y
" DF=1. k2. dreams relate to wqrks #7 *5
CHISQ=. 45 43. not relate to works #6 -7
Qualities First Discovereds ‘ |

Creative Imaginations #4 %6

Sensitive Artist: #6 %3

Express Yourself: #5 %6

Art form satisfies yows #9 *12. DF=1

Or, do you wish to go beyond it:s #6 #2 . CHISQ=2.40

- - “
. 0 W
v 119



Need < e ons
Lo, yess #11 *11 . DF=1 ' -
50, not  #4 *¥ CHISQ=.11 ’ -

" Ideas to Work: - o e
51, intuitively: #11 *8 I ] L
52. intellectually: #3 *3. - DF=2 v fm -
53« inspirationally: #5 ®6_ glﬂwsgi'lﬁ,-' . \
54. other: g o ' : \

. Are You: ) | - . \\
55, rational,logical: #5 7 o N
éﬁ- intuitives #13'*7 DF=3

57. densate: . #3 *h CHISQ=2.08

58. imaginative: . #R. w2 '

WBrk Ins

'59. Organized,controlled ﬁannern
(idea in mind):s yess- #6 =7

60. Spontaneously: #9 #6 ' DF=3 |
61. Work & Destroys #5 w2 CRISQ=1.5k4
+62. Building upr < #1101 -, '

N

SN
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COMPILATION SHEET®, .

Proposition VI

N.B. # represents painters ‘
_ * represents sculptors - e T

. Appraising an_Object:
“\\\1.- To Look: (yes) #7 %3

o Le , DF=1 o
2. To Touch: (yes) #9 %12 " CHISQ=2.0
Primary Importance of Objects: ..
3. .The Colours, - #10 #7 .
4. ‘The Forms #10 #15 . — -

-

. 5. Textures * #10 #8°

Selécting a Fabric: P : - )

6. Pattern: " #6 *5 CL DF=3
7. Weights - #1  #5 « CHISQ=6.4k -
8. Matchs TH#0 b SRR -
- Prefered Rooms ’ R
9. Colours: #10 w4 . ) e . . |
10. Objects: #8, %12 7 ‘ A |
gredominani Colours in Homes - L _ ' i
13. Primary: #5 *3 ‘ o . |
14, Secondary: o #2 %3 o ' IH
15. Neutrals = #9 %9, : S |
Armcfair-or Sofa: .. ) . - |
lé. Colour: #6 #*2 « - - ‘ . - t '
9. Comforts #6  #l . o L 1
18, Shape: #9 *6 - . / o Ny
19. Style: #2, *3 ' ‘ ' L ~ o
. ‘ . -3 - !
TR { ‘
. £ . . »
. ‘ A . “
~ ‘ R ' . \ -
: - 121 o
. N
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20.
“'21.
22.
23.

\\ 2k,
25,

27.

. 28,

31,

32 .

35.
. 350
36
37

3.
bo.’

| - g

Everxdgx Cloths:

26..

-Cloths (colours):

.

Colour: #13, *1
Comfort: #14 %10
Style:  #0 =4
Feel: #} %3

' Dress-up Cloths:

Colour: #5 %2
Fits #9 %5
Style: . #5 *8 ..
Peels #2 *5

Prized Possessions

My Work: #6 %3 °
Objects: #9 *0
Toolss  #0  *6
Antiques, furniture:
Antiques,art workss
Papers: *2
Photographs: *1

*]
#6 o

L4

Childhood Experiences:

pink: #1 #*0

browbs #1 *0

Favourite colour: re

ds #2

reds #1 *3

white: #0 #2

greens #1 *1 yellow: #1 %0
blue: #4 *3

blues#k

n;oxed Paint;ng(as a child)forn

Colours; | . #3
Spreading Paints #1
Mixing Colours: #3
Making Images:  #10
Fantasying Gestures:

Enjoyed Mud (yeg):

Feces (yes):

*1
3
*2
»8
#0 #1

#8 *5'
#1 *0

42. Clay,Plasticine (yes)s #7 #10,

iaz

i




.." LY

o

Working Clay:- )
43; Squishing:  #U4 *8
L, Banging: 'O#0 w1

LS, Spreading:  #1 #*2

L6, Waterings #1 #1

47. Prefer gooie clay: #1 %2

48. Prefer firm clay:s #4 #7

49. Prefer to make things: #5 %7
50. .Prefer to play with iti#1 *3
51. 'Prefer to avoid it: #0 *0

52, Fluid substances: #2 #1 - N
53 Mixing substancess #5 *2 - DF=2 .
54. Hard materials: #i *11 -, CHISQ=H59
55. Prefer food,colours #6 #4- ‘
56. Refuse food,colours #1° #5
57. Prefer fopd,texture.#u*m' ~
Making Things: | Do
58. Objectss #4 *5
Paintings: #13 #*§ '
Reconstructing Things: -
59. Repair: #3 #2 . ~ o
Rearrangs #1 #3
Construction:
60, Build around or on: - #k& ¥10
Special tool or materiali #2 #7 o _ '
‘ 'Parents' Reaction to ntings: - ' Sculptures:,
62. No particular notices #1 #3 67 #3’*% '
63, Praised to be nice: #2 = 68. #0 #*2
64, '‘Reprimanded: . #0 %0 69. #1 *1
65{;¢sincere praisei . #11 %9 . 70.. #5 *9
66. Don't remember: #0 *0 71 #1 %0
o J , gﬁlgq=u.83\
Ve . r
23 A
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COMPILATION SHEET
' "‘Propositigg viz ..

NAB. # represents painters
* represents. sculptors

2. Living room,closed space .(yes) VIR 18

X\“ // 1. Living room,open space (yes)s #9 *10

3. Top of the hill (yes)s #9 +*11

4. Valley (yes):

i

- 5. Room, space relationships (yes): #9 #10
6/ Room,.focus on objects (yes):

7. Quality of space:
... 8. Objectd within Sbaces

" 9. Neutral to' the citys

"10. City pleasantly:s
11. City unpleasantly:

3

124

#5 *4

#11 *11 .

#5
#1
#6
#6

*l

.2

nly
*9

{

* DF=1

CHISQ=.02

- DP=1

CHISQ=. 3 1 ‘

DF=1 é

CHISQ=.16 . 1:7

DP=1 -

CHISQ=.08.
I W




3 {
9 o I
TABLE 3 - i
1 - Compartsén Qcores of Peinters with Normal
B . Populstion on Personalitv Traits _
s‘ll . . -/// - L3 )
Variable— ~  Groups ' Means ° T-Value* P Level ”
St © | el /
: ’ B Painters 9.4 . =2.14 , :
S Extroversion . a «05-
_ A - Normals**  12.0 -/ :
. . . . ;(* . N
b Painters  11.6 , ' ) -
Neurosis . ‘ 2,03
= o Normals. . 9.0
e -
' : Painters  44.5
DNominance . -2.01
Normals - 50.0 *
o [’ i . - N . l
- Painters 57.4 . - |
Femininity. 2. 3.00 -, . 008 |
Normals . 50.0 o . ] |
- P . N ' » r‘
d ‘, [
a . . - N
* T-Test
*% Normels = Normal population according to :
. Eysenck's Tahle of Norms and - /7
N .o . C.P.T. standard score of 50 :
o +
L3 ’ o
- . . . ) |/
| D E I A 125 & S "
. Py R L3
. A ¥ ‘




/

/ %
Veriab),e Groups Means -  T-Value P Level
/ ' Sculptors 9.9
Extroversion -1.77 .09
Normals*¥* 12,0 0 ’
g - " - - ‘
Sculptors 8.9 '
P’eurosts . ! - 006 095
Normals 3.0 ~ -
182
Sculptors 49.2' )
Dominance ' - .3 73
» Normals 50.0. ° '
_ Sculptors = 53.9
Femininity , 1.5% 14
Normals 50.0
.‘ ':‘ -
* T-Test
. 7
** Normals = Normal population according to
. Bwmenck's Table of Norms and
CiP.T. standard -score of 50
‘ ’ ' o / . i b
.\

TABLE 4

A

Comparison Scores of Sculptors with Normal
Population on Pergonality Traits

126
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