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Style

By MEYER SCHAPIRO

I

B sTYLE 15 meant the constant form—
and sometimes the constant elements,
qualities, and expression—in the art of
an individual or a group. The term is
also applied to the whole activity of an
individual or society, as in speaking of
;(;‘hf”e-style” or the “style of a civiliza-

n.
For the archeologist, style is exempli-
gd In a motive or pattern, or in some
directly grasped quality of the work
of art, which helps him to localize and
tio;es t{)le work and to establish connec-
- et;veen groups of works or be-
e tCrll tures. Style here is a sympto-
hes of ait, like the nonaesthetic fea-
i aI(lﬁ art1fact_. It is studied more
o saka agnostic means than for its
of Culture a;' an important constituent
e e. For deahgg with style, the
ad o gist has relatively few aesthetic

Physiognomic terms,

%segtigie hg#onan of art, style is an
Studies itso i]ect of investigation. He
'e'history allllr(lieihconespondenc.es, its
Mation, o e e problems of its for-
2 eriterio ange. He, too, uses style
igin of 1 of the date and place of
relwsrks’ and as a means of
; uta 'I(EHShlPS between schools
Ystem of 4, e St}_’le is, above all, a
Meaningf, ] Tms with a quality and a
the Pe;gsolil 1E}Xpression through which
road ouﬂsoll:y ?f the artist and the
tis algg o O a group are visible.
vehicle of expression within

the group, communicating and fixing
certain values of religious, social, and
moral life through the emotional sug-
gestiveness of forms. It is, besides, a
common ground against which innova-
tions and the individuality of particular
works may be measured. By consider-
ing the succession of works in time and
space and by matching the variations
of style with historical events and with
the varying features of other fields of
culture, the historian of art attempts,
with the help of common-sense psychol-
ogy and social theory, to account for
the changes of style or specific traits.
The historical study of individual and
group styles also discloses typical stages
and processes in the development of
forms.

For the synthesizing historian of cul-
ture or the philosopher of history, the
stvle is a manifestation of the culture
as a whole, the visible sign of its unity.
The style reflects or projects the “inner
form” of collective thinking and feeling.
What is important here is not the style
of an individual or of a single art, but
forms and qualities shared by all the
arts of a culture during a significant
span of time. In this sense one speaks
of Classical or Medieval or Renaissance
Man with respect to common traits dis-
covered in the art styles of these epochs
and documented also in religious and
philosophical writings.

The critic, like the artist, tends to
conceive of style as a value term; style
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as such is a quality and the critic can
say of a painter that he has “stylf or
of a writer that he is a “stylist. Al-
though “style” in this normative sense,
which is applied mainly to individual
artists, seems to be outside the scope
of historical and ethnological studies
of art, it often occurs here, too, and
should be considered seriously. It is a
measure of accomplishment and there-
fore is relevant to understanding of
both art and culture as a whole. Even
a period style, which for most histori-
ans is a collective taste evident in both
good and poor works, may be regarded
by critics as a great positive achieve-
ment. So the Greek classic style was,
for Winckelmann and Goethe, not sim-
ply a convention of form but a culmi-
nating conception with valued qualities
not possible in other styles and appar-
ent even in Roman copies of lost Greek
originals. Some period styles impress us
by their deeply pervasive, complete
character, their special adequacy to
their content; the collective creation of
such a style, like the conscious shaping
of a norm of language, is a true achieve-
ment. Correspondingly, the presence of
the same style in a wide range of arts
is often considered a sign of the inte-
gration of a culture and the intensity of
a high creative moment. Arts that iack
a particular distinction or nobility of
style are often said to be style-less, and
the culture is judged to be weak or
de?adent. A similar view is held by
phllosophers of culture and history and
by some historians of srt,

Common to all these approaches are
:.::lai assumptions that every style is pe-
culiar to a period of a culture and that,
In a given culture or epoch of culture
there is only one style or a limited
range of styles. Works in the style of
one time could not have been produced
in another. These postulates are sup-
g:rted by the fact that the connection
frotr‘:e:nf;vswle and a period, inferred

examples, is confirmed by
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objects discovered later. Whenever j
is possible to locate a work throyg
nonstylistic evidence, this evidence
points to the same time and place as
do the formal traits, or to a culturally
associated region. The unexpected ap
pearance of the style in another region
is explained by migration or trade, The
style is therefore used with confidence
as an independent clue to the time and
place of origin of a work of art. Build-
ing upon these assumptions, scholars
have constructed a systematic, although
not complete, picture of the temporal
and spatial distribution of styles
throughout large regions of the globe.
If works of art are grouped in an order
corresponding to their original positions
in time and space, their styles will show
significant relationships which can be
co-ordinated with the relationships of
the works of art to still other features
of the cultural points in time and space.

II

Styles are not usually defined in 2
strictly logical way. As with languages
the definition indicates the time and
place of a style or its author, of the
historical relation to other styles, rather
than its peculiar features. The char-
acteristics of styles vary contlr.luo"lsb'
and resist a systematic classification into
perfectly distinct groups. It 1s.m61‘;
ingless to ask exactly when ancient
ends and medieval begins. There 2
of course, abrupt breaks and reactions
in art, but study shows that here, 100
there is often anticipation, b]endmg-
and continuity. Precise limits are sqgil .
times fixed by convention for SlflnP <o
in dealing with historical prob e?e "
in isolating a type. In a stream © =,
opment the artificial divisions rrizs)’ !
be designated by numbers—Sty e
III. But the single name glvenonds to
style of a period rarely corresp char
a clear and universally acce%tirect o
acterization of a type. Yet ed work
quaintance with an unanalyZ

Style

gat vill often permit us to recognize
other object of the same origin, just
& we recognize a face to be native or
freign. This fact points to a dggree of
onstancy in art that is Ehe basis of all
nvestigation of style. l’hrou_gh care-
il description and comparison and
tirough formation of a richer, more
ehned typology adapted to the con-
tuities in development, it has been
possible to reduce the areas of vague-
aess and to advance our knowledge of
les,

StyA]though there is no established
swstem of analysis and writers will stress
one or another aspect according to their
viewpoint or problem, in general the
description of a style refers to three
apects of art: form elements or mo-
tives, form relationships, and qualities
(including an all-over quality which
¥e may call the “expression”).

This conception of style is not arbi-
tury but has arisen from the experience
of mvest1‘gation. In correlating works
the::t}rrnth an individual or culture,

ee aspects provide the broad-
at most Sta.ble, and therefore most re-
- Xﬁiecnrtlt‘izlal-ngéley are also the most

g 0 i the same dogree far 1
“eWpoints, Technique. s b'g 5 s
2 materia) g, % , subject matter,
tin gyoy ay be characteristic of
Frr b% inpls (éf Wo'rks and will some-
Dore of cluded in definitions; but

ar (tm these features are not so
forma) ang the lfll‘t .Of a period as the
Dinggine aq:ila {’Eiatlve ones. It is easy
Ltk ecided change in mater-
Mt b‘l %, or subject matter accom-
form, };I}Illtﬂe change in the basic
then ghe ere these are constant, we
sive tg erve that they are less respon-
NEW apHctin s pon
StOﬂMutﬁn artl_Stlc amms. A method of
than the SCEI ‘;Vl]} change less rapidly
Where  pogi- ok S OF architect’s forms.
echnlque does incid q
e ESi0N of g gy ' coincide with
does of e teck 'ty g, it is the formal
“Perations as SuCﬁlque rather than the
at are important
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for description of the style. The materi-
als are significant mainly for the tex-
tural quality and color, although they
may affect the conception of the forms.
For the subject matter, we observe that
quite different themes—portraits, still
lifes, and landscapes—will appear in the
same style.

It must be said, too, that form ele-
ments or motives, although very strik-
ing and essential for the expression, are
not sufficient for characterizing a style.
The pointed arch is common to Gothic
and Islamic architecture, and the round
arch to Roman, Byzantine, Roman-
esque, and Renaissance buildings. In
order to distinguish these styles, one
must also look for features of another
order and, above all, for different ways
of combining the elements.

Although some writers conceive of
style as a kind of syntax or composi-
tional pattern, which can be analyzed
mathematically, in practice one has
been unable to do without the vague
language of qualities in describin
styles. Certain ~features of light an
color in painting are most conveniently
specified in qualitative terms and even
as tertiary (intersensory) or physiog-
nomic qualities, like cool and warm, gay
and sad. The habitual span of light and
dark, the intervals between colors in a
particular palette—very important for
the structure of a work—are distinct
relationships between elements, yet are
not comprised in a compositional sche-
ma of the whole. The complexity of a
work of art is such that the description
of forms is often incomplete on essen-
tial points, limiting itself to a roug}l
account of a few relationships. It is
still simpler, as well as more r-elevz?nt
to aesthetic experience, to distinguish
lines as hard and soft than to give meas-
urements of their substance. For pre-
cision in characterizing a style, these
qualities are graded with respect to
intensity by comparing different ex-
amples  directly or by reference to 2
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standard work. Where quantitative
measurements have been made, they
tend to confirm the conclusions reached
through direct qualitative description.
Nevertheless, we have no doubt that,
in dealing with qualities, much greater
precision can be reached.
Analysis applies aesthetic concepts

current in the teaching, practice, and
criticism of contemporary art; the de-
velopment of new viewpoints and prob-
lems in the latter directs the attention
of students to unnoticed features of
older styles. But the study of works of
other times also influences modern con-
cepts through discovery of aesthetic
variants unknown in our own art. As
in criticism, so in historical research,
the problem of distinguishing or relat-
in% two styles discloses unsuspected,

subtle characteristics and suggests new
concepts of form. The postulate of con-

tinuity in culture—a kind of inertia in

the physical sense—leads to a search for

common features in successive styles
that are ordinarily contrasted as op-
posite poles of form; the resemblances
will sometimes be found not so much
in obvious aspects as in fairly hidden
ones—the line patterns of Renaissance
compositions recall features of the older
Gothic style, and in contemporary ab-
stract art one observes form relation-
§h;ps like those of Impressionist paint-
ing.
The refinement of style analysis has
come .about in part through problems
in which small differences had to be
disengaged and described Precisely.
E:_rar{xples are the regional variations
within the same culture; the process of
historical development from year to
year; the growth of individual artists
and the discrimination of the works of
master and pupil, originals and copies,
In these studies the criteria for dating
and attribution are often physical or
‘Dal-matters of small g tomatic
detail-byt here, too, the ge);:rpal trend

been to look for fea-

tures that can be formulated i both
structural and expressive-physiogmmjc
terms. It is assumed by many studep
that the expression terms are gl trans-
latable into form and quality terms
since the expression depends on parﬁo’
ular shapes and colors and will be mod-
ified by a small change in the latter,
The forms are correspondingly regard-
ed as vehicles of a particular affect
(apart from the subject matter). But
the relationship here is not altogether
clear. In general, the study of style
tends toward an ever stronger corre-
lation of form and expression, Some
descriptions are purely morphological,
as of natural objects—indeed, ornament
has been characterized, like crystal,
in the mathematical language of group
theory. But terms like “stylized,” “ar-
chaistic,” “naturalistic,” “mannerist”
“baroque,” are specifically human, re-
ferring to artistic processes, and imply
some expressive effect. It is only by
analogy that mathematical figures have
been characterized as “classic” and
“romantic.”

11

The analysis and characterization pf
the styles of primitive and early his
torical cultures have been strongly in-
fluenced by the standards of recent
Western art. Nevertheless, it may be
said that the values of modern art have
led to a more sympathetic and objective
approach to exotic arts than was pos
sible fifty or a hundred years ago.

In the past, a great deal (.)f primitive
work, especially representation, was ¢
garded as artless even by sensitive Pef:
ple; what was valued were mainly )
ornamentation and the skills of Pntg"t
tive industry. It was believed 1:5
primitive arts were childlike a.tteli_‘tp
to represent nature—attempts disto .
by ignorance and by an irrational 00e
tent of the monstrous and grotesq¥ h
True art was admitted only in the hig
cultures, where knowledge of 12
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combined with a rational
mvﬁh brought beauty and de.-
grm to the image of man. Qreek art
ud the art of the Ttalian ng}l Rgn-
dsince were the norms for ]udglrng
J art, although in time the classic
guse of Gothic art was accepted.
Ruskin, who admired Byzantine works,
ould write that in Christian Europe
dme “pure and precious ancient art
wiss, for there is none in America,
wee in Asia, none in Africa.” From
sicha viewpoint careful discrimination
o primitive styles or a penctrating
study of their structure and expression
ws hardly possible.

With the change in Western art dur-
ing the last seventy years, naturalistic
epresentation has lost its superior sta-
b, Basic for contemporary practice
ad for knowledge of past art is the
teoretical view that what counts in

ut are the elementary aesthetic
mponents, the qualities and relation-
sips of the fabricated lines, spots, col-
™, and surfaces. These have two char-
aCteH_Stics: they are intrinsically ex-
PEsive, and they tend to constitute a
Sherent whole, The same tendencies

00 erent and expressive structure are

- lll)lritv};ﬁe ;;tds zf) r?tli Ii:tuléures. '(Il‘her(;

; r mode o
Kﬁe;?h(’;l (although the greatest
. Y, Tor Teasons obscure to us,
atjs POSS}lfb;: ige;t;‘ms S}?’les ). Perfect

e, A style is liky u1 ject matter or
2 internq] ¢ a language, with

s Orc}er and expressiveness,

Sate ngleit‘.]afIl‘i(ils intensity or .de]icacy
Bim thyt " approach is a rel-
Ndgment of L e_XCIUde absolute

d ents no, .VaIUe;_ it makes these
“’Ol%(m b aP SS&blg within every frame-
e, Such izn oning a fixed norm of
g ar:as are accepted by most
i gy i today, although not ap-

2 resyly ome} conviction,
dren and .o oven the drawings

Psychotics, have be.-

come accessible on a common plane of
expressive and form-creating activity.
Art is now one of the strongest evi-
dences of the basic unity of mankind.

This radical change in attitude de-
pends partly on the development of
modern styles, in which the raw materi-
al and distinctive units of operation—
the plane of the canvas, the trunk of
wood, tool marks, brush strokes, con-
necting forms, schemas, particles and
arcas of pure color—are as pronounced
as the clements of representation. Even
before nonrepresentative styles were
created, artists had become more deep-
ly conscious of the aesthetic-construc-
tive components of the work apart from
denoted meanings. o

Much in the new styles recalls primi-
tive art. Modern artists were, in fact,
among the first to appreciate the works
of natives as true art. The development
of Cubism and Abstraction made the
form problem exciting and helped to
refine the perception of the creative in
primitive work. Expressionism, with its
high pathos, disposed our eyes to the
simpler, more intense modes of expres-
sion, and together with Surrealism,
which valued, above all, the irrational
and instinctive in the imagination, gave
a fresh interest to the products of
primitive fantasy. But, with all the ob-
vious resemblances, modern paintings
and sculptures differ from the primitive
in structure and content. What in
primitive art belongs to an established
world of collective %)eliefs and symbols
arises in modern art as an individual
expression, bearing the marks of a free,
experimental attitude to forms. Modern
artists feel, nevertheless, a Splrltl%al kin-
ship with the primitive, who is now
closcr to them than in the past becau-se
of their ideal of frankness and intensity
of expression and their des.ire for a sim-
pler life, with more effective participa-
tion of the artist in collective occasions
than modern society allows.

Onec result of the modern develop-
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ment has been a tendency to slight the
content of past art; the most realistic
representations are contemplated as
pure constructions of lines and colors.
The observer is often indifferent to the
original meanings of works, although
he may enjoy through them a vague
sentiment of the poetic and religious.
The form and expressiveness of older
works are regarded, then, in isolation,
and the history of an art is written as
an immanent development of forms.
Paralle]l to this trend, other scholars
have carried on fruitful research into
the meanings, symbols, and iconograph-
ic types of Western art, relying on the
literature of mythology and religion;
through these studies the knowledge
of the content of art has been consider-
ably deepened, and analogies to the
character of the styles have been dis-
covered in the content. This has strength-
ened the view that the development of
forms is not autonomous but is con-
nected with changing attitudes and in-
terests that appear more or less clearly
in the subject matter of the art. ’

v

Students observed early that the
traits which make up a style have a
quality in common. They all seem to be
marked by the expression of the whole,
or there is a dominant feature to which
the elements have been adapted. The
parts of a Greek temple have the air
of a family of forms. In Baroque art, a
taste for movement determines the
loosening of boundaries, the instabili
of masses, and the multiplication of
lar;lge contrasts. For many writers 5
style, whether of an individua) or a
group, is a pervasive, rigorous unity.
Investigation of style is often a search
for hidden correspondences explained
by an organizing principle which deter-
mines both the character of the parts
and t.he Patterning of the whole,

This approach is supported by the
experience of the student in identifying

a style from a small random fragment,
A bit of carved stone, the profile of 4
molding, a few drawn lines, or a single
letter from a piece of writing often pos-
sesses for the observer the quality of
the complete work and can be dated
precisely; before these fragments, we
have the conviction of insight into the
original whole. In a similar way, we
recognize by its intrusiveness an added
or repaired detail in an old work. The
feel of the whole is found in the small
parts.

I do not know how far experiments
in matching parts from works in dif-
ferent styles would confirm this view.
We may be dealing, in some of these
observations, with a microstructural
level in which similarity of parts enly
points to the homogeneity of a style or
a technique, rather than to a complex
unity in the aesthetic sense. Although
personal, the painter’s touch, described
by constants of pressure, rhythm, ?n]d
size of strokes, may have no obwqus
relation to other unique characteristics
of the larger forms. There are styles ib
which large parts of a work are con-
ceived and executed differently, with-
out destroying the harmony of the
whole. In African sculpture an exceed
ingly naturalistic, smoothly carved head
rises from a rough, almost shapeles
body. A normative aesthetic might re-
gard this as imperfect work, but i
would be hard to justify this view. {;
Western paintings of the fifteen
century, realistic figures and landscapes
are set against a gold backgrOU_“.t_
which in the Middle Ages had 2 spi”
ualistic sense. In Islamic art, as in C€F
tain African and Oceanic stylef, ft(;:rms
of great clarity and simplicity in ! 52
dimensions—metal vessels and anime®
or the domes of buildings—have %“i;
faces spun with rich mazy patternsc,on’
Gothic and Baroque art, on the s
trary, a complex surface treatmed o
associated with a correspondingly &
plicated silhouette of the whole
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fomanesque art the Proportions of fig-
wes are not submitted to a single
cnon, as in Greek art, but two or thrge
disinct systems of proportioning exist
even within the same sculpture, varying
vith the size of the figure.

Such variation within a style is also
known in literature, sometimes in great
works, like Shakespeare’s plays, where
verse and prose of different texture oc-
ar together. French readers of Shake-

e, with the model of their own
chassical drama before them, were dis-
tubed by the elements of comedy in
Shakespeare’s tragedies. We understand
this contrast as a necessity of the con-
tent and the poet’s conception of man—
the different modes of expression per-
i to contrasted types of humanity—
but a purist classical taste condemned
this as inartistic. In modern literature
both kinds of style, the rigorous and
the free, coexist ‘and express different
Yewpoints. It is possible to see the
posed parts as contributing elements
ma whole that owes its character to
the nterplay and balance of contrasted
E)“sil_lhetfl. But the notion of style has
iy gd at case the crystalline uniform-
0 Wholgmptlﬁ correspondence of part
iﬂtegaﬁ(mv; ‘thh we began. The
i e of o, mor
Dt » Operating with unlike

hogl(l)other interesting exception to the

e%insﬁ)us in s'tyle is the difference
belds cee marginal and the dominant
o, o am arts, In early Byzantine

o T the liveliness of 1

%dl?i’rt na’m.ralistic style. Inml]lo;)n(ailc;f
) aglls difference can be so

:’PPosed - scholars have mistakenly

¢ done ;:rtf;l'tain Spanish works

Ratly by a Christian and
%g;s Y a Moslen.q artist. In some in-
In the margin or in
are more advanced in

e
bty

style than the central parts, anticipating
a later stage of the art. In medieval
work the unframed figures on the bor-
ders of illuminated manuscripts or on
cornices, capitals, and pedestals are
often freer and more naturalistic than
the main figures. This is surprising,
since we would expect to find the most
advanced forms in the dominant con-
tent. But in medieval art the sculptor
or painter is often bolder where he is
less bound to an external requirement;
he even seeks out and appropriates the
regions of freedom. In a similar way an
artist’s drawings or sketches are more
advanced than the finished paintings
and suggest another side of his person-
ality. The execution of the landscape
backgrounds behind the religious fig-
ures in paintings of the fifteenth cen-
tury is sometimes amazingly modern
and in great contrast to the precise
forms of the large figures. Such observa-
tions teach us the importance of con-
sidering in the description and explana-
tion of a style the unhomogeneous,
unstable aspect, the obscure tendencies
toward new forms.

If in all periods artists strive to create
unified works, the strict ideal of con-
sistency is essentially modern. We often
observe in civilized as well as primitive
art the combination of works of dif-
ferent style into a single whole. Classi-
cal gems were frequently incorporated
into medieval reliquaries. Few great
medieval buildings are homogeneous,
since they are the work of many gen-
erations of artists. This is widely recog-
nized by historians, although theoreti-
cians of culture have innocently pointed
to the conglomerate cathedral of Char-
tres as a model of stylistic unity, in
contrast to the heterogeneous character
of stylelessness of the arts of modern
society. In the past it was not felt nec-
essary to restore a damaged work or to
complete an unfinished one in the style
of the original. Hence the strange jux-
tapositions of styles within some medi-
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eval objects. It should be said, how-
ever, that some styles, by virtue of their
open, irregular forms, can tolerate the
unfinished and heterogeneous better
than others.
Just as the single work may possess
arts that we would judge to belong to
giﬂerent styles, if we found them in
separate contexts, so an individual may
produce during the same short period
works in what are regarded as two
les. An obvious example is the writ-
ing of bilingual authors or the work of
the same man in different arts or even
in different genres of the same art—
monumental and easel painting, dra-
matic and lyric poetry. A large work by
an artist who works mainly in the
small, or a small work by a master of
lar§e forms, can deceive an expert in
styles. Not only will the touch change,
but also the expression and method of
grouping. An artist is not present in the
same degree in everything he does, al-
though some traits may be constant. In
the twentieth century, some artists have
changed their styles so radically during
a few years that it would be difficult,
if not impossible, to identify these as
works of the same hand, should their
authorship be forgotten. In the case of
Picasso, two styles—~Cubism and a kind
of classicizing’ naturalism—were prac-
ticed at the same time. One might dis-
cover common characters in small fea-
tures of the two styles—in qualities of
the. brushstroke, the span of intensity,
or in subtle constancies of the spacing
and tones—but these are not the ele-
ments through which either style would
ordinarily be characterized. Even then,
as In a statistical account small and
large samples of a population give dif-
ferent results, so in works of different
scale' of parts by one artist the scale
may influence the frequency of the tini-
est elements or the form of the small
units. Th.e modern experience of sty-
listic Va-ﬂa!)ﬂity and of the unhomo-
geneous within an art style will per-

haps lead to a more refined conception
of style. It is evident, at any rate, thy
the conception of style as a visibly upi.
fied constant rests upon a particuls
norm of stability of style and shifis
from the large to the small forms, 4
the whole becomes more complex.

What has been said here of the
limits of uniformity of structure in the
single work and in the works of ap
individual also applies to the style of a
group. The group style, like a language,
often contains elements that belong to
different historical strata. While re-
search looks for criteria permitting one
to distinguish accurately the works of
different groups and to correlate a style
with other characteristics of a group,
there are cultures with two or more
collective styles of art at the same mo-
ment. This phenomenon is often assod-
ated with arts of different function or
with different classes of artists. The arts
practiced by women are of another
style than those of the men; religious
art differs from profane, and civic from
domestic; and in higher cultures the
stratification of social classes often en-
tails a variety of styles, not only with
respect to the rural and urban, but
within the same urban community.
This diversity is clear enough today b
the coexistence of an official-academit
a mass-commercial, and a freer avant
garde art. But more striking Sfﬂl.ls ge
enormous range of styles within t®
latter—although a common denongl
nator will undoubtedly be found by
future historians.

While some critics judge this heteuﬁ
geneity to be a sign of an unstable,
integrated culture, it may be regar .
as a necessary and va!uable‘zd"‘;
quence of the individual’s fr fo i
choice and of the world scope of ™
emn culture, which permits 2 gré&™
interaction of styles than was ever %
sible before. The present dl‘_’emt.y o
tinues and intensifies 2 dl‘fers’;ytage‘
ready noticed in the preceding
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o our culture, iﬂCl.Uding the Middle
\ges and the Rena1ssance,.whlch are
bld up as models of close integration.
The wnity of style that is contrasted
wih the present diversity is one type
i style formation, appropriate to par-
feular 2ims and conditions; to achieve
it today would be impossible without
dstroying the most cherished wvalues
o our culture.

If we pass to the relation of group
syles of different visual arts in the
sme period, we observe that, while
tie Baroque is remarkably similar in
wchitecture, sculpture, and painting,
i other periods, e.g., the Carolingian,
tie early Romanesque, and the mod-
em, these arts differ in essential re-
fects. In England, the drawing and
pinting of the tenth and eleventh cen-
turigs—a time of great accomplishment,
“hen England was a leader in Euro-
fean art—are characterized by an en-
thusiastic linear style of energetic, ec-
faic movement, ‘while the architec-
:15:, (:ifn(tlhe same perio.d is ineFt, mas-

. c.losed and is organized on
 Principles. Such variety has been
me cag 2;12 :ign. of. immaturity; hut
en h;vI()) o 0 similar contrasts be-
agle, i | llS in later times, for ex-
) olland in the seventeenth
where Rembrandt and . his
schoo] were contem i i
it enaissoy porary with classi-

ce bu11d1ngs.

Ofthee;]a we compare the styles of arts

{ eme pel:lod in different media—

are’ music, Painting—the differ-

1o less striking. But there are

a far-reaching unity, and

Sty e0gaged the attention of

ity el'e an the examples of di-

bﬂsbeena 1'concept of the Baroque

b ot Pplied to architecture, sculp-

?afdening scg: music, poetry, drama,

g SCieI;ce TPt and ever philosophy

Sy jrg naI.ne e Baroque style has

e gy to the entire culture of
Chteen centy

0t exgly g 1y, although it

© contrary tendencies

within the same country, as well as a
great individuality of national arts.
Such styles are the most fascinating to
historians and philosophers, who ad-
mire in this great spectacle of unity the
power of a guiding idea or attitude to
impose a common form upon the most
varied contexts. The dominant style-
giving force is identified by some his-
torians with a world outlook common
to the whole society; by others with a
particular institution, like the church or
the absolute monarchy, which under
certain conditions becomes the source
of a universal viewpoint and the organ-
izer of all cultural life. This unity is not
necessarily organic; it may be likened
also, perhaps, to that of a machine with
limited freedom of motion; in a com-
plex organism the parts are unlike and
the integration is more a matter of
functional interdependence than of the
repetition of the same pattern in all
the organs.

Although so vast a unity of style is
an impressive accomplishment and
seems to point to a special conscious-
ness of style—the forms of art being
felt as a necessary universal language
—there are moments of great achieve-
ment in a single art with characteristics
more or less isolated from those of the
other arts. We look in vain in England
for a style of painting that corresponds
to Elizabethan poetry and drama; just
as in Russia in the nineteenth century
there was no true parallel in painting
to the great movement of literature. In
these instances we recognize that the
various acts have different roles in the
culture and social life of a time and
express in their content as well as style
different interests and values. The dom-
inant outlook of a time—if it can be iso-
lated—does not affect all the arts in the
same degree, nor are all the arts equally
capable of expressing the same outlook.
Special conditions within an art are of-
ten strong enough to determine a devi-
ant expression.
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The organic conception of style has
its counterpart in the search for bio-
logical analogies in the growth of
forms. One view, patterned on the life-
history of the organism, attributes to art
a recurrent cycle of childhood, matu-
rity, and old age, which coincides with
the rise, maturity, and decline of the
culture as a whole. Another view pic-
tures the process as an unfinished evo-
lution from the most primitive to the
most advanced forms, in terms of a
polarity evident at every step.

In the cyclical process each stage has
its characteristic style or series of styles.
In an enriched schema, for which the
history of Western art is the model, the
archaic, classic, baroque, impressionist,
and archaistic are types of style that
follow in an irreversible course. The
classic phase is believed to produce the
greatest works; the succeeding ones are
a decline. The same series has been
observed in the Greek and Roman
world and somewhat less clearly in In-
dia and the Far East, In other cultures
this succession of styles is less evident,
although the archaic type is widespread
and is sometimes followed by what
might be considered a classic phase. It
is only by stretching the meaning of
tl.le terms that the baroque and impres-
sionist types of style are discovered as
tendencies within the simpler develop-
ments of primitive arts.

. (Tl.xat the same names, “baroque,”
clas§1c,” and “impressionist,” should be
ap;l)hed both to a unique historical
style and to a recurrent type or phase
is confusing. We will distinguish the
name of the unique style by a capital,
€.g- B&.Iroque.” But this will not do
away with the awkwardness of speak-
ing of the late phase of the Baroque
style of ’fhe seventeenth century as
ﬂbmql‘le- A similay difficulty exists
also with the word “style,” which is
used f°1" the common forms of a partic-
ular period and the common forms of

phase of development found iy many
periods. ) Y

The cyclical schema of development
does not apply smoothly even to e
Western world from which it has been
abstracted. The classic phase in the
Renaissance is preceded by Gothic,
Romanesque, and Carolingian styles,
which cannot all be fitted into the same
category of the archaic. It is possible,
however, to break up the Western de.
velopment into two cycles—the med:
eval and the modern—and to interpret
the late Gothic of northern Europe,
which is contemporary with the Italian
Renaissance, as a style of the baroque
type. But contemporary with the Ba
roque of the seventeenth century is a
classic style which in the late eight
eenth century replaces the Baroque

It has been observed, too, that the
late phase of Greco-Roman art, espe
cially in architecture, is no decadent
style marking a period of decline, but
something new. The archaistic tre.nc‘i is
only secondary beside the original
achievement of late imperial and early
Christian art. In a similar way, the
complex art of the twentieth century.
whether regarded as the end of an old
culture or the beginning of a new, doe;
not correspond to the categories 0
either a declining or an archaic art

Because of these and other discrep
ancies, the long-term cyclical fChem”*
which also measures the duration o2
culture, is little used by histonans :
art. It is only a very rough aPPfOTT ol
tion to the character of several isoit®
moments in Western art. Yet cerfag
stages and steps of the cycle seﬁﬁh .
be frequent enough to Warrantrt -
study as typical processes,.alfiaf md
the theory of a closed cyclical 0
development.

Some historians have rom the
rowed the range of the cycles r‘})ﬁswﬁ
long-term development to theBo g
of one or two period styles. In the
esque art, which belongs to

therefore nar
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the longer Western cycle and
ﬁ;oilany fea%ures with early Greek
ud Chinese arts, several phases have
heen noted within 2 relatively short pe-
iod that resemble the archaic, the clas-
¢ and the baroque of the cyclical
«heme; the same observation has been
made about Gothic art. But in Carolin-
gan art the order is different; the more
hroque and impressionistic phases are
e earlier ones, the classic and archaic
ome later. This may be due in part to
the character of the older works that
were copied then; but it shows how
dificult it is to systematize the history
o at through the cyclical model. In
tie continuous line of Western art,
mny new styles have been created
vithout breaks or new beginnings oc-
msionegulzy the exhaustion or death of
apreceding style. In ancient Egypt, on
e other hand, the latency of styles is
badly confirmed by the slow course
Qevelopment; an established style
P€r§15t§ here with only slight changes
131 ¢ structure for several thousand
5, 2 span of time during which
th:;e 1]and Western art run twice
h'pelslg the whole cycle of stylistic
dgﬁt:ri exceptional course of Carolin-
l;&rha ) ﬁl ue to special conditions,
PS the Supposedly autonomous
WGXtrsaOf -de.velqpment also depends
ﬂ]mﬁsts-irft‘lstlc Circumstances, But the
Mek‘ploredC}t,}(lﬂlcal development have
i of € mechanisms and con-
e e%}“’;’;’g(l) garf the bilologisfs have
t condiss SMZe only a latenc
y bufﬁtlons might accelerate or de>j
te gy o produce, To aec0u t f
: ] ! eac
e © evident difference between a
European, and a
i Same stage, they
acial theory, each

fo’ts.carried by a people with

: the cyclical organic
ment, a more refined

model has been constructed by Hein-
rich WolHlin, excluding all value judg-
ment and the vital analogy of birth,
maturity, and decay. In a beautiful
analysis of the art of the High Renais-
sance and the seventeenth century, he
devised five pairs of polar terms,
through which he defined the opposed
styles of the two periods. These terms
were applied to architecture, sculp-
ture, painting, and the so-called “dec-
orative arts.” The linear was contrasted
with the picturesque or painterly (ma-
lerisch), the parallel surface form with
the diagonal depth form, the closed (or
tectonic) with the open (or a-tectonic),
the composite with the fused, the clear
with the relatively unclear. The first
terms of these pairs characterize the
classic Renaissance stage, the second
belong to the Baroque. Wolfflin be-
lieved that the passage from the first
set of qualities to the others was not a
peculiarity of the development in this
one period, but a necessary process
which occurred in most historical
epochs. Adama van Scheltema applied
these categories to the successive stages
of northern European arts from the
prehistoric period to the age of the mi-
grations. Wolfflin's model has been
used in studies of several other periods
as well, and it has served the historians
of literature and music and even of
economic development. He recognized
that the model did not apply uniformly
to German and Italian art; and, to ex-
plain the deviations, he investigated
peculiarities of the two national arts,
which he thought were “constants”™—
the results of native dispositions that
modified to some degree the innate
normal tendencies of development. The
German constant, more dynamic and
unstable, favored the second set of
qualities, and the Italian, more relaxed
and bounded, favored the first. In this
way, Wolfllin supposed he could ex-
plain the precociously malerisch and
baroque character of German art in its
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classic Renaissance phase and the per-
sistent classicism in the Italian Ba-
roque' q 9
The weaknesses of Wolfflin’s system
have been apparent to most students of
art. Not only is it difficult to fit into
his scheme the important style called
“Mannerism” which comes between
the High Renaissance and the Baroque;
but the pre-Classic art of the fifteenth
century is for him an immature, unin-
tegrated style because of its inaptness
for his terms. Modern art, too, cannot
be defined through either set of terms,
although some modern styles show fea-
tures from both sets—there are linear
compositions which are open and
painterly ones which are closed. It is
obvious that the linear and painterly
are genuine types of style, of which
examples occur, with more or less ap-
proximation to WolfHin’s model, in
other periods. But the particular unity
of each set of terms is not a necessary
one (although it is possible to argue
that the Classic and Baroque of the
Renaissance are “pure” styles in which
basic processes of art appear in an
ideally complete and legible way). We
can imagine and discover in history
other combinations of five of these ten
terms. Mannerism, which had been ig-
nored as a phenomenon of decadence,
is now described as a type of art that
appears in other periods. Wolfflin can-
not be right, then, in supposing that,
given the first type of art—the classic
phase—the second will follow. That de-
pends perhaps on special circumstances
which have been effective in some
epochs, but not in all. Wolfllin, how-
ever, regards the development as in-
temally determined; outer conditions
can only retard or facilitate the proc-
ess, .they are not among its causes. He
denied artélsat his terms have any other
istic meaning; they describ
two typical modes ofg seein}t,g and ar:
mth ent of an expressive content;
ough artists may choose themes

more or less in accord with these forms,
the latter do not arise as a means of
expression. It is remarkable, therefore
that qualities associated with thes
pure forms should be attributed also to
the psychological dispositions of the
Italian and German people.

How this process could have beep
repeated after the seventeenth century
in Europe is a mystery, since that re
quired—as in the passage from Neo-
Classicism to Romantic painting—a re-
verse development from the Barogque to
the Neo-Classic.

In a later book WolfHlin recanted
some of his views, admitting that these
pure forms might correspond to a
world outlook and that historical cir-
cumstances, religion, politics, etc., might
influence the development. But he was
unable to modify his schemas and in-
terpretations accordingly. In spite .of
these difficulties, one can only admire
WolfHlin for his attempt to rise above
the singularities of style to a gener
construction that simplifies and orga
izes the field. »

To meet the difficulties of Wolffin's
schema, Paul Frankl has conceived 8
model of development which combines
the dual polar structure with a cycli t
pattern. He postulates a recurrelll
movement between two poles of S%’:
—a style of Being and a style of o
coming; but within each of .these 1Sty'c
are three stages: a preclassic, 2 Ctaisl‘] i
and a postclassic; and in the firs -
third stages he assumes alterrlt!;1 .
tendencies which correspond to 10
historical moments, like .Mam_l.enft%
that would be anomalous in WO ) in
scheme. What is most ongi g
Frankl's construction—and We aod
begin to indicate its rich nuanmﬁg at-
complex articulation—is that ent
tempts to deduce this develOPTo
its phases (and the many typP® {1y

hi stem)
comprehended within his sy and

the analysis of elementary orms bi
the limited number o

f possible 07
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. ich he has investigated with
uh(:nz;_rvgnHis scheme is not designed
gegescribe the actual historical devel-

nent—a very irregular affair—but to

de a model or ideal plan of the
iherent or normal tendencies of devel-
puent, based on the nature of forms.
vumerous factors, social and psycho-
bgical, constrain or divert the innate
tndencies and determine other courses;
bt the latter are unintelligible, accord-
g to Frankl, without reference to his
model and his deduction of the formal
ilities,
po;‘srankl’s book—a work of over a thou-
snd pages—appeared unfortunately at
1moment (1938) when it could not
reeive the attention it deserved; and
fnoe that time it has been practically
iored in the literature, although it is
swely the most serious attempt in re-
ot years to create a systematic foun-
;i&tion for thlcle study of art forms. No
et writer has analyzed th
tle so thoroughly. Y © types of
Inspite of their insights and ingenu-
1y in constructing models of develop-
:’v"ﬂlt» the thoreticians have had rela-
ofey little influence on investigation
M‘meal problems, perhaps because
ey ave provided no adequate bridge
mfi?tgd:iézghf unique historical
ipls by L evelopments. The
mdps‘ Y which are explained the
¥ dgfml anities in development are

i et order from those by
nlenomf alsmgu.lar facts are explained.
b mpPOSedlantlon and the motion due
gty i 0 Pertwrbing factors be-
beregt 1 1o ot Worlds; the first is in-
g . BOTphology of styles, the
ﬁm_ It i : P_SYChOIOgical or social
erent setg S if mechanics had two
o the N of aws, one for irregular
e the § Tegular motions; or
ronq appro St and another for the

S XMation, in dealing with
Mo gy - PR€N0Menop, Hence ~those
. Islflfcrlned with a unified
y of art have split

hag
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the history of style into two aspects
which cannot be derived from each
other or from some common principle.
Parallel to the theorists of cyclical
development, other scholars have ap-
proached the development of styles as
a continuous, long-term evolutionary
process. Here, too, there are poles and
stages and some hints of a universal,
though not cyclical, process; but the
poles are those of the earliest and latest
stages and are deduced from a defini-
tion of the artist’s goal or the nature of
art or from a psychological theory.
The first students to investigate the
history of primitive art conceived the
latter as a development between two
poles, the geometrical and the natural-
istic. They were supported by observa-
tion of the broad growth of art in the
historical cultures from geometric or
simple, stylized forms to more natural
ones; they were sustained also by the
idea that the most naturalistic styles of
all belonged to the highest type of cul-
ture, the most advanced in scientific
knowledge, and the most capable of
representing the world in accurate
images. The process in art agreed with
the analogous development in nature
from the simple to the complex and
was paralleled by the growth of the
child’s drawings in our own culture
from schematic or geometrical forms to
naturalistic ones. The origin of certain
geometrical forms in primitive indus-
trial techniques also favored this view.
It is challenging and amusing to con-
sider in the light of these arguments
the fact that the Paleolithic cave paint-
ings, the oldest known art, are marvels of
representation (whatever the elements
of schematic form in those works, they
are more naturalistic than the succeeding
Neolithic and Bronze Age art) and that
in the twentieth century naturalistic
forms have given way to “abstraction”
and so-called “subjective” styles. But,
apart from these paradoxical excep-
tions, one could observe in historical
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arts—e.g,, in the late classic and early
Christian periods—how free naturalistic
forms are progressively stylized and‘ re-
duced to ornament. In the late nine-
teenth century, ornament was often de-
signed by a method of styl{zaﬁon, a
geometrizing of natural motives; and
those who knew contemporary art were
not slow to discern in the geometrical
styles of existing primitives the traces
of an older more naturalistic model.
Study shows that both processes occur
in history; there is little reason to re-
gard either one as more typical or
more primitive. The geometrical and
the naturalistic forms may arise inde-
pendently in different contexts and co-
exist within the same culture. The ex-
perience of the art of the last fifty years
suggests further that the degree of nat-
uralism in art is not a sure indication
of the technological or intellectual level
of a culture. This does not mean that
style is independent of that level but
that other concepts than those of the
naturalistic and the geometrical must
be applied in considering such relation-
ships. The essential opposition is not of
the natural and the geometric but of
certain modes of composition of natu-
ral and geometric motives. From this
point of view, modern “abstract” art in
its taste for open, asymmetrical, ran-
dom, tangled, and incomplete forms is
much closer to the compositional prin-
ciples of realistic or Impressionist paint-
ing anc.l sculpture than to any primitive
art with geometrical elements, Al-
though the character of the themes,
whether “abstract” or naturalistic, is
Important for the concrete aspect of
the work of art, historians do not oper-
ate s0 much with categories of the na-
turalistic and geometrical as with sub-
2121(') ts;ructﬁ;al concepts, which apply
. rarc te'cture, Whe_re the problem
 I€presentation seems irrelevant, It ig
with such concepts that Wolfflin and
Fl';nkl have constructed their models.
evertheless, the representation of

natural forms has been a goal in the
arts of many cultures. Whether e re.
gard it as a spontaneous commop idea
or one that has been diffused from 5
single prehistoric center, the problem
of how to represent the human and a;
mal figure has been attacked independ-
ently by various cultures. Their soly.
tions present not only similar features
in the devices of rendering but als 3
remarkable parallelism in the succes.
sive stages of the solutions. It is fasc.
nating to compare the changing repre.
sentation of the eyes or of pleated cos-
tume in succeeding styles of Greek,
Chinese, and medieval European sculp
ture. The development of such detals
from a highly schematic to a natura
istic type in the latter two can hardly
be referred to a direct influence of
Greek models; for the similarities are
not only of geographically far sepr
rated styles but of distinct series in
time. To account for the Chinese and
Romanesque forms as copies of the
older Greek, we would have to assume
that at each stage in the post-Greek
styles the artists had recourse to Creeg
works of the corresponding stage a0
in the same order. Indeed, some of the
cyclical schemas discussed above art
in essence, descriptions of the s_tagws
the development of representation; ¢
it may be asked whether the fori‘]"a
schemas, like Wolfflin’s, are.not ve .
categories of representation, etfm
though they are applied to archlt.ecn_ngl
as well as to sculpture and pait m
for the standards of representatlo'gea
the latter may conceivably determiture
general norm of plasticity and str
for all the visual arts. !
This aspect of style—the reprﬁt‘ue;it:d
tion of natural forms—has Pee’gﬂ -
by the classical archeologist, derite
Lowy; his little book on The Rer b
of Nature in Early .Greek esti’V Pt
lished in 1900, is stil Suggwi der
modern research and has 2 g
plication than has been ¢
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Liwy has analyzed Fhe generall prixtl-
inles of represen'tatlon in early arts
pd explained their stages as progres-
sive steps in a stead}/ change from co}rll-
wptual representation, base.d on the
pemory image, to persp.ectlve repre-
sntation, according to direct percep-
on of objects. Since the structure of
fie memory image is the same in all
altures, the representations based on
tis psychological process will exhibit
ommon features: (1) The shape and
novement of figures and their parts are
mited to a few typical forms; (2) the
sngle forms are schematized in regular
lnear patterns; (3) representation pro-
weds from the outline, whether the
liter is an independent contour or the
shouette of a uniformly colored area;
) where colors are used, they are
without gradation of light and shadow;
1) the parts of a figure are presented
b the observer in their broadest as-
P (6) in compositions the figures,
with few exceptions, are shown with a
Whinum of overlapping of their main
part; fhe real succession of figures in
ajugalsotlta_nsformed in the image into
Position on the same plane; (7)
. reI’l’esﬂltfjltiOIl of the three-dimen-
" ;P;(fren;rwltis(;h IE)ID action takes
A fltever criticisms ?n;;n‘ge made of
$ notion of 3 e .
the § mory image as
ource of these peculiarities, hij
ount of archaic repy, o0 P
iverg] Iepresentation as g
et z,x Cchtl}'l a characteristic
4 genera] 5 eT‘ ingly valua.ble; it
d"'*wings, t thgp ication to children’s
i adults, angott)k Of. II'I(_)dern un-
' oes ot o hpnmltlve.:s. .T}'ns
“‘hty of archy; uch on the individ-
51 undergte S 165 nor does it hel
dﬂ'ﬁ]()p be and Wh
te g, yond the

the archaic fea-

m .
Levolygig 40y centuries, Limited b

tion
. a
e . VIew and a naturalistie

e perfec-
Tessiveness of archaic

i ad | OWY_ig‘nOred th
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works. Neglecting the specific content
of the representations, this approach
fails to recognize the role of the con-
tent and of emotional factors in the
proportioning and accentuation of
parts. But these limitations do not les-
sen the importance of Léwy’s book in
defining so clearly a widespread type
of archaic representation and in tracing
the stages of its development into a
more naturalistic art.

I may mention here that the reverse
process of the conversion of naturalistic
to archaic forms, as we see it wherever
works of an advanced naturalistic style
are copied by primitives, colonials,
provincials, and the untrained in the
high cultures, can also be formulated
through Léwy’s principles.

We must mention, finally, as the
most constructive and imaginative of
the historians who have tried to em-
brace the whole of artistic development
as a single continuous process, Alois
Riegl, the author of Stilfragen and Die
spitromische Kunstindustrie.

Riegl was especially concerned with
transitions that mark the beginning of
a world-historical epoch (the Old Ori-
ental to the Hellenic, the ancient to the
medieval). He gave up not only the
normative view that judges the later
phases of a cycle as a decline but also
the conception of closed cycles. In late
Roman art, which was considered de-
cadent in his time, he found a necessary
creative link between two great stages
of an open development. His account
of the process is like Wolfflin’s, how-
ever, though perhaps independent; he
formulates as the poles of the long evo-
lution two types of style, the “haptic”
(tactile) and the “optic” (or painterly,
impressionistic ), which coincide broad-
ly with the poles of W¢lfllin's shorter
cycles. The process of development
from the haptic to the optic is observ-
able in each epoch, but only as part of
a longer process, of which the great
stages are millennial and correspond to
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whole cultures. The history of art is,
for Riegl, an endless necessary move-
ment from representation based on vi-
sion of the object and its parts as proxi-
mate, tangible, discrete, al:ld self-sufli-
cient, to the representation of the
whole perceptual field as a directly
given, but more distant, continuum
with merging parts, with an increasing
role of the spatial voids, and with a
more evident reference to the know-
ing subject as a constituting factor in
perception. This artistic process is also
described by Riegl in terms of a fac-
ulty psychology; will, feeling, and
thought are the successive dominants
in shaping our relations to the world;
it corresponds in philosophy to the
change from a predominantly objective
to a subjective outlook.

Riegl does not study this process
simply as a development of naturalism
from an archaic to an impressionistic
stage. Each phase has its special for-
ma% and expressive problems, and Riegl
has written remarkably penetrating
pages on the intimate structure of
styles, the principles of composition,
and the relations of figure to ground.
In his systematic account of ancient
art and the art of the early Christian
period, he has observed common prin-
ciples in architecture, sculpture, paint-
ing, and ornament, sometimes with sur-
prising acuteness. He has also suc-
ceeded in showing unexpected rela-
tionships between different aspects of
a style. In a work on Dutch group por-
traiture of the sixteenth and seven-
teenth centuries, a theme that belongs
to art and social history, he has carried
through a most delicate analysis of the
changing relations between the objec-
hw? and the subjective elements in por-
traiture and in the correspondingly
variable mode of unifying " a repre-
sented group which is progressively
more attentive to the observer,

motivation of the process and his
explanation of its shifts in time and

space are vague and often fantasti,
Each great phase corresponds to 5
racial disposition. The history of Weg.
ern man from the time of the Old Qg
ental kingdoms to the present day is
divided into three great periods, cha.
acterized by the successive predom;.
nance of will, feeling, and thought, in
Oriental, Classical, and Western Man,
Each race plays a prescribed role and
retires when its part is done, as if par
ticipating in a symphony of world his
tory. The apparent deviations from the
expected continuities are saved for the
system by a theory of purposive regres-
sion which prepares a people for its
advanced role. The obvious incidence
of social and religious factors in art is
judged to be simply a parallel manifes
tation of a corresponding process in
these other fields rather than a possible
cause. The basic, immanent develop
ment from an objective to a subjective
standpoint governs the whole of his-
tory, so that all contemporary fields
have a deep unity with respect to 8
common determining process.

This brief summary of Riegls ideas
hardly does justice to the positive fﬁ;
tures of his work, and especially to!
conception of art as an active .creab\'e
process in which new forms arise o
the artist’s will to solve sgeﬂﬁ o
artistic problems. Even . his T
theories and strange view
historical situationgof an art T‘;}I}?"’Wf
a desire to grasp large relations tgsi)sv
though distorted by an madet(llllilsa g
chology and social theory; ore
for a broad view has -be(-:omeAn 1l
the study of art since his t']meéhe o
rarer is its combination with = o
of detailed research that Ri€g
sessed to a high degree.

To summar;gze the results of 1;1043
studies with respect to the ¢y¢
evolutionary theories: i

1. From };he viewpoint Ofcth':;:p,?
who have tried to reconstruc thout Pt

cise order of development, W1
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wions about cycles, there is a
:ﬁﬁ;ﬂn the NearyP;ast and ELlr(?pe
tom the Neolithic Perl(?d to the pres-
at-perhaps best de;crlbe.d as a tree
yith many branches—in which the most
wvanced forms of each culture are re-
uined, to some extent, in the early
foms of succeeding cultures.

%, On the other hand, there are with-
inthat continuity at least two long de-
welopments—the ancient Greek and the
Western European medieval-modern—
which include the broad types of style
dseribed in various cyclical theories.
But these two cycles are not uncon-
rected; artists in the second cycle often
opied surviving works of the first, and
tis uncertain whether some of the
puding principles in Western art are
wtderived from the Greeks.

3 Within these two cycles and in
weral other cultures (Asiatic and
American)  oceur many examples of
smilar short developments, especially

™ an archaic linear type of repre-
“tation to a more “pictorial” style,
m:‘-n:l?ilfishteirever there is a progressive
L ¢art, i.e., one whic
wrasingly naturalistic, e f}iln}Zlefr(l) T}ii

% stages corresponding broadly to
~¢ne of archaic, clagsic baroque, and
Wpressionist i Western’ 't 181 h, -
tyls i the tal . Although
Quately described inei e not ad(::-
of reprosenton ertr}rlls of their
fic advances inra e
Nation fromy & f?r%f S(Z; ?et?()dh()f
%, s0-called “conceptuz(la’? r(sec o
on of | : . repre-

e of Isolated objects to a later
wh If) SISpective representation in
It ang tnuities of Space, movement

.ShadOW, and atmosphere have
5 1. Mportan, LD

et wefn?élblirslgththe Western devel-

, Bistorigy, ¢ model of eyclical

Isolate different as.

Mg, " or the definition of the
o 1 several theories the
g o1 Tepresentation is the
Of the terms; in others

formal traits, which can be found also
in architecture, script, and pottery
shapes, are isolated; and, in some ac-
counts, qualities of expression and con-
tent are the criteria. It is not always
clear which formal traits are really in-
dependent of representation. It is pos-
sible that a way of seeing objects in
nature—the perspective vision as dis-
tinguished from the archaic conceptual
mode—also affects the design of a col-
umn or a pot. But the example of
Islamic art, in which representation is
secondary, suggests that the develop-
ment of the period styles in architecture
and ornament need not depend on a
style of representation. As for expres-
sion, there exist in the Baroque art of
the seventeenth century intimate works
of great tragic sensibility, like Rem-
brandt’s, and monumental works of a
profuse splendor; either of these traits
can be paralleled in other periods in
forms of nonbaroque type. But a true
counterpart of Rembrandt’s light and
shadow will not be found in Greek or
Chinese painting, although both are
said to have baroque phases.

VI

We shall now consider the explana-
tions of style proposed without refer-
ence to cycles and polar developments.

In accounting for the genesis of a
style, early investigators gave great
weight to the technique, materials, and
practical functions of an art. Thus
wood-carving favors grooved or wedge-
cut relief, the column of the tree trunk
gives the statue its cylindrical shape,
hard stone yields compact and angular
forms, weaving begets stepped and
symmetrical patterns, the potter’s wheel
introduces a perfect roundness, coiling
is the source of spirals, etc. This was
the approach of Semper and his follow-
ers in the last century. Boas, among
others, identified style, or at least its
formal aspect, with motor habits in the
handling of tools. In modern art this
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viewpoint appears in the program of
funvggona]istpgrchitecture and design.
It is also behind the older explanation
of the Gothic style of architecture as a
rational system derived from the rib
construction of vaults. Modern sculp-
tors who adhere closely to the block,
exploiting the texture and grain of the
material and showing the marks of the
tool, are supporters of this theory of
style. It is related to the immense role
of the technological in our own society;
modern standards of efficient produc-

tion have become a norm in art.
There is no doubt that these practical
conditions account for some peculiari-
ties of style. They are important also in
explaining similarities in primitive and
folk arts which appear to be independ-
ent of diffusion or imitation of styles.
But they are of less interest for highly
developed arts. Wood may limit the
sculptor’s forms, but we know a great
variety of styles in wood, some of which
even conceal the substance. Riegl ob-
served long ago that the same forms oc-
curred within a culture in works of
varied technique, materials, and use;
it is this common style that the theory
in question has failed to explain. The
Gothic style is, broadly speaking, the
same in buildings; sculptures of wood,
ivory, and stone; panel Ppaintings; stained
glass; miniatures; metalwork, enam-
els, and textiles. It may be that in some
instances a style created in one art
under the influence of the technique,
material, and function of particular
ob].ects has been generalized by appli-
cation to all objects, techniques, and
materials. Yet the material is not always
prior to the style but may be chosen
begaqse of an ideal of expression and
artistic quality or for symbolism. The
hard substances of old Egyptian art,
the use of gold and other precious lumi-
nous substances in arts of power, the
taste for steel, concrete, and glass in
:lr?i(::’m ﬁ;lseSign, are not external to the
$ irst goal but parts of the origi-

nal conception. The compactness of the
sculpture cut from a tree trunk is 3
quality that is already present i the
artist’s idea before he begins to carve.
For simple compact forms appear iy
clay figures and in drawings and pait.
ings where the matter does not limj
the design. The compactness may he
regarded as a necessary trait of g
archaic or a “haptic” style in Lowys
or Riegl’s sense.

Turning away from material factors,
some historians find in the content of
the work of art the source of its style.
In the arts of representation, a style is
often associated with a distinct body of
subject matter, drawn from a single
sphere of ideas or experience. Thus in
Western art of the fourteenth centur,
when a new iconography of the life of
Christ and of Mary was created in
which themes of suffering were favored,
we observe new patterns of line .and
color, which possess a more Iynt':al,
pathetic aspect than did the preceding
art. In our own time, a taste for the
constructive and rational in indushy
has led to the use of mechanical me
tives and a style of forms characte
by coolness, precision, objectivity, a8
power. o

The style in these examples. is view
by many writers as the obje'chve vehl.C
of the subject matter or of its gOVCmmg
idea. Style, then, is the means of coma
munication, a language not '0111)’ asre-
system of devices for conveying asl\)m-
cise message by representing Orlsa .
bolizing objects and actions but abl

itati hole which is capabié
a qualitative w o
suggesting the diffuse connota.t o
well and intensifying the assoc;amaﬁi'
intrinsic affects. By an effort ;)1' edr
nation based on experience of his

ot
3 . s the eleme
um, the artist discover rich vill &

ntent 3®

the ot
of all ot

and formal relationships W
press the values of the co
look right artistically-
tempts made in

this direction, the
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qucessful will be repeated and devel-
norm.
Dq‘heaieellaﬁonship of content an.d styl.e
i more complex than appears in this
theory. There are styles in Wblch the
comespondence of the expression and
the values of the typical subjects is not
stall obvious. If the difference between
agan and Christan art is_ expl.al'ned
boadly by the difference in religious
cntent, there is nevertheless a long
period of time—in fact, many centuries
-during which Christian subjects are
rpresented in the style of pagan art.
islate as 800, the Libri Carolini speak
o the difficulty of distinguishing im-
ages of Mary and Venus without the
lebels. This may be due to the fact that
2 general outlook of late paganism,
mre findamental than the religious
doctrines, was still shared by Christians
orthat the new religion, while important,
had not yet transformed the basic at-
ttudes and ways of thinking. Or it may
that the function of art within the
rligious life was too slight, for not all
wneepts of the religion find their way
?ﬁgis;rt But even later, when the
uan style had been established,
tre Were developments in art toward
;}T;ée nafturalistic form and toward
0n o .
i very e it ith the
f ideas of e o patible with the
gion.

Yle that arises in connection with
. i
aog:;:ec&llfnroggntent often becomes an
g of 1 governing all represen-
i“ppliedine Period. The Gothic style
die o religious and secular works
%] it is true that no domestic
. ullding in that style has the
of a cathedral interior,
g and sculpture the re-
. : cular images are hardly
% Periods .- orm. On the other hand,
4 Cothi 2 style less pervasive than
ot f ar:a . crent idioms or dialects
et g ‘S:d for different fields of
"sion of th 45 observed in the dis-
€ Concept of stylistic unity.

1 L Paintin
]’ﬂ Ous and se

It is such observations that have led
students to modify the simple equation
of style and the expressive values of a
subject matter, according to which the
style is the vehicle of the main mean-
ings of the work of art. Instead, the
meaning of content has been extended,
and attention has been fixed on broader
attitudes or on general ways of thinking
and feeling, which are believed to
shape a style. The style is then viewed
as a concrete embodiment or projection
of emotional dispositions and habits of
thought common to the whole culture.
The content as a parallel product of the
same viewpoint will therefore often ex-
hibit qualities and structures like those
of the style.

These world views or ways of think-
ing and feeling are usually abstracted
by the historian from the philosophical
systems and metaphysics of a period or
from theology and literature and even
from science. Themes like the relation
of subject and object, spirit and matter,
soul and body, man and nature or God,
and conceptions of time and space, self,
and cosmos are typical fields from
which are derived the definitions of the
world view (or Denkweise) of a period
or culture. The latter is then docu-
mented by illustrations from many
fields, but some writers have attempted
to derive it from the works of art them-
selves. One searches in a style for quali-
ties and structures that can be matched
with some aspect of thinking or a world
view. Sometimes it is based on a priori
deduction of possible world views,
given the limited number of solutions
of metaphysical problems; or a typol-
ogy of the possible attitudes of the
individual to the world and to his own
existence is matched with a typology
of styles. We have seen how Riegl ap-
portioned the three faculties of will,
feeling, and thought among three races
and three major styles.

The attempts to derive style from
thought are often too vague to yield
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more than suggestive apercus; the
method breeds analogical speculations
which do not hold up under detailed
critical study. The history of the anal-
ogy drawn between the Gothic cathe-
dral and scholastic theology is an ex-
ample. The common element in these
two contemporary creations has been
found in their rationalism and in their
irrationality, their idealism and their
naturalism, their encyclopedic com-
pleteness and their striving for infinity,
and recently in their dialectical method.
Yet one hesitates to reject such anal-
ogies in principle, since the cathedral
belongs to the same religious sphere as
does contemporary theology.

It is when these ways of thinking and
feeling or world views have been for-
mulated as the outlook of a religion or
dominant institution or class of which
the myths and values are illustrated or
symbolized in the work of art that the
general intellectual content seems a
more promising field for explanation of
style. But the content of a work of art
often belongs to another region of ex-
perience than the one in which both the
period style and the dominant mode of
thinking have been formed; an example
is the secular art of a period in which
religious' ideas and rituals are primary,
and, conversely, the religious art of a
secularized culture. In such cases we
see how important for a style of art is
the character of the dominants in cul-
ture, especially of institutions. Not the
content as such, but the content as part
of a dominant set of beliefs, ideas, and
interests, supported by institutions and
the forms of everyday life, shapes the
common style.

Although the attempts to explain
styles as an artistic expression of a
world view or mode of thought are
Of:ilel a drafiﬁc reduction of the con-
creteness and richness of art, they have
been helpful in revealing unsus%ected
levels of meaning in art. They h
established th g 1n y have

e practice of interpreting

the style itself as an inner content of the
art, especially in the nonrepresentatioy,
al arts. They correspond to the con-
viction of modern artists that the form
elements and structure are a deeply
meaningful whole related to mets.
physical views.

VII

Thetheory that the world view or mode
of thinking and feeling is the source of
long-term constants in style is often
formulated as a theory of racial o
national character. I have already re
ferred to such concepts in the work of
Woliflin and Riegl. They have been
common in Furopean writing on at
for over a hundred years and have
played a significant role in promoting
national consciousness and race feeling;
works of art are the chief concrete evi-
dences of the affective world of the
ancestors. The persistent teaching that
German art is by nature tense and ir
rational, that its greatness depends on
fidelity to the racial character, has
helped to produce an acceptance o
these traits as a destiny of the people.

The weakness of the racial.coneept
of style is evident from analysis of ‘tthhe
history and geography of styles, with
out reference to biology. The so-call
“constant” is less constant than the
racially (or nationally) minded histor
ans have assumed. German art inclu ]6
Classicism and the Biedermeier st/
as well as the work of Gruenewa}ld a"e
the modern Expressionists. Dul'lﬂgam,c
periods of most pronounced Cem;ﬁvc
character, the extension.of the bgu ’
style hardly coincides with the g
aries of the preponderant physic s
or with the recent national bounmliﬂn
This discrepancy holds for therman”
art which is paired with the Ge
a polar opposite. Qing o

%evert}?egess, there are Sm];l]%; o
currences in the art of 2 re',] sined
nation which have not been ‘;’;Pr .
It is astonishing to observe t
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between German migrations art
ud the styles of the Carolingian, Ot-
yoian, and late Gothic periods, then of
(lerman T0COCO architecture, and final-
v of modern Expressionism. There are
great gaps in time between these styles
Buring which the forms can scarcely be
jescribed in the traditional G(farman
wms. To save the appearance of con-
sancy, German writcg'}; have supposed
tut the intervening phases were domi-
wted by alien influences or were peri-
ols of preparation for the ultimate re-
kase, or they conceived the deviant
galities as another aspect of German
aracter: the Germans are both ir-
ntinal and disciplined.

I we restrict ourselves to more mod-
ethistorical correlations of styles with
the dominant personality types of the
wltures or groups that have created the
shles, we meet several difficulties; some
Of these have been anticipated in the
ifl?ymifonty?f the general problem of

of style,

L The variation of styles in a culture
¥ goup is often considerable within

$ame period.

2 Until recently, the artists who
;;te the style are generally of another
m:rgfdhf_e than those for whom the
e :Slgned and Whpse viewpoint,
Aty a;tn quality of life are evident
afs of ng;at II(iobesthezxa.mp]_es are the

i Vﬂeged iél:gtcu tliisr;s aristocracies,

' V13t is constant in o] the arts of
1 e arts o
hge:szgng Or of severa] periods) may be
g alfor characterizin the styl

the variahe ¢ g fhesty e

& Frengy, oo catures; the persist-
s bemeeguf;lty in the series of
ich g 1 70 and .1870 is a nu-

S ardly g Important for
ptf}}lriod style as the
y e Rococo, Neo-
Pfesgiomstosmiigzlcy Realistic, and Im-

o Explain the lcha

i
cbsﬁ that C()nsh.tut e

Nging period styles,

g, and crjtieg have felt the need

at y :
€lates particular forms
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to tendencies of character and feeling.,
Such a theory, concerned with the ele-
ments of expression and structure,
should tell us what affects and disposi-
tions determine choices of forms. His-
torians have not waited for experi-
mental psychology to support their
physiognomic interpretations of style
but, like the thoughtful artists, have Te-
sorted to intuitive judgments, relying
on direct experience of art. Building up
an unsystematic, empirical knowledge
of forms, expressions, affects, and qua%i—
ties, they have tried to control these
judgments by constant comparison of
works and by reference to contempo-
rary sources of information about the
content of the art, assuming that the
attitudes which govern the latter must
also be projected in the style. The in-
terpretation of Classical style is not
founded simply on firsthand experience
of Greek buildings and sculptures; it
rests also on knowledge of Greek lan-
guage, literature, religion, mythology,
philosophy, and history, which provide
an independent picture of the Greek
world. But this picture is, in turn, re-
fined and enriched by experience of the
visual arts, and our insight is sharpened
by knowledge of the very different arts
of the neighboring peoples and of the
results of attempts to copy the Greek
models at later times under other con-
ditions. Today, after the work of nearly
two centuries of scholars, a sensitive
mind, with relatively little information
about Greek culture, can respond di-
rectly to the “Greek mind” in those
ancient buildings and sculptures.

In physiognomic interpretations of
group styles, there is a common as-
sumption that is still problematic:
that the psychological explanations (zf
unique features in a modern individual’s
art can be applied to a whole culture
in which the same or similar features
are characteristics of a group or period
style.

If schizophrenics fill a sheet of paper
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with closely crowded elemel.lts_ in repeat
patterns, can we explain 51.m1lar te:nq-
encies in the art of a historic or primi-
tive culture by a schizophrenic tenden-
cy or dominant schizoid personality
e in that culture? We are inclined
to doubt such interpretations for two
reasons. First, we are not sure that this
pattern is uniquely schizoid in modern
individuals; it may represent a com-
ponent of the psychotic personality
which also exists in other temperaments
as a tendency associated with particular
emotional contents or problems. Sec-
ondly, this pattern, originating in a
single artist of schizoid type, may crys-
tallize as a common convention, ac-
cepted by other artists and the public
because it satisfies a need and is most
adequate to a special problem of dec-
oration or representation, without en-
tailing, however, a notable change in
the broad habits and attitudes of the
up. This convention may be adopted
y artists of varied personality types,
who will apply it in distinct ways, fill-
ing it with an individual content and
expression.

A good instance of this relationship
between the psychotic, the normal in-
dividual, and the group is the practice
of reading object forms in relatively
formless spots—as in hallucination and
in psychological tests. Leonardo da
Vinei proposed this method to artists as
a means of invention. It was Ppracticed
in China, and later in Western art;
today it has become a standard method
f01: artists of different character. In the
painter who first introduced the prac-
tice and exploited it most fully, it may
correspond to a personal disposition;
but fqr many others it is an established
techn}que. What is personally signifi-
cant is not the practice itself but the
]_tmds of spots chosen and what is seen
in them; attention to the latter discloses
a g;eat Vafriety of individual reactions.
techm?rt Is regarded as a projective

que—and some artists today think
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of their work in these terms—wi]] inter.
pretation of the work give the sae
result as a projective test? The tests are
so designed as to reduce the number of
elements that depend on education,
profession, and environment, Byt the
work of art is very much conditioned
by these factors. Hence, in discernips
the personal expression in a work of
art, one must distinguish between those
aspects that are conventional and those
that are clearly individual. In dealing
with the style of a group, however, we
consider only such superindividual as-
pects, abstracting them from the per-
sonal variants. How, then, can one
ply to the interpretation of the style
concepts from individual psychology?
It may be said, of course, that the
established norms of a group style are
genuine parts of an artist’s outlook and
response and can be approached as the
elements of a modal personality. In the
same way the habits and attitudes of
scientists that are required by their pr-
fession may be an important part of
their characters. But do such traits al
constitute the typical ones of the aul
ture or the society as a whole? Is &8
art style that has crystallized as 2 result
of special problems necessarily an ﬂt
pression of the whole group? Or 153!’1
only in the special case where the !
is open to the common out}ook a
everyday interests of the entire g
that its content and st);le can be repr¢
sentative of the groupr L
A common tendency in the Ph)’;‘:;
nomic approach to group style hfasre -
to interpret all the elements © b{; i
sentation as expressions. e fke
background or negative featurefs -
the absence of a horizon qnd' OS .
sistent perspective in Eamtfmfn att
judged to be symptomatic O ual H
tude to space and time in a¢ s inter
The limited space in Greek ?trtof ek
preted as a fundamental tflfri ss of the
personality. Yet this blankne '
background, we have seen, is
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styles; it is found in prehistoric
tomila]n oldtyOriental art, in the Far E_as.t,
o the Middle Ages, and in most primi-
fie painting and relief, Th,e fact Fhat
toccurs in modern children s drawings
«od in the drawings of untrained .adults
suggests that it belongs to a universal
rmitive level of representation. But

t should be observed that this is also
the method of illustration in the most
abvanced scientific work in the past
ud today.

This fact does not mean that repre-
station is wholly without expressive
personal features. A particular treatment
i the “empty” background may be-
wme a powerful expressive factor.
Careful study of so systematic a method
of representation as geometrical per-
eetive shows that within such a sci-
atfic system there are many possible
ch01?es; the position of the eye-level,
the intensity of convergence, the dis-
tnce of the viewer from the picture
Plflng—all these are expressive choices
:“hlﬂ the conditions of the system.
ié"ifewen the existence of the system
ineth Presupposes a degree of interest
cu]tu: enVllf'Onm'ent which is already a

= al frait with o long history.
StictsdfaCt that an art represents a re-

. ow:\,,()ﬂd does not allow us to in-

iﬂterestser’ 2:1 corresponding restriction
fe e woarlld Perceptions in everyday
rE trye u athiaveI tlo suppose, if this

> n Islam
F“(Oncemed with the humsz %Iggy“;elfg
eaPTeSent vogue of “abstract” art
ling general indifference to the

i :)Ilterestmg evidence of the limita-
T g r(Ialeassumed identities of the
0] g - Structure of works of art
iy dualsp:dce Or time experience of
o : lze tfil Way in which painters
Cathera century represented
edrals, Thegse vagt build-
Vaults and endless vistas
oWn as shallow struc-
arger than the human

.the lew
I35 With 5,
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beings they inclose. The conventions of
representation provided no means of
re-creating the experience of architec-
tural space, an experience that was
surely a factor in the conception of the
cathedral and was reported in contem-
porary descriptions. (It is possible to
relate the architectural and pictorial
spaces; but the attempt would take us
beyond the problems of this paper.)
The space of the cathedrals is intensely
expressive, but it is a constructed, ideal
space, appealing to the imagination,
and not an attempt to transpose the
space of everyday life. We will under-
stand it better as a creation adequate
to a religious conception than as one
in which an everyday sentiment of
space has been embodied in architec-
ture. It is an ideological space, too, and,
if it conveys the feelings of the most
inspired religious personalities, it is not
a model of an average, collective atti-
tude to space in general, although the
cathedral is used by everyone.

The concept of personality in art is
most important for the theory that the
great artist is the immediate source of
the period style. This little-explored
view, implicit in much historical re-
search and criticism, regards the group
style as an imitation of the style of an
original artist. Study of a line of de-
velopment often leads to the observa-
tion that some individual is responsible
for the change in the period form. The
personality of the great artist and the
problems inherited from the preceding
generation are the two factors studied.
For the personality as a whole is some-
times substituted a weakness or a trau-
matic experience which activates the
individual’s will to create. Such a view
is little adapted to the understanding
of those cultures or historical epochs
that have left us no signed works or
biographies of artists; but it is the fa-
vored view of many students of the art
of the last four centuries in Europe.
It may be questioned whether it is ap-
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plicable to cultures in which the in-
dividual has less mobility and range of
personal action and in which the artist
is not a deviant type. The main diffi-
culty, however, arises from the fact that
similar stylistic trends often appear in-
dependently in different arts at the
same time; that great contemporary
artists in the same field—Leonardo,
Michelangelo, Raphael—show a parallel
tendency of style, although each artist
has a personal form; and that the new
outlook expressed by a single man of
genius is anticipated or prepared in
preceding works and thought. The
great artists of the Gothic period and
the Renaissance constitute families with
a common heritage and trend. Decisive
changes are most often associated with
original works of outstanding quality;
but the new direction of style and its
acceptance are unintelligible without
reference to the conditions of the mo-
ment and the common ground of the
art.
These difficulties and complexities
have not led scholars to abandon the
psychological approach,; long experi-
ence with art has established as a plau-
sible principle the notion that an in-
dividual style is a personal expression;
and continued research has found many
confirmations of this, wherever it has
been possible to control statements
about the personality, built upon the
work, by referring to actual information
abqut. the artist, Similarly, common
traits in the art of 5 culture or nation
can be ‘matched with some features of
social life, ideas, customs, general dis-
positions. But such correlations have
been of. single elements or aspects of a
style with single traits of a people; it
Is rarely a question of wholes, In our
own culture, styles have changed very
rapidly, yet the current notions about

Oup traits do not allow sufﬁciently
h(: corresponding changes in the be.-

uvllam: patterns or provide such a for-
mulation of the group personality that

one can deduce from it how that per-
sonality will change under pey con-
ditions.

It seems that for explanation of the
styles of the higher cultures, with their
great variability and intense develop
ment, the concepts of group personality
current today are too rigid, They un.
derestimate the specialized functions of
art which determine characteristics that
are superpersonal. But we may ask
whether some of the difficulties in ap
plying characterological concepts to
national or period styles are not also
present in the interpretation of primi-
tive arts. Would a psychological treat-
ment of Sioux art, for example, give us
the same picture of Sioux personality as
that provided by analysis of Sioux fami-
ly life, ceremony, and hunting?

VIII

We turn last to explanations of style
by the forms of social life. The idea of
a connection between these forms and
styles is already suggested by the
framework of the history of art. It
main divisions, accepted by all st
dents, are also the boundaries of sogal
units—cultures, empires, ~dynasties,
cities, classes, churches, etc.—and pe
riods which mark significant stages 10
social development. The great historr
cal epochs of art, like antiquity, the
Middle Ages, and the modem era,
the same as the epochs of econom
history; they correspond to great $*
tems, like feudalism and .Cfipltahsif";
Important economic and political sh
within these systems are oft'en acoom:
panied or followed by shifts in ﬂle_cfﬂn
ters of art and their styles. Religid
and major world views are bn.)adly o
ordinated with these eras in $0¢
history.

In I}r,lany problems the imp.ortalnctg of
economic, political, and ideo ODOUP
conditions for the creation of a & rH
style (or of a world view that I
ences a style) is generally 2
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The distinctiveness of Greek art am(zﬁg
e arts of the ancient world can har i
be separated from the forms of Gree
wiety and the city-state. T‘he impor-
tce of the burgher class, leth its spe-
dil position in society and its mode pf
Ife,for the medieval and early Renais-
ance art of Florence and for Dutch art
o the seventeenth century, is a com-
monplace. In explaining Baroque art,
the Counter-Reformation and the ab-
sihte monarchy are constantly cited as
the sources of certain features of style.
We have interesting studies on a multi-
tude of problems concerning the rela-
touship of particular styles and con-
tents of art to institutions and historical
stuations, In these studies ideas, traits,
ud values arising from the conditions
teconomic, political, and civil life arc
maiched with the new characteristics of
aart, Yet, with all this experience, the
feneral principles applied in explana-
tin and the connection of types of art
with types of social structure have not
I mvestigated in a systematic way.
1_)’ the many scholars who adduce
Pecemeal political or economic facts in
& to account for single traits of
e or subject matter lit?le has b
. atter, as been
. construct an adequate compre-
ensive theory. In usin h dp
olars wi] / g suc ‘?ta,
- Wil often deny that these “ex-
liht rel"‘honSh_ip.s can throw any
St on the artistic phe
h, They feay Phenomenon  as
thcton Materialism” as a re-

of the spirg A
d] Practical af;gilrr;tual or ideal to sor-

Marxit g
¥ hay, Writers are among the few

€ tried to app] ¥
1t BPly a general the-
oy. It is based op Marx’s ugndevelopeed

view that the higher forms of cultural
life correspond to the economic struc-
ture of a society, the latter being de-
fined in terms of the relations of classes
in the process of production and the
technological level. Between the eco-
nomic relationships and the styles of
art intervenes the process of ideological
construction, a complex imaginative
transposition of class roles and needs,
which affects the special field—religion,
mythology, or civil life—that provides
the chief themes of art.

The great interest of the Marxist ap-
proach lies not only in the attempt to
interpret the historically changing rela-
tions of art and economic life in the
light of a general theory of society but
also in the weight given to the differ-
ences and conflicts within the social
group as motors of development, and
to the effects of these on outlook, reli-
gion, morality, and philosophical ideas.

Only broadly sketched in Marx’s
works, the theory has rarely been ap-
plied systematically in a true spirit (Zf
investigation, such as we see in Marx’s
economic writings. Marxist writing on
art has suffered from schematic and
premature formulations and from crude
judgments imposed by loyalty to a po-
litical line. .

A theory of style adequate to the
psychological and historical problems
has still to be created. It waits for a
deeper knowledge of the principles of
form construction and expression and
for a unified theory of the processes of
social life in which the practical means
of life as well as emotional behavior
are comprised.
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