[bookmark: _GoBack]Dr. Gombrich: You don't have any anxiety in front of Leonardo’s famous masterpiece, next slide, that things will fall of the table. But why should the demand have suddenly arisen, that rendered the great addition of Archaic art in antiquity or Medieval art in Florence, open to such criticism, or even ridicule? I've tried to give a tentative answer to this answer for [inaudible 00:00:31] in my book. We want to apply it here very briefly to the parallel development in the Renaissance. It was not the demand for the imitation of nature as such that suddenly seems [inaudible 00:00:44] isn't but the demand for convincing narrative. Not for perfect imitation, but rather for what might be called, "perfect evocation” that sets the process in motion. The pictographically clarity of the Byzantine edition, next slide, is well represented and exemplified by the mosaic of the Sermon of John the Baptiste in the baptistery of Florence, at the end of the détente. 
It served its purpose admirably well of telling the story, but not that of evoking such vivid manner that we could feel we witnessed it. For that we need recognizable people and a recognizable setting as in Rafael's cartoon. Next slide please. Representing a sermon that of Saint Paul in Athens. Here, you can dwell on any details and ask any questions about the building [inaudible 00:01:51] in the background, about the way the listeners reacted. You can feel part of the scene as you may in moments of heightened illusion on the stage. 
Of course, once this demand for the recognizable, convincing, is universal, you can always ask for more. [inaudible [00:02:13] ] acquire [inaudible [00:02:16] ] a painted general addressing his troops and chancellor, a convincing rendering of ginormous [inaudible [00:02:30] Rembrandt - next slide. If I may be very schematic once more, will even regard this as a problem in itself that no longer requires participation through narrative.
Of course, what applies to perspective also applies to [inaudible [00:02:49], to cloth the appearance of life so convincingly in paint that we almost forget the paint and only recognize the meaning, even achievements that can only come to pass after much trial and error. Like perspective, it is a genuine struggle. But these [inaudible [00:03:10] ] to receive other [inaudible [00:03:12] ] demand that arose from the problem of a different time, the problem of narrative. In crisis of conscience [inaudible [00:03:20] ] different end, different problems will arise and they will [inaudible [00:03:28] ] go a different way. Where this clarity [inaudible [00:03:32]-[00:03:37] today, all signs or diagrams- next two slides, it is [inaudible [00:03:43] ] evolution of art.
I think indeed that in strictly [inaudible [00:03:53] ] of context, that the [inaudible [00:03:55] ], the term evolution is more than a loose metaphor. It cannot [inaudible [00:04:02-[00:04:11]  form to function. Follow the process of trial and error, of mutation, and to survival of the fittest. Once the extent of the condition of [inaudible [00:04:23] ] there will be no conforming [inaudible [00:04:28] eliminated by social pressure.
[inaudible [00:04:32-[00:04:36] ] unnoticed. But the evolution of convincing images [inaudible [00:04:42] ] anticipated by nature long before human mind could conceive to his fate. And with [inaudible [00:04:50] ] to the [inaudible [00:04:51] ] of protective coloring and of mimicry of [inaudible [00:04:55] ] form [inaudible [00:04:57] ]. Every [inaudible [00:05:01] ] and as you can see with amazement in [inaudible [00:05:06] ] display, yeah, in fact, it looks exactly like [inaudible [00:05:10-[00:05:16] ] exactly like [inaudible [00:05:17] ]. There are mammoths [inaudible [00:05:20] ][00:05:25] a play of life in their native forest [inaudible [00:05:27] ]. There are some [inaudible [00:05:31] that deceptively imitate [00:05:37 (inaudible)] color of dangerous animals and thus manage to improve their chances of survival. The art historian and [00:05:43(inaudible)] were to work in [00:05:47 (inaudible)]. 
It will make it so, [inaudible 00:05:49] relativity of standard that makes for likeness and recognition. The eye and the brain of the bird, from which protect its coloring must protect the butterfly. [Inaudible 00:06:04] from power. And yet, he can only assume that for both the bird and for us, the butterfly and the leaf have become practically indistinguishable. Their natural link [inaudible 00:06:19] of these butterflies, [inaudible 00:06:22] including ourselves. 
To see now, [inaudible 00:06:28], from [inaudible 00:06:30] variety of taste in art, [inaudible 00:06:34] simplicity. For a man [inaudible 00:06:40], that the shape of art are also a [inaudible 00:06:44] of the evolution of natural [inaudible 00:06:52] in their animal world. 
Clearly, nature's not always naturalistic in this sense. The evolution of some forms in coloring are explained by scientists as deterrent [inaudible 00:07:09] in a more dangerous sense. If the eyes [inaudible 00:07:10] to decline on the wings of [inaudible 00:07:12]. 
If we can believe [inaudible 00:07:16] hypothesis, these [inaudible 00:07:19] should intersect on the paper. If you place them out, [inaudible 00:07:23], more likely to be eaten than your [inaudible 00:07:28] looking at. [inaudible 00:07:32] but it is not accidental, that the [inaudible 00:07:38] stays safe [inaudible 00:07:40] form. [inaudible 00:07:41] are excluded from birds, to the danger of the [inaudible 00:07:46]. A pair of large [inaudible 00:07:49] eyes, [inaudible 00:07:50]. That even I say I'm not naturalistic [inaudible 00:07:56] between the same [inaudible 00:07:57]. 
There are other in the nature of [inaudible 00:08:02] to match it [inaudible 00:08:04] images. [inaudible 00:08:06] of nature. Indeed, there's no reason why [inaudible 00:08:13]. The evolution in art as well as in nature [inaudible 00:08:18] other [inaudible 00:08:20] than that of [inaudible 00:08:22]. May be [inaudible 00:08:26] to describe its respected form [inaudible 00:08:29] thing to do or [inaudible 00:08:33], that's why [inaudible 00:08:36] is more inspiring than [inaudible 00:08:39]. Admittedly, these developments [inaudible 00:08:44]. Those normally there [inaudible 00:08:49]. The [inaudible 00:08:51] nevertheless [inaudible 00:08:53] formally.
One might imagine it was really [inaudible 00:08:59] if certain images [inaudible 00:09:02] were charged with more potency, more [inaudible 00:09:12] than others, and that each [inaudible 00:09:15] was made for their magic power, devised [inaudible 00:09:18] of time. 
And yet, I do not want to overstep. Only [inaudible 00:09:25] between the human heart and the [inaudible 00:09:29] of nature. The comparison to the [inaudible 00:09:32]. In the evolution of natural form, that extends over the [inaudible 00:09:42], you've learned to [inaudible 00:09:44] of the [inaudible 00:09:46]. Nature does not [inaudible 00:09:49], admittedly [inaudible 00:09:53]. It's exactly [inaudible 00:09:56]. We are [inaudible 00:09:58] warmer than [inaudible 00:09:59] rather than [inaudible 00:10:02] our [inaudible 00:10:03] other varieties.
[00:10:05] 
I happen to be an [inaudible 00:10:07]. I believe that the first-- first interaction of the [inaudible 00:10:12] mankind and you too, there was a [inaudible 00:10:16] and other sorts of [inaudible 00:10:21]. We call it [inaudible 00:10:22]. There's a reasonable [inaudible 00:10:25], different from other evolutionary societies [inaudible 00:10:30]. They're [inaudible 00:10:32] but they're not [inaudible 00:10:33]. They're [inaudible 00:10:34], but they're [inaudible 00:10:35], reporting age. It takes [inaudible 00:10:40] who will recognize its imagery. 
In the end of the note, [inaudible 00:10:44] over the [inaudible 00:10:46] to revolutionize [inaudible 00:10:48], the colorful, the right [inaudible 00:10:51]. [inaudible 00:10:52], with only [inaudible 00:10:55], looking from the [inaudible 00:10:57], the peak of recent discovery. 
And here, [inaudible 00:11:01] for the side, tried to give it complete difference from their [inaudible 00:11:06]. If people [inaudible 00:11:11], if it's magic via [inaudible 00:11:13] to comfort the [inaudible 00:11:15] in terms of [inaudible 00:11:18]. 
But contrast to that [inaudible 00:11:22], there are [inaudible 00:11:26] if the public expresses [inaudible 00:11:29]. And for the sample I'll use [inaudible 00:11:37] of the [inaudible 00:11:39], the mythical [inaudible 00:11:40] that's concentrated on color reflections and color [inaudible 00:11:45], as long as they've been a new form of [inaudible 00:11:49]. 
At least the apple, it is not its first look from [inaudible 00:11:56]. The public has to learn to see them, [inaudible 00:12:00] to the public of service, [inaudible 00:12:04]. For he looked at the [inaudible 00:12:07] of [inaudible 00:12:09]. It also recognizes color [inaudible 00:12:11] over the course it's soon to be reversed. 
Instead of [inaudible 00:12:16] who've led to the [inaudible 00:12:19] of [inaudible 00:12:20], learning theory in my youth and to the increasing threat on Visual Relativism [inaudible 00:12:25], the butterfly is the society [inaudible 00:12:29].
[Inaudible 00:12:30] vital for my own soul. That I should be able to [inaudible 00:12:34] the society more closely in psychological terms, "What is going on? When," as the saying goes, "there are big [inaudible 00:12:42] of deceit". [Inaudible 00:12:44] will remember [inaudible 00:12:46], to good will [inaudible 00:12:48], but think of the concept going so well that you cannot [inaudible 00:12:53]. 
[Inaudible 00:12:54], you must feel returned to the fact, the type of [inaudible 00:12:58] it's largely [inaudible 00:12:59] and [inaudible 00:13:01].
But even so, if you pose logically and psychologically, far from a [inaudible 00:13:09]. In fact, the single [inaudible 00:13:14] can hardly ever be identical with those [inaudible 00:13:18] before. They're different and they're [inaudible 00:13:21] transformed a single lie and yet, a familiar [inaudible 00:13:29] shall remain. 
Therefore the [inaudible 00:13:31] at the end discusses some of these [inaudible 00:13:33] under the heading of the [inaudible 00:13:36]. But to [inaudible 00:13:40], that the most [inaudible 00:13:44] are [inaudible 00:13:46] to recognize the familiar [inaudible 00:13:48] are. There's nothing more mobile to our senses than the feeling to [inaudible 00:13:54]. For every blank [inaudible 00:13:57] configuration, there is strong expressive [inaudible 00:13:59].
And yet, we also establish a framework of identity in turn, [inaudible 00:14:06] to all the transformations of a [inaudible 00:14:09], that is beyond the [inaudible 00:14:11], children of [inaudible 00:14:12]. Here, among the less [inaudible 00:14:17], are of [inaudible 00:14:20].
[Inaudible [00:14:22 - 00:14:35] 
If I'm right... (deep sigh) here, even unconscious recognition is a much more complex [inaudible 00:14:44] than nearly [inaudible 00:14:46] of a stack of [inaudible 00:14:48]. You scan the work of an unfamiliar, but you can already [inaudible 00:14:54] because you've learned to cloth the familiar in terms of behavior and [inaudible 00:15:00].
[00:15:01] 
Upset those and you upset the forces of the [inaudible 00:15:06]. The recognition of faces [inaudible 00:15:07] of crazy that they can find [inaudible 00:15:10], re-refer to what you say is to be an [inaudible 00:15:15] stranger. [Inaudible 00:15:17] much like the hairstyle of the girl or at [inaudible 00:15:22] and recognition will be unfortunately difficult that at least I have sometimes found much to my embarrassment when my students turned up in form [inaudible 00:15:34]...
[Inaudible 00:15:35 - 00:15:45] 
These in Greek terms [inaudible 00:15:47] society, that art has always tended to flee into the most stable [inaudible 00:15:55] and that a [inaudible 00:15:56] can look unblinking for a force of reaction of recognition [inaudible 00:15:59]. If only it can [inaudible 00:16:02] vital cues. [Inaudible 00:16:04] also understand of it that it picks the [inaudible 00:16:07] were, to [inaudible 00:16:09] and needed first for the reason and then the fact check. 
[Inaudible 00:16:16] Next slide. If the [inaudible 00:16:20] invariant, forward we are asked to look and thus manages to produce a convincing formula. Of course, you can, however an [inaudible 00:16:33] things that are invariant. We have never used for the courses of [inaudible 00:16:38] and thus, forcibly or [inaudible 00:16:41] would have preferred to overlook. 
We then say that the [inaudible 00:16:49] has made us see the different differences that they're composed to [inaudible 00:16:54] or perhaps [inaudible 00:16:56] of [inaudible 00:16:57].
If you can restart it and that that's supposed to look for the solution of the problem of the [inaudible 00:17:03]. But [inaudible 00:17:05] formed with the direct [inaudible 00:17:06], with that [inaudible 00:17:07] before. I'd like to proceed a little more slowly and systematically in producing a number of [inaudible 00:17:14]. 
The first [inaudible 00:17:16] is really against my interest but I believe it's against the cycle of [inaudible 00:17:21]. I must slightly review the importance, generally, attached to the artist and the painter in the courses of discovery by [inaudible 00:17:31] that they're from [inaudible 00:17:33]. It is true, of course, that being professionally concerned with little experience and artist [inaudible 00:17:42] in the discovery of unexpected [inaudible 00:17:46]. But there's no infringe of [inaudible 00:17:50] quite of discovery need it impose it in paint other than words. 
Our [inaudible 00:17:57] schedule [inaudible 00:17:58] in poems. It was only 1793, [inaudible 00:18:03] to determine [inaudible 00:18:04], its [inaudible 00:18:07] of equality [inaudible [00:18:09] dealing with a phenomenon of color schedules, and [inaudible 00:18:13] in the most interesting [inaudible 00:18:16] in comparison ever [inaudible 00:18:18] to paper. He had been running out of color schedules as he ran out of butterflies as a boy. 
Least to that, [inaudible 00:18:27] of a generous stranger to notice these things. Because if we [inaudible 00:18:32] our judgement, which are based from different [inaudible 00:18:35], their [inaudible 00:18:37] judgement is the pinnacle to a certain extent, [inaudible 00:18:41] a certain age. It becomes hardly possible to separate them.
It is for this reason he continues his bad [inaudible 00:18:50] of strangers, may end their entire fate all over the [inaudible 00:18:54] color. We are unable to realize that there could be blue, green, yellow and brown schedules in a human face. This of course, [inaudible 00:19:06] some 70 years before [inaudible 00:19:09] made by the impression. I think it's that furthering our study of [inaudible 19:15] discovery, if we accept it with distinction between change of interest and change of perception. At least without interest, once aroused, [inaudible 19:25] should notice things he hadn't noticed before. [inaudible 19:29] says it's not much of a problem here. It can start happening all the time.
If you want to buy a new car, you probably notice cars in their pieces that otherwise you would overlook. If you read about [inaudible 19:43] and symmetry, you'll become aware of the deviation function [inaudible 19:47] that you have never noticed before. Some of these fluctuations are superficial and transitory, others are more permanent. [inaudible 19:57] arouses interest in a vintage car. Old cars will require a new look. Collectors should make note that paying high prices for a particular type of old trash can, we begin to look at trash cans on our way to the office. Clearly, art is a primary source of such novel interest.
Contemporary artists such as Rauschenberg have become fascinated by the patterns and textures of decaying walls. Next slide please. If there are torn posters and [inaudible 20:32]. Though I happen to dislike Rauschenberg, I notice to my [inaudible 20:39] that I cannot help being aware of such facts in a different way, since I notice changing. Perhaps if I disliked [inaudible 20:46] less, then I [20:48] would have [20:49] more quickly. [inaudible 20:50] emotionally [inaudible 20:51], positive or negative, certainly favors attention and recognition. And yet I would think this experience of noticing things because artists' [inaudible 21:03] attention to motif differ, from recent discoveries, at least in [inaudible 21:09]. Let me give you an example of such a discovery that happened also to me recently.
It may sound trivial enough when I decided, but it will show that the function of art is not confined to representational paintings. Artists [inaudible 21:26] very simple black and white checkerboard patterns. And they are taking a dab of water from the tap to the table, and suddenly notice the delightful and interesting distortion of the pattern, visible to the person with the jar. Had never seen this transformation before, so I must have [inaudible 21:46] hundreds of times. And suddenly I recognize that [inaudible 21:52] why I saw it now. And it's [inaudible 21:56], a painter will steer my interest and perception, and he will experiment with [inaudible 22:05]. I have looked at [inaudible 22:09] one of these paintings in which illusion of space implies the [22:13] distortion of a checkered pattern. It was a classic case of what might be called an inverse recognition.
Recognition, the recognition not of reality in a painting, but of a painting in reality. Clearly it was interest that had triggered it off. Without this, I might have taken hundreds of thousands of more glasses from the tap to the kitchen table without noticing the appearance of the floor through the bottom of the glass. Without noticing, not without seeing. So of course I've seen the pattern before, the stimuli, it reached my retina, my visual cortex. But I had [inaudible 22:52] to the millions of other impressions that impeded when I move through the world.
I trust you see the difference [23:01]. Rauschenberg may have created an interest in old billboards, a possible motif of artistic attention. [inaudible 23:09] he has really made me see something I hadn't consciously seen before. It also enables me to recall it. I suppose we might say he has unwittingly provided a code in which [inaudible 23:24] could be coded [inaudible 23:26] enables me to isolate habitually from a concept. I have experienced the [inaudible 23:33] recognition when I saw the painting, I recalled in this unexpected realistic setting.
To understand this kind of visual discovery therefore, we must probably turn to the effect of isolation from context, not only in art, but also in our everyday life.
From isolation breaks off familiarity, and thus transforms experience. Take the example of our familiar room. Anybody who has ever moved house can tell how unfamiliar that all the rooms can look when emptied of furniture. Not only unfamiliar but surprisingly different. It's really sad things have changed, what with all the [inaudible 00:24:17] and cozy place seems so shrunk to a small cell. Admit the demolition firm, break down the wall, and visit the foundations of your house for the last time and they will look tiny in relation to the source landscape.
What was once a comfortable framework for your absence as you moved from the easy chair to your bookshelf is now a speck on the [inaudible 00:24:40]. The context completely transforms the experience. Yet it would be quite misleading to say you had never looked at your room before or you had never known its real side. Your experience of familiarity was as real as the [inaudible 00:24:57] of your unfamiliar experience with familiarity. As far as images are concerned, the most convincing demonstration of this effect of context, context comes not from art but from photography.
We all know that not all snapshots look convincing. Some isolate the phase of the movement, [inaudible 00:25:18] context, and look surprisingly unreal in consequence. Next two slides. The picture of two boxers [inaudible 00:25:26] to the rope is an example. Other give such a deep [inaudible 00:25:32] that they look surprising and almost unbelievable, as does the picture on the other screen. Does it therefore make sense to say that this is what we really see in such a situation? Yes and no.
In the action of [inaudible 00:25:49], can we store familiarity? We have the technical means now to put the surprising facts to the test. In [inaudible 00:25:57], the temporal and spacial contexts prove closely simulate the experience of the real world [inaudible 00:26:04] from finding [inaudible 00:26:06 to 00:26:07] unrealistic. We tend to duck or blink if the object appears to approach us so closely. One answer to the question how the same image can be both veritably correct and yet unfamiliar lies solely in the effect of isolation. 
We can here return to the famous [inaudible 00:26:29] of the impressions. In [inaudible 00:26:32] novel [00:26:34], the painter’s rather simpleminded wife ventures to criticize him for painting a popular [inaudible 00:26:41] blue. He makes her look at the most [inaudible 00:26:44 to 00:26:45] and notice the delicate blue of the foliage in the Monet. It was true that the tree was the only blue [inaudible 00:26:53] and yet he didn't quite defeat. He blamed reality. There couldn't be any blue trees in nature. Was he so stupid? [inaudible 00:27:04] of familiarity like that of everyone was grounded on a knowledge of invariance on what [inaudible 00:27:11] called [inaudible 00:27:12 to 00:27:14] memory color.
Psychologists since the time of Goethe and Lichtenberg at least use artificial means for defeating this mechanism, breaking down the interactional cues and isolating the sensation as far as this can ever be done. They used what is called a reduction screen for battling down the [inaudible 00:27:35] and demonstrating, for instance, the degree to which an illuminated surface changes its appearance as we tilt or move it in relation to the light source. A reduction screen is really little less than some piece of cardboard with a hole in it, to which we only see an isolated cut. 
Naturalistic painters have always used reduction in one way or another to break down the constancies. They try to isolate and half tilt their eyes for this very purpose. But obviously if they isolate [00:28:12] the context or compensate for its absence, we do not experience [inaudible 00:28:18] surprise. The correct placing of the right values results in recognition as we have seen. There are both natural and artistic limits to the restoration and hence the shock of surprise. 
If the surprise, however, results in interest, it can all be made to [inaudible 00:28:38] for these colored shadows for other effects seen in paintings [inaudible 00:28:42]. It shall not need a reduction screen. Interest and attention will do the isolation fine. And the isolation can really lead to transformation, or if you prefer a more emotive word, to the transfiguring of reality. 
And yet in this is not the whole story. For something more interesting might intervene to assist transformation to isolation. Briefly, I think that isolation increases ambiguity. It is a well-known fact that it is only the interaction of [inaudible 00:29:15] that allows us to infer whether an object is to be interpreted as large and distant or small and close by, or whether it changes deviation from a plane as solid or hollow. In a sense, the code of painting is more ambiguous than the familiar world we live and move in. It is open to the painter to minimize this ambiguity or to rub our nose into it, showing us what isolation can do to un-familiarize the world.
It can impose a reading that fits these ques, though we may never have thought of it. Here becomes closer to novel modes of seeing. This may produce a shock of recognition. Take any ambiguous blob. That is the notorious rabbit or duck, next slide. Which I also use in my book. Here the verbal pointers suffice to draw attention to the alternative reading. You can see this as a duck or a as a rabbit with ears. But visual pointers may do the trick even better. 
I haven't made an experiment, but I would predict that you could bring about the transformation merely by changing the visual context, either spatially by drawing a duck pond or a rabbit warren around the plot or temporally by showing the subject a series of pictures of rabbits before projecting the ambiguous image. In which case what we call "mental state" will surely do the trick and determine the reading. It would be fascinating to go on from here and watch the final [inaudible 00:30:53] from inter-presentation to projection. In our blob, there still is an objective anchorage for the reading of either rabbit or duck. You might systematically review this anchorage and still make your subject project an expected image, provided their initial conviction and desire is strong enough. 
For there is a natural transition here from interest to mental state and tends to projection. The hungry rabbit catcher is to scan the fields for his glory with such intensity that a clod of earth or a clump of leaves may tempt him unless he has learned to hold his imagination in check.
[silence 00:31:37 to 00:32:08]
 
 
 
 


