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CHAPTER I
INTRODUCTION

The capacity to create and the experience of having one's cre-
ations deemed worthy by critical acclaim are generally regarded as
separate aspects of any creative endeavor. It is a well-established
fact that only a portion of gifted persons are able to conquer these
two estates during the time of their life. A great many never live to
see their works achieve recognition. Instead, as often happens,
posterity bestows success upon their accomplishments and upon them;
whereas the society in which they lived may have virtually failed to
acknowledge their existence. It may also transpire that many--perhaps
even most of those who do not achieve recognition in their own life-
time--will be forgotten forever.

On the other hand, there are creative individuals who are able
to see their work gain recogqition during their own lifetime. Per-
sonality differences between these two groups of creative individuals
(i.e., those who achieve recognition in their own time and those who
do not) have not been studied extensively. It has not been determined
for example, whether successful creative individuals manifest a dif-
ferent cognitive style and problem solving orientation, than other
gifted, but unsuccessful, persons who are in the same field of endeavor.
It has also not been established whether successful creative men and
women differ from each other along these dimensions. The paucity of

1



2
research in this area gives rise to the problem as to whether viable
comparisons of cognitive process variables and other persomnality di-
mensions can be made. That is to say, does the achievement of having
one's creative work recognized in one's lifetime make a difference in
terms of the personality characteristics of the achiever? By the same
token, do the personality characteristics of the creative person deter-
mine whether that individual will be successful (acclaimed) or unsuc-
cessful (unacclaimed) in his or her chosen field?

It could be stated at the outset that becoming acclaimed for
what one produces is for the most part, if not entirely, a matter of
chance. As an example, the argument could be made that, the fact that
Melville's Whale was virtually unacclaimed in the nineteenth century
and in the twentieth century became known as the '"Great American
Novel," was in no way a function of the personality makeup of Herman
Melville, but rather was a result of luck, or factors (e.g., social,
political, etc.) that conspired to detain the recognition of true
genius. Though a persuasive argument could be made along these lines,
it still does not suppress the importance for social scientists to in-
quire into the relationship between personality and success in order
to discover if there are more than chance factors at work.

The need for this type of research was elaborated upon by
Stein (1962) in a monograph written nearly twenty years ago, in which
he called for a cooperative effort in studying recognized creative
individuals by means of administration of a core battery of tests, in-

cluding measures of cognitive style, personality, and environment:
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Unless some such program is undertaken it is likely, judging from

the history of other assessment areas, that the research of

the future will continue to produce a proliferation of technique-

oriented studies on diverse groups without any necessary incre-~

ments in our understanding of the creative individual or in our

ability to predict who those individuals will be who will make

future creative contributions. (1962, p. 87)
Despite the numerous studies on learning in gifted children, and the
theoretical formulations that have evolved concerning the nature of
cognitive development, we have not yet arrived at a level of under-
standing twenty years hence, '"to predict who those individuals will be
who will make future contributions.”" It is toward this goal that the
present study has been directed.

Thus, there is an existing need to find valid constructs to
serve as predictors of creative achievement. In working towards this
goal the attempt was made to determine whether a group relatively suc-
cessful and unsuccessful male and female artists, were similar and/or
different in terms of the following personality dimensions: (1) cog-
nitive style (field dependence-independence); (2) problem finding;

(3) problem solving; (4) self-concept; (5) gender; and (6) socio-

economic status.

Cognitive style, in terms of field dependence-~independence

refers to the opposite poles of the global-articulated dimension of
cognitive functioning (Witkin, et al., 1977). Field dependence is as-
sociated with global functioning, which is characterized by the tendency
to passively adhere to the structure of the prevailing stimulus field.
Field independence is associated with articulated functioning where

the tendency exists to analyze the stimulus field and to structure

expérience. The present study attempts to investigate whether this
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variable endures as a valid construct among differentiated groups of

creative individuals.

Problem finding refers to the ability to find and formulate problems,

and to raise questions from ill-defined problems. Problem finding is
considered by Getzels and Csikszentmihalyi (1976) to be the essence of
"+he creative vision." 1In the present study it served as an exploratory
variable for purposes of comparison of successful and unsuccessful
artists in relation to cognitive style, problem solving, and self-

concept. Problem solving, in terms of adaptive flexibility, is the

ability to restructure and redefine (Guilford, 1980). In terms of the
structure-of-intellect (SI) model it is recognized as the ''divergent
production of figural transformations (1980, p. 1)." Problem solving

ability was compared in both successful and unsuccessful artists.

Self-concept, as defined in terms of self-esteem, refers to the feeling

that one is '"capable , significant, successful, and worthy (Hoffmeister,
1976, p. 1)." It is also defined in terms of self-other satisfaction,
which denotes the level of satisfaction a person has with respect to
his/her self-esteem. In the present study, differences in self-concept
were examined in successful and unsuccessful artists and in relation

to cognitive style.

Gender refers to the biological sex of an individual. In the present
study, gender differences were viewed in terms of the field dependence-

independence dimension in both successful and unsuccessful artists.
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Socioeconomic status was assessed for each subject and utilized as

the sole basis of determining whether significant social class dif-
ferences exist between successful and unsuccessful artists.

Artistic success/unsuccess was operationalized in terms of
critical recognition. The criteria upon which this definition is
based is outlined in Chapter III.

The decision to study artists is based upon the tradition of
viewing painters, sculptors, and the like, as the main arbiters of
creative endeavor. This idea is expressed by Getzels and Csiks-
zentmihalyi (1976) in their longitudinal study on problem finding and

art:

The artist has been for centuries the archetype of creativity,

at least in Western culture. The artist's ability to shape inert

matter into lifelike forms that, once created, take on a life of

their own, has become a symbol for the human power to change, order,

and improve the environment. (1976, p. v)
The artists in the present study were comprised of Chicago-based
painters and printmakers. They were all actively engaged in their
work in terms of producing art, in receiving attention in art shows
and exhibitions, and in trying to market what they produced. Some of
the "successful" artists had attained national reputations, and many
were eminent within "the Chicago art scene."

Although it has for a long time been acclaimed for its art in-

stitutions and leading architectual innovations, Chicago has become
recognized within the past ten years as an art world. It has become

notable in this respect because of its creative artists, and it has

hosted several international art expositions. Although New York is
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generally considered to dominate the art world, Chicago has uniquely
attracting features of its own. To quote Franz Schulze,l "There is a
Chicago take on things, a Chicago attitude about things. This quality
attracts art critics and buyers from esteemed art centers including
New York, to give serious consideration to Chicago art (1981, p. 1.)"
Chicago thus provides a viable environment in which to study artists.
Inasmuch as the issues regarding personality determinants of artistic
success will be reflected by the sociocultural context of the Chicago
art world, it is hoped that investigation into these issues will fur-
ther illuminate the realities of this dynamic environment.

Finally, the attempt was made to integrate the major findings
of the present study with the philosophy of aesthetics based upon
symbolic logic operatives. 1In this effort, it was hoped that insight
obtained from the vantage point of philosophy would illuminate the re-
lationship between the personality of the creative artist and the making

of that individual's artwork.

Statistical Hypotheses

In order to gain insight into the relationship between field
dependence-independence, problem solving, problem finding, self-concept,
sex differences, and socioeconomic status in successful and unsuccess-

ful artists, the following statistical hypotheses were advanced.

Statistical Hypotheses
H Successful artists are significantly more field independent

than unsuccessful artists.

lArt Critic, Chicago Sun-Times (see P. Krainak, 1981, in
Bibliography).
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H Successful artists do not differ from unsuccessful
artists in field independence.
Successful artists are significantly more field inde-

pendent.

Successful artists are not significantly higher in problem
solving ability (adaptive flexibility) than unsuccessful
artists.

HII Successful artists do not differ from unsuccessful

(o)

artists in adaptive flexibility.

There is a significant positive relationship between problem
solving (adaptive flexibility) and problem finding in suc~-

cessful but not in unsuccessful artists.

IT1

H0 Successful artists do not differ from unsuccessful
artists in adaptive flexibility and problem finding.
H{II There is a stronger positive relationship between

adaptive flexibility and problem finding in successful

artists.

There is a significant positive relationship between field

independence and problem finding in successful artists.

Hgv Successful artists do not differ from unsuccessful
artists in field independence and problem finding.
H{V Successful artists are significantly more field inde-

pendent and have a higher problem finding index.
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VII

HVIII
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There is a significant inverse relationship between cognitive

style

(field dependence-independence) and high self-concept.
There is no relationship between cognitive style and
self-concept

Field independence and self-concept are inversely re-

lated.

There is a significant positive relationship between artistic

success, self-concept, anf field independence.

There is no relationship between artistic success,
self-concept, and field independence.
Artistic success, self-concept, and field independence

are positively related.

Successful female artists are more field independent than

field independent successful male artists.

HVII

There is no difference between successful male and fe-
male artists in terms of field independence.
Successful female artists are significantly more field

independent.

Successful artists have a significantly higher socioeconomic

index than unsuccessful artists.

HVIII

Successful artists do not differ from unsuccessful
artists in terms of socioeconomic index.
Successful artists have a significantly higher socio-

economic index.



CHAPTER II

REVIEW OF THE LITERATURE

The Study of Creative Personality

The attempt to understand what motivates the creative indiv-
idual to create, and to discover how that person differs from others
has led to investigation in virtually every area of personality func-
tioning and human development. This includes study of the creative
individual's genetic background, childhood, and adult personality
characteristics, perceptual processes, problem solving and problem
finding behavior.

Some investigators (Cattell, 1906; Lehman, 1953; Wertheimer,
1959; Getzels and Csikszentmihalyi, 1976) have argued that creativity
resides in individuals whose creative products have achievéd recog-
nition. While others (Guilford, 1959; Wallach and Kogan, 1965; Dellas
and Gaier, 1970) assume that traits of creativity are related to crea-
tive production and are found in normal populations. Greeno (1980)
makes the point that those who achieve recognition for creative produc-
tion have usually been working for years on the problems which result
in their contribution.

Nevertheless, there remains a cluster of personality attributes
and cognitive dimensions which appear to be aligned with certain

"creative personality."”

features of human behavior designated as the
It has been generally agreed upon that the manifestations of this

9



10
personality type vary according to the field of creative endeavor.
Most investigators distinguish between the processes involved in
artistic and scientific creativity. Specifically, MacKinnon (1962)
points out that in scientific creativity the creator invests little of
himself as a person in the creative product., Whereas in artistic
creativity quite the opposite-is true: the artist essentially projects
him/herself into the public arena.

Empirical validation of differences between artistic and sci-
entific creativity in terms of personality traits was in part the sub-
ject of a study by Csikszentmihalyi and Getzels (1973). The authors
found that the traits specific to artists as opposed to scientists were
low ego strength, low conformity to norms, high subjectivity and imagina-
tion, and low self-sentiment (1973, p. 102). They advanced the hypoth~
esis that high sensitivity and self-sufficiency were demand charac-
teristics for all individuals involved in creative production. Whereas
low superego and high subjectivity and imagination were viewed as con-
textual requirements for artists only.

MacKinnon (1962) has targeted the personality of the architect
as being a conglomerate of the artist and scientist. Yet, while the
architect shares traits of both types of creative personalities, there
is a marked tendency to score higher in aesthetic rather than theo-
retical value orientation on the Allport-Vernon-Lindzey scale. Mac-
Kinnon notes that this is the reverse of the value profile for sci-
entists.

The comparisons in personality functioning between artist and

scientist provide the most comprehensive attempts to differentiate
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between groups of creative individuals. Such differentiation is
necessary in order to arrive at a clearer understanding of the per-
sonality variables underlying creative achievement. Of special im-
portance in this regard is Barron's research on creative writers and
Roe's work on the creative scientist and artist. Barron (1968, pp.
240-47) found that his group of writers scored high on the Barron-
Welsch Art Scale and preferred figures that were free~flowing and
asymmetrical. They tended to be ofihigh intelligence with high ratings
of flexibility, originality, and independence. There were also in-
dications of these subjects being more introverted than extroverted
and of having an intense fantasy life.

Roe's (1960, pp. 66-67) study of scientific creativity revealed
that eminent scientists are characterized by independence, curiosity,
high energy and intelligence. Scientists, also found to tend to re-
main socially aloof. She notes that most of them were shy as chil-
dren and adolescents, and generally lacking in social interests. Roe
concluded that there exist no marked differential characteristics be-
tween scientists and non-scientists, or between those in differing
fields of science. And in her study of artists (1946) Roe determined
that no criteria could be established that would indicate the ability
to be a successful painter. These conclusions are particularly rel-
evant to the present study. Roe is one of the few investigators to
carry out empirical research on the relationship of creative personal-
ity variables to career success, and her conclusions seem to beg
further investigation.

The need for continuation of research in his area seems par-
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ticularly evident in light of more recent developments in the study of
artistic creativity and achievement. Csikszentmihalyi and Getzels
(1973) for example, have found that successful art students differ in
terms of sex and field of specialization (e.g. in regard to perceptual,
cognitive and value attributes) (p. 97). And they are of the opinion
that the fine arts major is most representative of those students who
embody the personality characteristics associated with the artistic
temperament.

Other areas of development are represented by innovative ap-
proaches to art education such as Harvard's Project Zero (Reveron,
1982) where the emphasis has been upon investigating the '"development
of artistic knowledge" (p. 38) according to subjective experience. The
role of personality in determining success in the art field would seem
an important area for art educators whose responsibility in guiding
their students toward vocational commitment requires sensivitity to the

differential factors affecting achievement.

The Relationship of Cognitive Style
to Artistic Success

The work of Witkin (1950; 1962; 1954; 1977; 1971) on the di-
mension of perceptual field dependence-independence has stimulated
considerable research over the years in a wide variety of areas re-
lated to personality and cognitive functioning., Such research has
been aimed at demonstrating that there exists a broad dimension of
self—consistency in terms of cognitive functioning--the global ar-

ticulated dimension--which taps the spectrum of the well known areas
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of personality, i.e., social behavior, body concept, controls, and
defenses.

It is the aim of this section to explain the basic concepts
of cognitive style, i.e., perceptual field dependence-independence,
its relationship to creativity, and more specifically, to artistic
creativity and artistic success.

According to Witkin (1977) cognitive styles refer to "in-
dividual differences in how we perceive, think, solve problems, learn,
relate to others, etc." (p. 15). Thus, cognitive style is defined in
process terms, the emphasis being on form rather than content.

Cognitive styles are also considered to be pervasive dimen-
sions, meaning that, they cut across the diverse psychological areas
traditionally used to compartmentalize the psychic system. The pre-
mise of cognitive-style theory that broad dimensions of personality
functioning may be "tapped" by cogﬁitive activities, had led to re-
search on the adaptive functions served by cognitive processes in the
psychic economy of the individual (Witkin, Oltman, et al., 1971;
Goodenough and Karp, 1961).

The research on the field dependent and field independent cog-
nitive styles had its origins in the laboratory, specifically, with
regard to perceptual-motor experiments concerned with orientation
toward the upright in space (Witkin, 1950; 1954). Witkin and his
colleagues performed a number of experiments in which the visual and
postural frames were posed against one another, in order to determine
which of the two was dominant in subject's perception of verticality.

One of the chief means of studying subject's reactions to perceptual
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alterations was the tilting-room-tilting chair apparatus, otherwise
known as the Body Adjustment Test (BAT). A small room about seven
feet in each direction was constructed so as to be rotatable on a
horizontal axis. While sitting in his/her chair and facing the wall
the subject could be tilted to the lateral right or left. In this
regard posture was manipulated. When the room itself was tilted the
subject's visual field was manipulated. Thus, either frame of ref-
erence-—-visual or postural--could be tilted while the other was held
constant; or, combinations of tilt could be produced, in equal or un-
equal amounts, in the same or opposite direction. The subject's task
was to adjust the chair to a position where he/she experienced it as
upright.

Witkin and his colleagues (1971) designed a test structurally
similar to the BAT, known as the Rod and Frame Test (RFT), in which the
subject, seated in a totally darkened room, was given the task of ad-
justing to the upright a tilted luminous rod centered within a tilted
luminous frame. This same test was made portable and can be admin-
istered in a fully lighted room (Oltman, 1968).

According to Witkin (1977) individual differences in per-
formance on these tests are similar. 1In the case of the Body Adjustment
Test, some individuals perceive their own bodies és upright when they
are fully aligned with the room, even when they are tilted as much as
35 degrees.

These represent the extreme of field dependent individuals.
At the other extreme are subjects who are able to correct their posi-

tion to the true vertical regardless of their position or the position
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of the surrounding room. These latter represent the extreme of field
independent individuals.

With regard to the Rod and Frame Tests, field dependent in-
dividuals are those who adjust the rod in line with the surrounding
frame even when the frame is radically tilted. Field independent in-
dividuals by contrast are able to adjust the rod to the true vertical
regardless of the position of the surrounding frame.

According to Witkin (1977) the performance of most individuals
falls somewhere in between these two extremes. Sex differences have
reportedly been found in the field dependence dimension. Boys and men

tend to be more field independent than girls and women.

In the aforementioned tests the subject's performance in
finding the true vertical depends upon the ability to disembed his/her
body (in the case of the Body Adjustment Test) or the luminous rod (as
with the Rod and Frame Test) from the surrounding context. A third
test of structural similarity also requiring the ability to disembed
a given entity from a surrounding context, is the Embedded Figures
Test (EFT).

The subject's task is to locate a simple figure within a com-
plex pattern. Subjects able to locate the simple figure within a rel-
atively short period of time are considered field independent, com~
pared with subjects who take a longer time to accomplish the task. The
latter are considered relatively field dependent. As Witkin (1971)
states, "the EFT quickly reveals that what is assesses most of all is

ability to break up an organized visual field in order to keep a
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part of it separate from that field" (p. 4).

Witkin contends that these three tests have high convergent
validity in the measurement of field dependence-independence (Witkin,
et al., 1954, 1971). Some investigators, however, have taken issue
over the validity of these claims.

For example, according to Loo (1979) the measures of field
dependence-independence can be clustered into two groups: embedded
figures tests (EFT) and adjustment tests (BAT and RFT). Summarizing
a number of studies which espouse the two-clusters position, Loo re-
ports that performance on embgdded figures tests is highly related to
performance on both performance and verbal intelligence tests; whereas
performance on the adjustment tests is only slightly related to per-
formance on intelligence tests.

Regardless of whatever differences may exist between the com-
ponents underlying performance on embedded figures tests and the ad-
justment tests, the designations '"field dependent'" and "field inde-
pendent” find considerable support as viable constructs relating to the
perceptual-cognitive approach a person brings with him/her to an ar-
rangement of situations of a given structure.

Characteristic differences in these approaches have been found
(Witkin, 1954; 1977). The field independent approach is characterized
by the propensity toward imposing structure when it is lacking, and in
attending to the relevant details of the stimulus field or environment.
By contrast, the field dependent approach involves the tendency to be
overcome by the stimulus field and is characterized by the inability

to attend to the relevant details of the environment. Field independent
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judgment is thus analytical compared with field dependent judgment,
which is more global in nature. The distinction between global and
analytical accounts for the global-articulated dimension of cognitive
functioning. As Witkin (1977) states:
The person who experiences in an articulated fashion tends to
perceive items as discrete from background, when the field is
organized, and to impose structure on a field . . . when the
field has relatively little inherent structure. In contrast, it
may be said that experience is more global when it accords with
the overall character of the prevailing field. . . . (p. 10)

As already mentioned, the global articulated dimension has
been conceptualized as cutting across broad areas of personality. In
a survey of the literature on field dependence-independence, Witkin
(1977) summons considerable evidence from previous studies to show that
differences in social behavior, learning and memory, vocational choice,
and a host of other domains of functioning in psychology and education
have been attributed to differences in cognitive style, i.e., global
(field dependent) versus articulated (field independent) functioning.

Along these same lines the cognitive constructs of creativity
and global articulated functioning (field dependence-independence)
have in a number of studies been shown to bear a positive relationship
to one another (Hoppe, 1978; McCarthy, 1977; Ross, 1977; Del Gaudio,
1976). Creative problem-solving is believed to be facilitated by the
ability to attend to the relevant details of the environment and to
act, if necessary, independently of it. Morris and Bergum (1978) ex-
plain, however, that while not all subjects scoring high on field in-

dependence are necessarily creative, most subjects who score high on

tests of creativity tend to be field independent. Most studies
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attempting to demonstrate the relationship between creativity and
field dependence-independence have operationalized creativity solely
in terms of performance on problem solving measures with normal popu-
lations. Research on global articulated functioning and creativity
conducted with recognized creative and/or gifted subjects is scarce.

There is some evidence that the clues as to which component(s)
underlie the relationship between creativity and field dependence-
independence rest in analysis of group differences between creative
and non-creative individuals. In a study by Myden (1959) in which 20
top ranking artists from diverse fields are compared with an equal
number of non-creative subjects, there was noted to be a significantly
stronger sense of psychological role-in-life characteristic of the
creative group. Myden described these subjects as "inner-directed
and not easily swayed by outside reactions and opinions' (p. 156).

The analogy to field independence seems apt here, particularly in
view of the early experimental work of Witkin, et al. (1950; 1954)
where individuals were delineated in terms of their ability to be
inner-directed in holding to the true vertical (versus those who were
easily influenced by the surrounding framework).

The results of certain studies on creativity and field de-
pendence-independence are ambiguous regarding the relationship of
these two constructs. As an example, Wilson (1976) found in under-
graduate art majors a significantly positive relationship between
creativity as measured by the Remote Associates and Original Uses
tests, and field independence measured by the Embedded Figures and Rod

and Frame tests. However, low correlations were found in this same
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sample between field independence and creativity, the latter as
measured by professor's ratings and Productivity Uses for Things
Test. These results indicate that the relationship between creativ-
ity and cognitive style is not always clearly defined. Similar con-
clusions were reached by Brennan (1976) in a study in which creative
ability in dance was found not to correlate with performance on Em—
bedded Figures and Rod and Frame tests.

Clarification of ambiguous results such as these is offered in
an intriguing paper by Kirton (1978), who argues for the existence of
a stable characteristic differentiating people in their ability to
absorb novelty. He differentiates these individuals according to
their tendency to either retain or destroy and replace existing

" the latter "innovators."

paradigms. The former he labels "adaptors,
Kirton supports Witkin's (Witkin et al., 1954; 1971) contention that
individual differences at the perceptual level also pervade the higher
cognitive levels. Kirton's study involving measured differences be-
tween responses on the Embedded Figures Test and the Kirton Adopta-
tion Inventory, demonstrates that innovators tend toward field in-
dependence.

Another conceptual link between creativity and field de-
pendence~independence is provided by Del Gaudio (1976) in a study re-
lating the two constructs in terms of psychological differentiation.
The concept of psychological differentiation, originally put forth by
Witkin, et al. (1962) refers to the specific characteristics which

correlate across psychological domains, and which appear to reflect

tendencies toward more differentiated (articulated) or less differ-
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entiated (global) psychological functioning. Del Gaudio succeeded in
demonstrating that there exists the tendency for more differentiated
individuals to perform consistently high on the Remote Associates
Test, thus suggesting that the analytical approach is essential to
creativity.

The foregoing studies appear to argue mostly in favor of the
relationship between creativity and the perceptual-cognitive style,
field dependence-independence (global-articulated functioning).

Regarding the present investigation, this area of inquiry can
be extended into an examination of the relationship between cognitive
style and artistic creativity. Along these lines, Getzels and
Csikszentmihalyi (1976) have remarked that, "an area where one might
look for characteristics that distinguish the artist is the perceptual
domain" (p. 31). Among the first to utilize a perceptual test in
analyzing the process of creative imagination in artists and other
creators was Hermann Rorschach (1951). The perception of human move-
ment on the Rorschach test, scored by the symbol M, stood for creative
imagination or fantasy. As Zudek (1968) points out, a number of
studies have demonstrated a positive relationship between Rorschach
M and artistic creativity. 1In support of these findings, Zudek notes
that,

The only important negative study using the Rorschach with

artists has been that of Anne Roe, but it can be severely critic-
ized on methodological grounds. Her group of 20 painters were all
chronic alcoholics with a mean age of 51. A high M would not be
expected for chronic alcoholics or for men in this age group. She
made no effort to see if the painteéers could produce high numbers

of M if asked to do so.  Nor did she check on whether they actu-
ally still were productive as painters. (p. 538)
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In his own study comparing the Rorschach records of successful,
i.e., "'good" or original artists with unsuccessful, i.e., "bad" or
imitative artists, Zudek found that neither group could be dis-
tinguished solely on the basis of Rorschach M. It was noted, how-
ever, that in the Rorschach record the presence of primary process
thinking, which is akin to Guilford's factors of fluency and.flexi—
bility, could be used to identify creative talent and its productive
use (Zudek, 1968).

In terms of perceptual ability, Getzels and Csikszent-
mihalyi (1976) in their longitudinal study of artistic creativity,
found that artists generally perform better than non~artists on tasks
requiring perceptual skills. They noted, however, that artistic ex-
pertise in visiospatial perception should not be equated with artistic
creativity. Rather, the former is merely a requirement of artistic
expression and is independent of the cognitive ability to create. 1In
this sense, the perceptual superiority of artists to non-artists ap-
pears relevant to the area of perceptual-cognitive styles and creativ-
ity. As an example, Clar (1971) found that field independence is as-
sociated with artistic interest. This result accords with Witkin's
contention that persons who are more psychologically differentiated
(field independent) are likely to favor and be suited for different
vocations than less differentiated (field dependent) persons (Witkin,
et al., 1977; 1971).

The success of artists in their chosen vocation appears to be

a direct function of perceptual ability when sex is taken into account.
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To quote Getzels and Csikszentmihalyi once again, "Success for women
seems almost exclusively a matter of perceptual abilities, which play
no part in the achievement of men" (1976, p. 65).

Thus, while the literature suggests that field independence
tends to correlate with artistic interest; and that, artistic success
is more a function of perceptual ability in women than in men, the
question is still open as to whether highly successful artists have
differing cognitive styles.

This issue is addressed in a developmental study by Rosslyn
Gaines (1975), who compared the perceptual skills and cognitive styles
of 30 "master" artists to those of non-artist groups of different ages,
beginning with kindergarten children, and including adolescent and
adult comparison groups. Gaines found that the artists were signif-
icantly more field independent, as measured by the Portable Rod and
Frame Test, than all othér groups. Interestingly, high school
sophomores were less field dependent than non-artist adults.

In her study, Gaines dealt with the methdological problem as
to what criteria constitute successful, or in her terminology, ''master"
artists. The criteria Gaines chose to define "master'" artists were:
(1) non-commercial productions; (2) economic dependence on their pro-
ductions; (3) recognition by professional art critics, and (4) peer
approval. The artist's ages in Gaines' study ranged from 28 to 60
years.

In attempting to understand why the master artist group had
superior scores on the Rod-and-Frame Test, Gaines put forth several

explanations. Firstly, she concluded that the art profession requires
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the ability to draft a true vertical. This accords with Getzels and
Csikszentmihalyi's (1976) somewhat self-evident finding that artists
are superior to non-artists in perceptual ability. Secondly, master
artists choose a life style counter to the generally accepted cultural
demands for achievement and success. Gaines notes, "It is possible
that their superior scores on the Rod-and-frame test could be a re-
flection of their independence from cultural pressures' (1975, p.
994). Here again, the relationship of field independence to artistic
success is suggested by the remarks of Getzels and Csikszentmihalyi
(1976) concerning the personality traits of the creative artist. To
quote, "It takes a person who is cut off from others . . . who does
not depend on outside direction and support, to break away from the
premises on which the majority bases its thinking" (p. 40). Sim—
ilarly, Gaines (1975) is explicit in stating that although the cog-
nitive qualities necessary for competence in the art field could re-
quire artists to "turn their backs on many cultural modes and mores,"
she acknowledges that superiority in field independent judgment measured
on the Rod-and~frame test may represent a self-selected minority posi-
tion in society, insofar as many of these artists had career options

at one time or another which were highly compatable with cultural mores.

In summary, it has been stated that the field dependence-
independence dimension involves both the ability to find the upright
in space, and to disembed a particular element from the surrounding
context. This ability appears to bear a strong relationship to

artistic creativity and artistic success. Studies investigating
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these relationships tend to emphasize that perceptual skills requisite
for artistic excellence may only partially account for superior per-
formance on field independent tasks. At a more complex level of per-
sonality functioning, field independence can be viewed as an inherent

characteristic of the creative artist's self-chosen alienation in

society.

The Relationship of Problem Finding and
Problem Solving to Artistic Success

The area of problem finding has in recent years become a field
of investigation in the areas of thinking and creativity. Tradi-
tionally, these areas were associated with research in problem solving.
Problem finding however, is becoming a field of research in its own
right. This is in contrast with the large body of literature dealing
with problem solving as approached from the viewpoint of classical
associationism, gestalt psychology, Piagetian cognitive psychology,
and more recently the area of information processing.

Problem finding generally refers to the asking of questions,
the finding and formulating of problems, which from time immemorial
has been regarded by philosophers, scientists, and artists, to reflect
the substance of higher achievement. Immanuel Kant (1965), addressing
this subject said,

To know what questions may reasonably be asked is . . . a great
and necessary proof of sagacity and insight. For if a question is
absurd in itself and calls for an answer where none is required,
it not only brings shame on the propounder of the question, but
may betray an incautious listener into absurd answers, thus pre-

senting, as the ancients said, the ludicrous spectacle of one man
milking a he-goat and the other holding a sieve underneath.

(p. 97)



25
Kant assures us that we can deduce a great deal about an individual's
jntellectual ability by examining the kinds of questions he asks.

Philosophers and scientists in the twentieth century have ex-
pressed similar opinions regarding the importance of asking questions.
Einstein, in particular, has noted that the creation of knowledge is
for the most part an outcome of question-asking and problem—finding
far more than it is the result of question-answering and problem—
solving (Einstein and Infeld, 1938). Einstein is of the opinion that
the searching question is what leads to discovery, whereas finding the
answer or solution to a problem is often a matter of sheer technique.
Einstein's own revolutionary theories about the universe have been
considered in themselves to be the outcome of problem finding activity.
A. P. French (1979), in commenting on this subject has stated:

In the general theory of relativity we see one of the most mar-
vellous products of speculative but disciplined thinking about
the physical world. It can be said to have begun with a question
so simple yet so profound that most people would not think to ask
it, or would be content with a superficial explanation: 'why do
all objects whatever their nature, fall under gravity with the
same acceleration?" Einstein, by concentrating on this question,
created for the first time a genuine theory of gravitation.

(p. 111)

Much of the recent literature in problem finding is not related
to issues concerning higher-level cognition and creativity. Rather,
attempts have been made to foster rational decision-making within di-
verse social contexts, e.g., community organizations, business and in-
dustrial firms, etc. Studies of this sort are entirely different from
empirical research in creativity which investigates the nature of

mental processes.

As an example of the former area, Guthrie (1976) attempted to



26
identify classroom problems affecting teachers within the potential
teacher education population of a midwestern university. He found
that, although some teachers were able to name crucial problems using
self-report techniques most were not. In a similar vein Hoyt (1977)
looked to problem finding as a means of effecting centralization of
career counseling and placement functions within educational settings.
This was attempted by organizing a series of questions for students
to answer about their career goals. It was believed this method would
provide a valuable and efficient mode of helping students make career
choices. And in a study by Yinger (1978) the classroom teacher's
daily dilemmas were once again utilized to generate hypotheses re-
garding the use of problem finding strategies. Problem finding was
in this study described essentially as a process of becoming aware of
what specific problems needed to be solved within a general, non-
specified problem situation.

Although similarities do exist between these descriptions of
problem finding, and problem finding investigated in the context of
artistic or scientific creativity, the differences between them are
sufficient to allow us to distinguish between pragmatically-oriented
problem finding research, and problem finding research aimed at in-

- vestigating the creative process.

The literature dealing with creativity as problem finding has
to a large extent evolved from the work of Getzels and Csikszent-
mihalyi (1964, 1969, 1973, 1975, 1976) with creative artists. Their

longitudinal study of problem finding in art (1976) represents the
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first major attempt to formulate a comprehensive model of the creative
process from the standpoint of problem finding.

In order to understand the activities of the art students
they studied, Getzels and Csikszentmihalyi (1976) devised a conceptual
framework in which the creative process can be viewed as a response to
a problematic situation. Within this scheme there are situations in
which problems are presented and ones where they are discovered. Both
types of situations represent extremes between which lie variatioms
wherein corresponding mental processes can be inferred. Three "type-—
cases' are presented, each containing the basic elements of a paradig-
matic problem situation. Type-cases 1 and 2 represent problem—-solving
paradigms, whereas type-case 3 corresponds to problem finding. In
type-case 1 the basic cognitive process (i.e., dominant mode of
thought) is retrieval, whereby the individual in order to solve a
presented problem, plugs given data into a known formula to reach the
solution. An example, would be to find the area of a square when side
a is 4.

Type-case 2 involves utilizing reasoning and logical thought
as the main cognitive process. In this case the individual reflects
upon the presented problem until reaching a solution that is known to
others, such as, "How would you go about finding the area of a square?"

The type-case 1, 2, and 3 paradigms illustrate the problem
finding/problem solving distinctions. In the experimental situation
in which the investigators explored creativity in art students, problem

finding was sought after by héving the experimenter pose a general
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dilemma to the subjects. For example, some objects, e.g., fruit,
automotive parts, statuettes, were laid out on a table and the subject
was asked to arrange and draw or paint the objects on canvas in any
way desired (1976, p. 141). Problem finding was evaluated according
to the degree of personal involvement with the task at hand, in addi-
tion to scores on level of problem finding, and judges' ratings of the
finished product. Since the general task was generated within an
artificial (experimental) situation, it is not known whether these
same students would have produced paintings of markedly different
quality outside the experimental situation. It was found, however,
that subjects who received high scores of problem finding ability
also tended to reveal similarities in personality characteristics and
in artistic creativity.

According to Getzels and Csikszentmihalyi (l976)lproblem
finding originates in the feeling that there is a problem to be form-
ulated. The authors contend that this holds true both in and out of
the experiemntal situation. They view that problem finding is the es-
sense of "the creative vision," and thus assume that problem—formulation
is the cognitive process which first brings forth that vision.

Problem-formulation is operationalized as "selection and ar-
rangement of objects" (1976, p. 88), in terms of the study of artistic
creativity. Notable differences with regard to the objects at this
stage were number (of manipulated objects), interaction (of artists
with objects), and uniqueness (of selected objects).

According to the authors, the next stage in the creative process
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is problemsolution. It is one of the unique fetures of this model
that the problem solving stage is characterized by problem finding.
This is seemingly a contradiction in terms, for how can one ask ques-
tions at the same time one is answering them? The authors contend that
this is not a contradiction when viewed in terms of the need for prob-
lem formulation to persist in the stages of problem solution. That
is, in solving a problem one needs to redefine what the problem is be-
fore the work is completed. Problem finding and problem solving ac-
tivities can thus be thought of as coalescing during the creative
process. This makes sense when one considers that it is possible to
ask questions about the questions one is trying to answer. Problem
solving can of course occur along the 1lines of convergent or diverg-
ent activities, as postulated by Guilford (1973).

These factors taken together form the basis for the model of
the creative process as formulated by Getzels and Csikszentmihalyi
(1976). This model is schematically represented in Figure 1.

The model shows that creative production is a blend of many
elements which form the creative process. The basic elements of
creativity--problem formulation, method of solution, and the actual
reaching of the solution--are seen as responses to problematic situa-
tions, which, depending upon the case in which they are known or un-
known, recognized or unrecognized, serve to delineate discovered and
presented problem situations. In addition to these basic features
problem finding and problem solving are distinguished according to the
dominant modes of thought that characterize each. Although Guilford's

concept of divergent problem solving has been predominantly associated
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Figure 1. Schematic Representation of the Problem Finding
and Problem Solving Model of the Creative Process
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with creativity, or creative thinking, Getzels and Csikszentmihalyi
assume that the finding of problems requires more imagination than
the solving of them.

Nevertheless, Guildord's factor analytic approach to the study
of creativity (Guilford, 1959; Guilford, 1973; Guilford and Guilford,
1980) has produced one of the most conceptually comprehensive views on
that subject. The structure~of-intellect (SI) model includes five
categories of informational content--visual, auditory,-symbolic,
semantic, and behavioral--each of which occurs in six different
products--units, classes, relations, systems, transformations, and
implications. The combination of these SI categories yields 30 items
of information upon which five kinds of operations--cognition, memory,
divergent production, convergent production, and evaluation are per-
formed. In total, there are 120 different traits that comprise the
entire structure.

The trait cluster of fluency, flexibility, and originality is
what Guilford (1973) believes is responsible for creativity. Divergent
thinking requires ideational fluency, but is most consistently as-
sociated with the trait of adaptive flexibility which Guilford de-
fines as "gn ability to restructure or redefine . . ." (1980, p. 1).
This factor has aiso been conceptualized in terms of the 'divergent
production of figural transformations," and is parallel to originality.

Although Guilford has not established a sequential hierarchy
for the development of problem solving ability, other theoretical
conceptions have been advanced in this régard. Specifically, Piaget'

has postulated that the problem solving state, i.e., formal opera-
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tional thinking, represents the "final equilibrium" of cognitive
development (Inhelder and Piaget, 1958). This position has been
challenged by Arlin (1975, 1977) on the basis that consistent, pro-
gressive changes in thought structures may extend beyond the level of
formal operations. Arlin argues for the existence of a more advanced
stage, one which is characterized by problem finding processes.
Problem finding is based upon Getzel's conceptualization of the vari-
able, and is defined as the ability to raise ". . . general questions
from ill-defined problems" (1975, p. 603). The "problem finding
stage'" is based upon the criteria for stage model: sequencing, pro-
gressive integration, and qualitative advances in development. The
model further implies that satisfaction of the requirements of the
earlier stages is a necessary but not sufficient condition for reach-
ing the new stage.

In Arlin's study (1975) problem finding, which formed the de-
pendent variable, and formal operations as the independent variable
were both measured in each subject according to task performance.
Arlin reports two critical aspects of her data that a significant pro-
portion of high problem finders were found at the level of formal
operations; and that there were no high problem finders at the non-
formal level. Arlin takes this to mean that formal operations is a
necessary but not sufficient condition for high problem finding. How-
ever, inspection of Arlin's data (1975, p. 604, Table 1) reveals that
there are a substantial number of medium problem finders at the non-

formal level. Furthermoré, this group along with the lower-level
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problem finders seems to demonstrate a pattern of hierarchical order-
ing in the quality of their questions. The questions asked by sub-
jects rated as high problem solvers but not high problem finders are
categorized as belonging to the relations and systems categories of
the Guilford SI model. The implication is that these categories are
"logically prior" to the implications and transformations categories
which characterize high problem finding type questions. Clearer dis-
tinctions between high and medium problem finding are not yet avail-
able, and statistical inference appears to be the primary instrument
for gauging fine differences in this area.

Though the results obtained in Arlin's study do not appear to
demonstrate the existence of cognitive structures beyond formal opera-
tions, her study does present intriguing possibilities in terms of
viewing problem finding from a developmental perspective. Her hypoth-
esis regarding the formation of new structures related fo creative
thought has provoked somewhat of a controversy. Fakouri (1976) takes
issue with Arlin's conclusions, arguing that problem finding can be
interpreted as improvement in content rather than structure, and as
such, this improvement he views as quantitative rather than qualita-
tive. Fakouri attributes problem finding abilities to selective mani-
festations of the problem solving stage.

On the same side of this argument is Cropper, et al. (1977),
who have attempted to replicate Arlin's experiment. Interpretation
of their data supports the traditional view of problem finding as
imprévement in content and form rather than structure. Their data

shows 14 percent non problem solvers to be high problem finders.
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Cropper speculates that problem finding behavior might not be in-
dicative of a new level of thought development as much as a ''predis-
position to creative responses."

One of the potent differences between problem finding and
problem solving activities appears to be the way in which they are
reflected in vocational coﬁmitment, particularly in the arts. Accord-
ing to Getzels and Csikszentmihalyi (1976) fine artists are devoted to
problem finding endeavor, whereas commercial artists tend to be more
involved in problem solving tasks. The authors note that success in
the fine arts is not purely a matter of artistic skill; in fact, the
commercial artists in their study were somewhat more adept at problem
solving technique than those in the fine arts group. The vocational
choice of fine arts they suggest, by definition reflects the preference
for working in discovered rather than presented problem situations.
The authors are careful to note, however, that problem finding ability
alone did not ensure success in the art field in their subjects.

Other factors, such as the need to earn a living, to maintain self-
respect, and to gain critical recognition are crucial variables related
to artistic success. Nevertheless, the authors conclude that,
Despite personal and social forces that prevent more than a few
students from attaining recognition, the longitudinal results
show that those who endure in art are suited to their calling.
~They are not merely luckier or more persistent; they also possess
the problem-finding orientation that seems necessary for creative
work. (1976, p. 183)
What is unclear from these conclusions is whether problem finding it-

self contributes to the artist's ability to surmount the obstacles in

the way of success. Apart from it being a vital component of the
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cognitive ability to create, there is as yet no evidence that the
problem finding orientation enables the artist to adapt to the legit~
imizing process which is essential for achieving recognition in the

art world.

In summary, problem finding and problem solving are cognitive
process variables which are interrelated in creative activity. Pro-
lem finding can be viewed as the more far reaching of the two in terms
of higher-level cognition. The finding and formulating of a problem
is what many believe leads to discovery; solving the problem is often
a technical matter.

Problem finding and solving activities are seen to coalesce
during the creative process. Creative problem solving has been
studied extensively in terms of Guilford's divergent thinking factor
and is associated with the triad of creative traits known as fluency,
flexibility, and originality.

Problem finding and problem solving can also be viewed as de-
velopmental concepts. Problem solving represents the Piagetian stage
of formal operations. Problem finding is conceptualized develop~
mentally as the cognitive stage beyond formal operations. Empirical
valididty regarding the so-called fifth stage of problem finding is
uncertain.

Both problem finding and problem solving abilities appear
crucial to artistic success in the fine arts field. Success in the
commercial arts appears to be more a function of the problem solving

orientation in which the artist works in presented problem situatioms.
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Success in the fine arts involved commitment to working in discovered
problem situations. It is unclear, however, as to whether problem
finding ability facilitates adaptation to the personal and social ob-

stacles that confront the fine artist in pursuing his/her career.

The Relationship of Self-Concept to Artistic Success

One of the fundamental issues in educational and social-
psychological theory revolves around the controversy as to whether
positive self-concept is necessary for individual achievement, or
whether rewards based upon achievement merely enhance self-concept.
The belief in the power of self-concept as a source of attaining in-
dividual aspiration has historical antecedents in our society. As
Scheirer and Kraut (1979) point out, "The proposition that a person's
self-concept influences his behavior has long been a part of American
individualistic social philosophy" (p. 131). The stereotype of the
artist, in terms of temperament and life style, highlights this his-
torical trend, insofar as the artistic identity is for the most part
at variance with American society. |

Regarding the aspect of self-concept itself, the question may
be posed as to what this conceptual entity 1is and whether it is a use-
ful explanatory construct. A number of behavioral investigators in-
cluding James, Cooley, Mead, Sullivan, Rogers, and Hilgard have ar-
rived at different formulations of self-concept, and they have virtu-
ally all identified it as a core construct of personality.

William James (1910) was perhaps the first recognized psy-

chologist who emphasized that a person's beliefs about himself will
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influence his decisions and behavior. James identified two aspects
of the self, one im which the self is regarded as a knower, and the
other in which the self is an object of that which is known. This
latter aspect James regarded as including the social self which en-
compassed the views and perceptions others hold of the person,

C. H. Cooley (1902) and George Herbert Mead (1934) conceived
of the self as an entity which develops out of social interaction,
and which is formed by appraisals mirrored by other persons. Cooley
emphasized that language contributes significantly to definition of
self. In particular, he noted that what an individual labels as

self--designated by pronouns such as "I,”" "me," "

mine''--will tend to
produce stronger emotional reactions than what is labeled as nonself.
According to Cooley, it is the interaction of symbols with feeling
that allows for identification of self. Cooley also put forth the
concept of the "looking-glass self," which refers to an individual
perceiving of himself as others perceive him.

G. H. Mead expanded upon Cooley's concept of the "looking-
glass self." Mead postulated the self as a composite of social
roles. According to Mead, internal self-regulation is guided by the
individual's responses to incorporated estimates of ''the generalized

other," i.e., society at large.

Sullivan (1953) also believed that the self arises out of

social interaction. However, rather than focusing on interactions with

"the generalized other," Sullivan emphasized the interactions of the
child with significant others, particularly the maternal love object.

Sullivan noted that the child strives to attain rewards on the basis
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of what is valued by significant others and in so doing, internalizes
those values. The self, or self-system is organized around the in-
ternalized values and around the tendency to fend off anxiety by
means of "security operations."

Rogers (1951) views the self in terms of the relationship of
"the I" and "the me." The "I" refe&s to those inner attitudes,
perceptions, thoughts, and feelings which remain unshared in social
interaction. The "me" refers to the social self, that part of the
personality which is available for public consumption. In Roger's
view, the human need to be accepted by others accounts for the need
to maintain and enhance the self. Threat to the maintenance and or-
ganization of self-concept produces anxiety.

According to Epstein (1973), Hilgard apparently provides in-
teresting and substantial evidence to postulate the existence of a
'self~concept but makes no attempt to identify it. The types of evi-
dence he cites are "continuity of motivational patterns, genotypical
patterning of motives and interpersonal nature of motives'" (p. 406).
Continuity of motivational patterns refers to individuals assessing
themselves as they have in previous times, i.e., seeing that they are
basically the same persons they were the previous year. And geno-
typical patterning refers to the human ability to satisfy a particular
motive by more than one type of action.

Taking these theories into account, Sheirer and Kraut (1979)
make reference to four different component processes which in their

view underlie any basic definition of self-concept. The first com-
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ponent is categorization, in which a person labels him/herself in

terms of social roles and personality traits. The second component
involves learning the socially-ranked desirability of a label, and
this process they term evaluation. The third component is the com-
parative dimension, "for qualities which are potentially quantifi-
able, such as intelligence or athletic skill" (p. 141). The fourth
component is affective. In terms of self-concept the affective com
ponent refers to self-esteem, i.e., the overall feeling of well-being

and self-worth.

The self-esteem component in particular, can be seen as play-
ing a vital role in the relationship of self-concept to success in
general. That is, the social implications of success seem to imply
that self-esteem is conditional upon "success." To quote Erich
Fromm (1947),

Since modern man experiences himself both as the seller and as
the commodity to be sold on the market, self-esteem depends on
the conditions beyond his control. If he is "successful,"

he is valuable; if he is not, he is worthless. (p. 79).

There is some empirical evidence to indicate that in highly
developed persons self-esteem has less to do with factors beyond
one's control, and is more a matter of individual control based upon
creative potential. This was the conclusion reached by Workman and
Stillion (1974) in a correlational study relating Loevinger's model
of ego development to creativity, in which the authors concluded that

the more autonomous levels of ego functioning (associated with in-

creased self-esteem according to Loevinger's model) are positively
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related to creativity, as measured by the Torrance Tests of Creative
Thinking.
Self-esteem, according to Gilmore (1974) appears to be an
essential element in the creative personality. He states:
There is increasing evidence that all genuinely creative persons
have a basic quality of self-confidence, or self-esteem. It is
difficult to explain their possession of such traits as persis-
tence, independence, tolerance for complexity and challenge, and
sensitivity to the environment without the speculation that they
have (or have had) someone close to them who has believed in
them and in whom they have had complete trust and confidence.
Without the assurance that someone, either in reality or fantasy,

believes implicitly in their uniqueness as individuals, such
persons would not be able to accomplish their objectives.

(p. 31)

A number of studies on self-esteem in successful creative
individuals tend to support the general assumption that creative in-
dividuals have a relatively high self-esteem. MacKinnon (1962) found
the most creative group of architects to be more self-confident and
self-assured than subjects in the other groups. Barron (1968) re~
ported similar findings in a study comparing mature professional
writers with student writers. Those in the mature professional group
reported higher levels of aspiration and interests, while those in the
student group were anxious and relatively insecure. Drevdahl (1974)
studies faculty members from university psychology departments and
classified his subjects as creative productive, noncreative productive,
and noncreative non productive. Psychologists in the creative pro-
ductive group were found to be more emotionally secure than those in
the noncreative nonproductive group. Similarly, Bergum (1974) reported

that faculty members with high publication rates perceived themselves
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as more individualistic, independent, and creative than faculty members
with low publication rates.
The results of these studies tend to support what certain
other investigators have discovered concerning the relationship of
self-esteem to artistic creativity and artistic success, namely, that
successful artists maintain a generally more positive self-concept than
unsuccessful artists. This difference is highlighted dramatically by
Simpson (1981) who studied the SoHo art scene in New York. He states:
Artists without obvious success feel that their creativity re-
quires them to maintain at least a symbolic marginality, if not
precariousness, in their lives. The easy references some of
these artists make to suicide plans, to doubts of their own
sanity, to the manic-depressive emotional cycle to which they
say their creativity is tied, and the acute adolescent self-
consciousness to which they refer in everyday conversation as
incantations of marginality. Such self description seems to
enhance the existential vertigo which they feel is necessary to
hold their creative edge. The family and personal lives of the
successful artists, by contrast, are stable retreats from the
public world that verifies their identities as artists. Success-
ful artists may acknowledge the tensions and strains of their
occupation, but they do not parade an existential precariousness
or instability as evidence of their creativity. (p. 66)
Success, according to Simpson, is defined by the young SoHo artist,
as critical recognition and sufficient income. Thus, differences in
self-esteem are not necessarily associated with differences in artistic
ability among successful and unsuccessful SoHo artists, since attainment
of critical recognition and income depend upon additional factors. As
Getzels and Csikszentmihalyi (1976) note, "to be able to earn a live-
lihood and to develop a self-concept as a bona fide artist distinct

from a 'sometime painter,' artistic behavior is not sufficient. One

must be legitimized by the appropriate social institutions" (p. 185).
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Simpson (1981) observed in this regard, that maintaining
the artistic identity involves extreme delay of career gratification
and tolerance for the vicissitudes of the art market. Aﬁd Wheelis
(1958) points out that art is one of the few vocations which is,
"truly knowable only after long experience'" (p. 207). Furthermore,
Wheelis indicates that by the time such knowledge is acquired it is
often too late for the person to easily explore other career options.

In the art world then, it is apparent that extreme pressure is
exerted upon individual self-concept and self-esteem in successful as
well as unsuccessful artists. Although self-esteem is not mentioned
specifically, Getzels and Csikszentmihalyi (1976) note that, none of
the artists interviewed in their 1ongitudinal study felt secure with

what their art could accomplish.

In summary, the aforementioned studies support the view that
creatively successful individuals in art tend to have a more positive
self-concept than less successful individuals in the same fields of
éndeavor. The studies do not lend any conclusive evidence, however,
to the controversy as to whether these individuals are creative be-
cause of positive self-concept, or whether their achievements (or lack
thereof) are what affects most of all, the self-concept which is be-

lieved to influence their behavior.

The Relatjionship of Sex Differences to Artistic Success

The comprehensive attempt to identify a consistent set of

traits or characteristics in any group of individuals involves the
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study of interrelated areas of persomnality. One such area of inquiry
is the biological. The value in discovering individual differences
which are biological in origin derives from undefstanding that such
differences can be considered as specific in the gene pool of our
species. In this regard, the examination of sex differences provides
what Gray (1973) has termed, ". . . an unrivalled clue to the biolog-
ical and physiological bases of human personality and social behavior"
(p. 442).

In terms of the present study it would appear that sex-related
differences in competition and achievement are of primary significance.
Fundamentally, there is a tendency, as Gray has noted, for males to
be the "epideictic" sex, that is, to be concerned with those behaviors
which regulate population density control. He states, however,

", . . there are occasional reversals of sex role in competitive be-
havior, with the female becoming the epideictic sex . . ." (1973,
P. 444).

In men and women the antecedents of competitive behavior are
seen by Bronfenbrenner (1961) as essentially different. He notes that
effective behavior is a function of optimal regulation of affection
and control, which differs for both sexes and involves different risks
in the developmental process.

Along the lines of these theoretical considerations, Foer-
sterling (1980) investigated sex differences in risk taking behavior
as related to probability of success. The study involved 60 makes
and 60 females, all of whom selected tasks which supposedly differed

in objective difficulty. 1In addition to completing the tasks subjects
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were asked to rate their probability of success. Results indicated
that females selected tasks which were objectively easier than the
ones selected by males. These same tasks, however, were perceived
by the female group as subjectively more difficult than those for
males. The conclusions drawn from these results is that females are
more conservative than males in targeting objective probabilities of
success; but females are riskier when subjective probability of suc-~
cess is an indicator of goal attainment expectancy.

Sex-related differences in competition and success such as
those described in the aforementioned study can be viewed as a func-
tion of the need for achievement. Reviewing the literature on sex
differences in McClelland's nAch, Davies (1980) identified as the
principal factor related to women's relative lack of success, the
arousal of nAch by different cues for both sexes. Other factors,
e.g., low level nAch and fear of success, were considered by Davies
as invalid in explaining women's relative lack of success.

Arieti (1976) takes a wholehearted environmentalist position
on the issue as to why there is a striking disparity between men and
women in terms of creative accomplishment. He cites as inadequate and
superficial the anatomic and physiologic studies purporting to demon-
strate a biological inferiority in women.Arieti believes the relative
lack of success in women is purely sociogenic, and he states, "It is
fair to assume that, given equal status and opportunities, they would
have contributed as much as men" (p. 318).

These theoretical and empirical viewpoints are relevant to the

present investigation on artistic success in that, the art profession,
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and for that matter the entire history of art, have been male-
dominated. Addressing themselves to this issue, Getzels and
Csikszentmihalyi (1976) indicate that success in art for women is a
matter of perceptual abilities, whereas for men it is more a matter
of being rewarded for having a certain type of personality. To
quote:
Art teachers seem to appraise a male student on the basis of
long-range possibilities suggested by his personality, rather
than on his perceptual aptitudes; they seem to appraise a female
student on the basis of the perceptual skills she actually dis-
plays. This may reflect a tacit belief that a male student will
develop his aptitudes with time, while a female student who does
not have them to begin with will abandon her aspirations and
settle for more traditional pursuits. (p. 65)

Taking this same basic arguemnt a step further, Wayne (1974)
insists that women artists have been discriminated against throughout
art history because of the romanticization of the male artist per-
sonality. That personality she terms, the demonic image. By this is
meant the myth of the artist as one possessed of mysterious forces
that uncontrollably express themselves in the creative act. According
to this image the male artist is believed to have come into the world
an artist, rather than having developed his creative powers through
intelligence and discipline. As Wayne (1974) states, ". . . the
demonic myth presents the artist as biologically determined--born with
Promethean fires as it were" (p. 108).

According to Wayne, this cultural stereotype provides the
camouflage for male artists to be accepted as quasi-females in female

positions. Thus, for a woman to be successful she needs to present

demonic traits in order to offset the stigma of the feminine mystique.
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In summary, sex-related differences are seen as valuable
clues in understanding the biological basis of personality and social
behavior. The process of socialization involves regulation of af-
fection and control and entails different risks for both sexes. Risk-
taking behaviors in competition and achievement are somewhat different
for males and females both in terms of objective probability and sub-
jective perceptions of selected risks.

Need for achievement in terms of cue arousal, is a crucial
variable in explaining women's relative lack of success. Sociogenic
explanations are essential to understanding the differences in achieve-
ment between men and women.

Sex-related differences in success in the art profession are
viewed mainly as the result of females having been rewarded on the
basis of perceptual ability, and males for having been rewarded for
having a stereotypic personality. This personality is seen as a cul-
tural manifestation of the demonic myth, which allows the male artist
to be accepted as a quasi~female. Whereas, it is believed that the
female artist must counteract the feminine mystique by carrying demonic
markings, in order to be successful at her profession.

The Relationship of Socioeconomic
Status to Artistic Success

One of the most commonly disputed issues pertaining to the
subject of artistic success is that concerning the social class back-
ground and economic level of the artist. The familiar image of the
starving painter struggling to complete a canvas while subsisting on

a meager income is associated with artists such as Van Gogh and
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Munch, and with the Blue Period of Picasso. It is common knowledge
that such artists lived in utter poverty and that some became wealthy
and famous in their own lifetime, while others did not. Indeed,
Picasso and Van Gogh are striking examples of artists with such
radically different 1life histories. We may also speculate as to what
turns the life of Leonardo da Vinci would have taken were it not for
his having a benefactor, The Duke of Milan, Lodovico Sforza.

Such examples provoke inquiry regarding the role of socio-
economic factors in artistic success, and in achievement in general.
In order to evaluate the extent to which socioeconomic status en-
ables one to succeed in our society some clarification is required as
to the nature of social class structure itself,

According to Warner (1960) social class is the result of social
complexity. The social status hierarchy is viewed by Warner as a
structural imperative, necessary for group survival in the face of in-
creased divisions of labor and diverse social units. The presence of
class order is determined by the need for coordination and integration
of these numerous and diverse functions. Warner believes that although
technological advancement is a significant factor in the determination
of class and status orders, it is the values and rules of the social
system that determine the kind of technology and economic institutions
that survive in any nation.

In the United States, as Warner (1960) points out, the Ameri-
can Dream encourages everyone to achieve success regardless of social
class position. Nevertheless, he indicates that certain contradic-

tions exist in the basic tenets of that vision. Specifically, the
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assumptions that we are all equal, and that everyone has a right to
reach the top, are seen as mutually contradictory:

. « o for if all men are equal there can be no top level to aim

for, no bottom one to get away from . . . but only one common

level into which all Americans are born and in which all of them

spend their lives. We all know such perfect equality of position

and opportunity does not exist. (p. 3)
Despite these inherent discrepancies, Warner recognizes the powerful
influence of democratic faith, in terms of its operating to reconcile
the dilemmas of the American Dream. Specifically, Americans have
insisted upon equal rights as citizens, and also have become quite
proud that a great many of their fellow citizens have reached the
peaks of success who began at the bottom of the social hierarchy.
Having sufficient proof that in certain cases, ". . . enough of the
Dream is true to make all of it real" (1960, p. 4), makes it possible
according to Warner for Americans to tolerate and adapt to the dis-
crepant parts of the proposition.

Warner's schema of social stratification lists five specific
classifications. In descending order, they are: (1) the Upper class,
(2) the Upper Middle class, (3) the Lower Middle class, (4) the Upper
Lower class, and (5) the Lower Lower class.

The Upper class is composed of old-family and new-family seg-
ments. Old-family wealth is inherited from three or more generations;
new-family wealth is more recently acquired. Families of the Upper
class are organized into cliques and exclusive clubs.

Below them are members of the Upper Middle class, whose in-

comes are derived primarily from business and professional enterprises.

Members of the Upper Middle class generally aspire to the Upper class.
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The Lower-Middle class is comprised of white-collar and some
skilled blue collar workers. The Upper-Lower class consists of semi-
skilled or unskilled workers. Primarily it is the Lower-Middle group
that is associated with '"the stable working class.”
Finally, the Lower—-Lower class consists of poverty-stricken
people who are perceived by virtually all members of the social classes

above them as "shiftless and lazy."

The life style and value system of the socioeconomic group
within which the family is a functioning unit have been viewed by a
number of investigators (i.e., Douvan and Adelson, 1966; McKinley,
1964), as significant influences upon the potential productivity of
the family members. In this respect, Gilmore (1974) has remarked that,
"the fundamental family relationships in the backgrounds of all