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The awards issue of the American Psychologist recognizes the
important contributions to psychology made by some of the most
distinguished members of the American Psychological Associa-
tion. The recognition of excellence is important in art as well as in
psychology. The cover artist this month, Henry Moore (1898–
1986), is one of the most distinguished sculptors of the 20th
century, and his work has been honored by some of the most
prestigious awards of the art world. King and Queen, the work
featured on the cover of this issue, is one of his most impressive
works.

The concept of royalty is an ancient one. Moore’s King and
Queen was inspired by his admiration of a sculpture of an Egyptian
royal couple exhibited in the British Museum. Although Moore
studied medieval and primitive sculpture, his artistic contribution
was his synthesis of abstract and representational forms. Born the
seventh son of a coal miner in Castleford, England, Moore had a
happy childhood. He began his study of art at the Leeds School of
Art and subsequently studied and taught at the Royal College of
Art in London. Clearly the human form interested him most
intensely, and early in his career as a sculptor he attempted to wed
the forms of ancient cultures with the more innovative styles of the
20th century.

Moore also looked to nature to supply him with form and
movement. Early in his career he created abstract forms whose
validity derived from their familiarity. For example, in 1934 he
carved from pynkado wood a work that he called Two Forms. One
of the pieces looks somewhat like an egg with one unusually
shaped end. The other piece appears to be hovering over the “egg,”
perhaps like a parent protecting its young. The effect is a synthesis
of abstract form and surrealist, psychological imagery.

During the late 1920s and throughout the 1930s, Moore’s
creative imagination made use of the biomorphic forms of the
Surrealist art movement and the organic forms found in the art of
Arp, Brancusi, and Picasso. In the late 1930s, after having carved
Two Forms, Moore wrote that

the meaning and significance of form itself probably depends on
the countless associations of man’s history. For example,
rounded forms convey an idea of fruitfulness, maturity, probably
because the earth, women’s breasts, and most fruits are rounded,
and these shapes are important because they have this back-
ground in our habits of perception. I think the humanist organic
element will always be for me of fundamental importance in
sculpture, giving sculpture its vitality. (Barr, 1954, p. 148)

According to Valerie Fletcher of the Hirshhorn Museum and
Sculpture Garden, “this ambiguity between abstraction and repre-
sentation, art and nature, lies at the root of Moore’s art”
(Fletcher, 1995).

Moore’s art changed during the 1940s in reaction to the
trauma of World War II. He spent many hours sketching his
companions in the bomb shelters in London. In this time of high
stress, he was impressed with the way in which people were tak-
ing care of one another. The endurance and strength of ordinary
Londoners under such severe circumstances affected him deeply,
and he consciously turned to the human figure and developed a
style that celebrated such themes as courage, dignity, love, and
motherhood. During the ensuing two decades, from 1940 to
1960, Moore created a style that fused organic and human sub-
jects. His sculptures were infused with a flow and an organic
rhythm that surges from within, suggesting a strong life force.
After 1960, Moore departed once again from his more figurative
images. His preferred motif became the reclining figure, and he
resumed working with the more abstract biomorphic style that he
had first developed in the 1930s (Fletcher, 1995).

The royal couple shown on the cover are seated, the king
with one arm in his lap and the queen with both hands clasped
gently in her lap. They are seated not on a throne but rather on a
humble bench. The bench is open and airy, not solid and dense.
The couple’s shapes are flattened, leaflike forms. The female
seems more relaxed than her male partner, who appears more
stiff and tense. The humblest part of the body is quite visible:
Their feet are bare and firmly planted on the earth or its sculp-
tural equivalent. They are not garbed in royal robes; drapery cov-
ers their laps, and their torsos and chests appear unclothed. Al-
though there is naturalism to their forms, their heads are
somewhat bizarre; the king’s head, beard, and crown seem fused.
Their masklike faces make them “everyman”—belonging to the
world and to no particular culture. This royal couple raises hu-
manity to its highest level. They are royalty in the larger sense.

Moore’s prominence and influence were such that at his
death, he was synonymous with modern sculpture. He is
considered by many to be the most renowned sculptor of
the 20th century.
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