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precise. As it is, I shall have to be extremely careful lest I create more con
fusion than clarification; for there is hardly any humanistic discipline that is 
as much hampered by the vagueness of its terminology as is the history of art. 

We art historians may claim, on the basis of seniority, a right to tell our col
leagues in related fields something about the Baroque as a stylistic term. I 
hardly need to add that it is a poor claim. We were the first to use the term, 
but we were also the first to make a mess of it. What is more, we have passed the 
mess on to other disciplines. We have not even now seriously tried to formulate 
a policy to regulate our own usage. 

Being an historian, I firmly believe that some clarification is bound to result 
from a brief survey of the history of the term, however complex and confused 
even that history may be. I must leave to philologists the analysis of its origin2 

and of its early history, when it was used as a synonym for bizarre, strange, 
absurd, or in bad taste; that is, in a purely derogatory sense; and everyone 
knows that it is still being used in that sense by some writers. However, like 
many other words which were originally used in a disparaging sense, such as 
Gothic, or, to choose a more recent example, Mannerism, Baroque gradually 
emerged as a stylistic term which denoted good as well as bad qualities. But 
within this development, important ramifications have taken place; and as we 
try our hand at a closer analysis, we find that the term has taken on three basi
cally different meanings, one of which has but little to do with chronology, 
whereas the other two are of a definitely chronological character. 

The first still conveys an inkling of the original derogatory sense: the term 
is used to designate a style quality diametrically opposed to that classical com
posure and restraint which were considered indispensable by those using the 
word baroque as synonymous with bad taste. However, the disparaging sense 
has been abandoned, and the term indicates exuberance, dynamic stress, emo
tional grandeur and the like, mainly as found in various (though not all) works 
of the seventeenth century, but occasionally transferred to works of other epochs.3 

Thus, Rubens is baroque, and so are Bernini and Lebrun, but not Rembrandt 
(at any rate, not the mature Rembrandt) or Vermeer van Delft or Poussin. 
On the other hand, it would be permissible, according to this usage of the term, 
to call baroque all works which show a predilection for unrestrained emphasis 
on outward emotion or even inward expression provided they are apt to sacrifice 
composure and formal equilibrium to those "baroque" qualities. An extreme 
example of this usage is found with so sober and reticent a scholar as the late 
Georg Dehio who identified the Baroque with the "basic innate mood" of German 
art through the ages because according to him, "Baroque strives for expression
expression at any price, even at the price of form" and "the innate tendency of 

2 It seems that the derivation from the Italian syllogistic term is preferable to the one 
from the Spanish word for an irregularly shaped pearl. 

3 This is the sense which Thomas Munro has called "abstract recurrent" style or type, 
as distinct from "historic" style. See his article, "Form in the Arts: an Outline for De
scriptive Analysis," in The Journal of Aesthetics, vol. II, no. 8, Fall 1943, p. 23. 
Also Helmut Hungerland's comment on it in "Problems of Descriptive Analysis in the 
Visual Arts." Ibid., vol. IV, no. 1, Sept. 1945, p. 20. 
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Germanic art demands the unrestricted right to express freely that which moves 
the soul."4 (For similar reasons, others have claimed the term Gothic for the 
German way of artistic expression-which was an even less fortunate choice). 

The other two definitions are more decidedly chronological; the first, however, 
might be called absolutely chronological, the second relatively so. 

In the first sense, Baroque simply designates a certain period of Western 
European art, mostly the period between 1580 or 1600 (more correctly the latter, 
I believe) and 1725 or 1750. Although this definition was originally based 
on the history of architecture only, it was soon applied to the representational 
arts as well, and after a good deal of hesitation has eventually been widely ac
cepted as covering practically every work of art of that period, the works of 
Bernini as well as of Coyzevox, of Caravaggio and Rubens as well as of Rem
brandt, Vermeer and even such decidedly "classicistic" painters as the Carracci 
and Poussin. It is not difficult to see why architecture should have paved the 
way for this purely chronological usage of the term. The architecture of that 
period is indeed of a much more unified style than is painting or even sculpture, 
despite such works as Perrault's classicistic Louvre fac;ade. It all started in 
the 1850's with Jacob Burckhardt, who later became increasingly fond of the 
Baroque as a whole, but who originated the definition in question as a purely 
architectural one;5 next came the early W6lffiin (1888)6 to whom we owe the 
basic analysis of baroque architecture as contrasted with Renaissance archi
tecture; in 1897, August Schmarsow published his Barock und Rokoko; in 1898, 
Strzygowski wrote a book with the daring title Das Werden des Barock bei Raphael 
und Correggio; finally, the same W6lffiin (1915)7 found a way of characterizing 
all painting of the seventeenth century as baroque through the application of his 
famous categories of distinction between sixteenth and seventeenth manners 
of seeing and forming. While Wolffiin's main criterion was a morphological 
one, it is readily understood that other tendencies towards recognizing and 
analyzing a unified taste or sty Ie of a given period should have led to a similar 
attempt at unification: if there is such a thing as an artistic Zeitgeist, it must be 
possible to see some essential unifying elements in all significant art works of 
a certain epoch. In other words, the Baroque in art is a unified style; but by 
the same token, it is also a partial expression of the general Zeitgeist of the seven
teenth century. Consequently, it is only one step from here to the recognition 
of the same Zeitgeist in music, literature, philosophy, science, etc. of the same 
epoch, which, therefore, becomes baroque music, baroque literature, baroque 
philosophy, baroque science. 

4 Georg Dehio, Geschichte der deutschen Kunst, second ed., Berlin and Leipzig, 1931, III, 
p. 290: "Der Barock list 1 die deutsche Ur-und Grundstimmung. . .. Das eingeborene 
germanische Kunstgefuhl fordert ein unbeschriinktes Recht fUr den freien Ausdruck seeli
scher Bewegung. . .. Barock will Ausdruck-Ausdruck urn jeden Preis, auch urn den 
der Form." 

5 See Wilhelm Waetzoldt, Deutsche Kunsthistoriker, Leipzig, 1924, II, pp. 199 f. 
6 Heinrich Wiilffiin, Renaissance und Barock, Munich, 1888. 
7 Heinrich lWiilffiin, Kunstgeschichtliche Grundbegriffe, Munich, 1915; idem, "'Kunst

geschichtliche Grundbegriffe', eine Revision," in: Gedanken zur K unstgeschichte, Basel, 
1941. 
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The third definition I have called one of relative chronology. Its essence 
is implied in the statement that every Occidental style has its classical epoch and 
its Baroque.8 This definition of Baroque as a recurrent phase, or, it should 
at once be added, as a typically late phase of every Occidental style, was again 
originally based on an investigation of architecture and later transferred to the 
representational arts. It has been applied to the relationship between the 
"historical" Baroque and the High Renaissance, to Greek Baroque (hellenistic 
art) and Greek classical art, Gothic Baroque and High Gothic, even Romanesque 
Baroque and High Romanesque, etc. The concept of the "recurrent" Baroque 
dates farther back than is usually assumed; it is found, under the name of Rococo, 
in the earliest writings of Jacob Burckhardt.9 Recently, it has been very much 
overworked by various (especially German) writers. Positivistic and morpho
logical speculation is as evident in this definition as it is in Wolffiin's analysis 
of baroque (seventeenth century) versus High Renaissance (sixteenth century) 
art; Zeitgeist theories have been applied to it as well, but its essential point 
is the recurrence of baroque (late) phases. 

Two main problems, or so it seems to me, emerge from this rather bewil
dering survey. First, is there any conceivable justification for retaining a term 
which has taken on so many different meanings? Second, if there is, which 
meaning shall we recommend for adoption? Evidently, the two questions belong 
closely together and can be separated for analytical purposes only. 

The first question I should like to answer in the affirmative provided an agree
ment on terminology can be reached, not only among art historians (which is 
no mean task), but among all of us. As long as one art historian applies the 
term baroque to Rubens and Bernini only, pointing to the contrast between 
them and Rembrandt and Poussin, while another applies it to the entire seven
teenth century, a third to Michelangelo and Correggio, and a fourth to Grunewald 
and German expressionism, the situation is hopeless. The same is true when 
to some historians of literature baroque means not only the late Shakespeare, 
Milton, and Vondel, but also .Jakob Boehme and Corneille, while to others it 
means only a handful of decadent poetasters, and while to a philosopherlo Bar
oque (and Rococo) are "suspended as it were between two contrary insights: 
that in the service of love and imagination nothing can be too lavish, too sublime, 
or too festive, yet that all this passion is at once a caprice, a farce, a contortion, 
a comedy of illusions"; or when one historian of music calls Bach baroque, 
while another calls him gothic.ll By the same token, confusion in both the 

8 See Heinrich Wiilfilin, Kunstgeschichtliche Grundbegriffe, third ed., Munich, 1918, p. 250, 
who adds the following interesting stipulation: "Die Entwicklung wird sich aber nur da 
vollziehen, wo die Formen lange genug von Hand zu Hand gegangen sind oder, besser gesagt, 
wo die Phantasie lebhaft genug sich mit den Formen beschaftigt hat, um die barocken 
Miiglichkeiten herauszulocken.', 

9 W. Waetzoldt, op. cit., II, p. 192. 
10 George Santayana, The Middle Span, New York, 1945, pp. 2 f. I am indebted for this 

reference, as well as for valuable help in wording this paper, to my colleague Andrew 
Bongiorno. 

11 The fascinating problem implied in this particular terminological dilemma has been 
touched upon in the chapter "Kiinste als Generationen" in Wilhelm Pinder's Das Problem 
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visual arts and literature is likely to mount, if one scholar considers all of Rem
brandt's and Vondel's works baroque, while another12 bases a most discerning 
com parative analysis of these two artists on the notion that one remained baroque 
throughout his life, while the other ceased to be baroque in the 1640's. Only 
if all disciplines can be persuaded to accept one clearly defined concept of the 
term baroque, can its continued application be recommended. 

I, for one, believe that a universal acceptance of the term is impossible if we 
continue to use it as synonymous with grandeur, heroic sweep, or the like, in 
other words, in line with the first of the three definitions to which I have called 
the reader's attention, the one which conveys no chronological implications of 
importance. I have pointed out that this definition is still an outgrowth of the 
original derogatory sense of the w~rd. Its continued use as a less chronological 
term gave it an even greater vagueness which has never been remedied and is not 
likely to be remedied in the future, the less so as it is constantly being confused 
with the older disparaging definition. It is perfectly feasible to use other and 
much more clearly defined terms for the phenomena in question; in fact, nothing 
can be gained, but much can be lost, by calling baroque such diverse things as 
insincerity, bombast, and grandiloquence on the one hand, heroic passion and 
dynamic grandeur on the other, let alone profound emotional intensity or the 
like. On the other hand, if it should be suggested that the term should be 
restricted to designate one of these qualities, we should be entitled to ask: why 
speak of baroque when we mean pompous, bombastic, grandiloquent, grandiose, 
heroic, dynamic or deeply emotional? 

But the rejection of this sense of the term imposes a serious responsibility 
upon us as we try to defend the continued use of it in any other sense. Would 
it not be just as easy and commendable to drop both of the chronological mean
ings of the term as it is to drop the one we have just discussed? Only if we 
should succeed in showing that this is not the case, are we justified in recom
mending any continuation of its use. Let us reconsider those two chronological 
applications from this particular point of view. 

The first such application was to the entire seventeenth century, plus the 
first two or, in some countries, even five decades of the eighteenth. What can 
we gain by calling this period-all of it-baroque? One advantage of this 
procedure is rather obvious; it makes for brevity. It is definitely less time
consuming to speak of "the Baroque" than to speak of "the-period-between
approximately -1600-and-1725-or-17 50-as-the-case-may -be" . However, this ob
vious gain would at once be more than canceled out if we were not quite certain 
that this period was really, in some rather definite fashion, a unified period: 
unified as to its most important aspects of style in literature, the visual arts, 
music, philosophy, theology, science etc., unified to such an extent that seemingly 

der Generation, second ed., Berlin, 1928, pp. 96 ff. To the present writer, this chapter is 
easily the most valuable part of a book otherwise weighted with many distortions and an 
utterly confusing terminology as far as the Baroque is concerned. 

12 F. Schmidt-Degener, Rembrandt und der hollandische Barock (Studien der Bibliothek 
Warburg, IX), Leipzig and Berlin, 1928 (first published in Dutch in De Gids, LXXXIII, 
1919). 
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large discrepancies of individual style can still be understood and analyzed as 
varieties and multiple facets of one style. Everything hinges upon this point; 
if that stylistic unity of the entire epoch turns out to be a delusion, we are not 
justified in proposing for it one stylistic term. At this juncture, I can do little 
more than affirm my belief that there is a great deal of truth in that theory
at any rate, a sufficient amount of truth to justify the continued investigation 
of that period under the guidance of the working hypothe8i8 that that unity is 
really there (working hypotheses, properly handled, have a way of producing 
real enlightenment and not necessarily, though all too frequently, the kind of 
thing which Erwin Panofsky has so properly called a "boa constructor"). In 
the realm of art history, Burckhardt, W6lfHin, and some others have pointed out 
methods of recognizing that stylistic unity, though mainly on a morphological 
basis. A more comprehensive, all-embracing definition of the Baroque in art 
history will have to stand the acid test of our increasing factual knowledge 
which tends to dissolve that unity, but it may come, I believe, in the wake of 
a more penetrating analysis of the content of the art of that epoch.13 This anal
ysis will have to settle the question whether or not the works of Caravaggio 
and Rembrandt, of Bernini and Poussin, show similarities which define them 
as being characteristic products of that epoch, in clear contradistinction to 
products of the Renaissance or of the Empire. If this is so, we should be able 
to prove that, to adduce a striking example, a work by Poussin is basically 
more closely related to one by Rubens or Rembrandt than to one by Raphael 
or David, and this not only with regard to form but also with regard to content. 
More: if, in logical expansion of this concept as a Zeitgei8t concept, the term 
Baroque is likewise to be applied to literature, philosophy, music, science of the 
same epoch, it will also have to be proved that, in some important aspects at 
least, Descartes and Leib:r;tiz were closer to Rembrandt and Poussin than to 
Giordano Bruno or to Kant, Monteverdi and Purcell closer to Milton and Vondel 
than to Palestrina or Mozart, and so forth and so on. Even in the face of such 
seemingly overwhelming obstacles, I would still be ready to stand by my con
viction that through the well-organized collaboration of all of us, such proof 
might be forthcoming. I also believe that one mainstay of this undertaking 
will have to be the interpretation of this baroque epoch as one revealing a basi
cally new and optimistic equilibrium of religious and secular forces. This 
era tended to harmonize the humanistic, the religious, and the scientific realms 
into one integrated whole deliberately, yet often with a passionate zeal and 
dynamic power of which the Renaissance had not been capable, and its new 
equilibrium was possible of attainment only thanks to the progressive revolution 
of the Reformation on the one hand and the conservative revolution of the 
Counter-Reformation on the other. 

There remains the problem of the second chronological definition of the term 
Baroque, the one which asserts the recurrence of a baroque phase in all styles, 
ancient, Romanesque, Gothic, and the like. Clearly, this would be justified 

13 See Nikolaus Pevsner in Repertorium fur Kunstwissenschaft, XLIX, 1928, and in his 
Die Malerei des Barock in Italien (Handbuch der Kunstwissenschaft) , 1928, pp. 104 ff.; Erwin 
Panofsky, Italian Baroque Art, unpublished lecture at Vassar College, 1932. 
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only if we can convince ourselves that essential features of the Baroque of the 
seventeenth century are found also in other phases of style to be so designated. 
In other words, if it is true that the term Baroque is acceptable for the seven
teenth century only on grounds which transcend purely morphological cate
gories, we should speak of, say, ancient Baroque only if this particular phase 
of ancient art shows more than morphological resemblances to the Baroque of 
the seventeenth century. Put differently again, the term "ancient Baroque" 
would have to be more than a partially valid metaphor in order to be acceptable. 
I am inclined to think that this is the case, but I must make reservations re
garding such terms as gothic Baroque. Ancient art belonged to a cultural cycle 
different from that of Western civilization of the Christian era, while the Gothic 
was part of the latter. The general development of ancient art from the ar
chaic to the classical, and from the classical to the hellenistic and the neoclas
sical cannot but remind one of the general development of Christian art from 
the middle Ages to the Renaissance, Baroque, and Empire. This has often 
been observed though again mainly on a morphological basis. Will that paral
lel stand the test of an investigation that takes into consideration more elements 
than the morphological? More decisive still: will it stand the test of an investi
gation applying also to religion, philosophy, music, literature, science? If 
it does, ancient Baroque may well turn out to be a sound term, something more 
than a metaphor, something immensely revealing to all scholars. I cannot 
foresee a similar result in the case of such phenomena as the so-called gothic 
Baroque. This may well remain a purely morphological metaphor, divorced 
from essential aspects of content and devoid of fruitful parallels with literature, 
music etc., confined, in other words, to similarities based on what might be 
called physiological rather than spiritual changes. However, I may easily 
be wrong about that, and my scepticism with regard to this problem might well 
be explained by my pointing to the fact that we have hardly begun to tackle 
the tremendous difficulties which confront us on the road to the solution of 
the more important and more immediate problems. 

ENGLISH BAROQUE AND DELIBERATE OBSCURITY 

ROY DANIELLS 

In spite of all that has been said about Baroque (and the London Times Literary 
Supplement has recently been full of it), there is still some doubt as to the applica
tion of the term. Should this word be limited in its use to the criticism of the 
plastic and graphic arts? or used for the arts in general, including music and 
literature? May it be applied to the artistic sensibility of a particular chrono
logical period? or to the general sensibility of that period? (May we, for in
stance, speak of seventeenth-century warfare, of its tactics, strategy and fortifica
tion, as Baroque?) May the word stand for a kind of sensibility which can occur 
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at any time in history, as the word Romantic is often made to stand? The 
search for a suitable meaning can take the inquiring student over a lot of terri
tory; even so he will not find absolutes. "Suitable meaning" is a better descrip
tion of the object of his search than "accurate meaning" for, as one of the Times 
reviewers has said, "There is nothing sacrosanct about such terms as 'Baroque' 
and 'Rococo'. They stand and fall with their serviceability". 

The meanings of the word Baroque may be regarded as circles within circles, 
the system being more or less concentric; we may think of Baroque applied to 
English literature as part of a set of meanings which also permits its application 
to ecclesiastical architecture in the upper valley of the Danube. At the moment 
we are concerned with a use of Baroque which will be in harmony with the Eng
lish point of view (that is, not an arbitrary imposition of a German point of view); 
which will be useful in finding one's way through English literature of the seven
teenth century (that is, a concept which can be used simply, ,vithout dragging 
after it a mass of erudite controversy); which will fit the facts (that is, will not use 
authors and texts as pawns in the game: it is a bit distressing to see 
Lyly's Euphues, a characteristic mid-Elizabethan work, called Baroque); and, 
finally and above all, a use of Baroque which will renew and increase our delight, 
our sense of joy and wonder, as we see the familiar landscape in a slightly altered 
perspective. 

We have, of course, already many terms which are useful in the exploration of 
seventeenth-century literature: "late Renaissance", "Cavalier", "Puritan", 
"metaphysical". We owe a great deal to those who have elucidated the last of 
these. But it does not perform the same services as Baroque. The need for 
some such term as Baroque is felt acutely after a perusal of Professor Grierson's 
admirable book, Cross Currents in English Literature of the XVIlth Century; the 
student of Baroque is concerned with the results of the conflux and intermixture 
of traditions. 

Elsewhere1 I have tried to say something about the English modification of 
Baroaue and the nature of Baroque dualism in England, as seen against a back
ground of the fundamentals of the style. Briefly: that though there is so little 
indisputably Baroque form in English architecture, yet this does not invalidate 
the search for Baroque form in literature, especially as seventeenth-century Eng
lish literature is so consciously formal. However, England's geographical posi
tion on the outskirts of Europe and the traditional English habit of compromise 
do serve to complicate the problem: the Classical Renaissance and the Protestant 
Reformation proceed together in England along the same few decades; the Tudor 
monarchy and the Anglican Church are both moderating influences. We have 
not in England some of the conditions which stimulated Baroque art in Italy and 
Germany: independent princes, a triumphant Papacy, successful movements led 
by Jesuits, an already fully developed technique of Renaissance art. Baroque in 
England is somewhat elusive and concealed. Special problems arise; for exam
ple, the continuation of mediaeval ("gothic") elements into Renaissance times 
may give rise to some false identifications. 

1 v. University of Toronto Quarterly, July 1945. 
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Nevertheless, a quite simple definition of Baroque will suffice for the student 
who wishes to make a few excursions into seventeenth-century prose and verse. 
Baroque may be regarded as the logical continuation and extension of High 
Renaissance art, with conscious accentuation and "deformation" of the regular 
stock of techniques. These become more dynamic and (in both good and bad 
senses of the word) theatrical. Baroque is developed as a complete art form of 
wide influence and application, the expression of a specific artistic sensibility of 
which some of the marks are well known: a sense of triumph and splendour, a 
strenuous effort to unify the opposite terms of paradoxes, a high regard for tech
nical virtuosity. 

The commencement of English Baroque is not as hard to fix as at first appears. 
1590 is a spot where one might well drive in a tentative peg. By 1600, certainly, 
there is a well-defined Baroque sensibility. In the 90's the verses of Jack Donne 
are being passed from hand to hand. The flood-tide of the Italianate sonnet
sequence ebbs wi.th extreme rapidity and after the turn of the century song-books 
and miscellanies are often mere compilations. If we think of sonnet-cycles, 
songs translated or adapted from French or Italian, and pastoral pieces, then it 
would appear that in the ten or twelve years succeeding the publication of Musica 
Transalpina (1588) the English High Renaissance has achieved and completed 
its expression. And, without hanging too much on anyone fact, it is interestmg 
to see that, while Greene's M amillia represents the type of romance popular 
about 1580, in 1591 he brings out his Art of Conny Catching; realism develops in 
the prose pamphlets and in collections of epigrams; a new interest in human psy
chology expresses itself in "characters" (Casaubon's Latin translation of Theo
phrastus comes out in 1592) and expresses itself too in the drama of humours. 
In the 1590's, also, Donne, Hall and Marston are bringing out their classical 
satires. The appearance of the malcontent, of the melancholy strain in Chap
man and Webster, and the subsequent development of two avenues of escape 
from melancholy-the piety of a Herbert on one hand and the cheerful sensuality 
of a Herrick on the other: this appears to indicate the growth of a Baroque sensi
bility which has lost the fragile unity and tentative balance of the best Eliza
bethans, of Spenser, of Lyly, of Hooker. The literary careers of Fulke Greville 
and Marston as they approach 1600 are interesting in this connection. The whole 
enquiry into the turning point between High Renaissance and Baroque is an 
exciting one. 

Baroque prose styles may be grouped according to the formal intentions of 
their writers as either condensed or expanded. And a plain style may be observed 
developing in opposition to both modes. This plain style is nurtured by the 
Royal Society, which naturally feels that Baroque styles are unsuitable for 
scientific statement. It desires a manner of writing, to quote Glanville: 

Not rendered intricate by long Parentheses, nor gaudy by flaunting Metaphors; not tedious 
by wide fetches and circumferences of Speech, nor Dark by too much curtness of Expression. 
(PlU8 Ultra, pp. 84-5) 

The deliberate rejection of Baroque on the part of the Royal Society, together 
with the absence of Baroque features from the styles of, say, Addison and Swift, 
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makes it easy to mark the end of the century as effectively the end of Baroque 
dominance in the field of prose. 

The examination of the Baroque element in seventeenth-century poetry is 
facilitated by the same concept, of an expanded style and a contracted one, each 
developed out of familiar Renaissance forms, in the interest of greater expres
siveness. T. S. Eliot's distinction between "wit and magniloquence" in his essay 
on Marvell is beautifully relevant here. The metaphysical poets and Milton 
thus come together without any forcing: indeed, they represent respectively the 
specialized application of the term "metaphysical" and its more general and nor
mal use. Donne, Crashaw and Milton all take on fresh interest when regarded 
as Baroque craftsmen. It is particularly rewarding to watch Paradise Lost 
articulate itself as a piece of Baroque structure. Baroque lyricism comes to an 
end about 1700, as can be seen by turning the pages of Mr. Norman Ault's 
anthology, which has a chronological arrangement of poems. Prior is definitely 
Rococo and so, as Dr. Friederich Brie has shown, is The Rape of the Lock. Dry
den is master of a very late, rationally handled Baroque style. 

To speak of Dryden is to be reminded of the heroic play. Drama is outside the 
scope of this paper. But it would seem that the bold and successful asymmetries 
of late Shakespearian plays are in a genuinely Baroque mode and that the vigor
ous unreality and resounding rodomontade of Dryden'S heroic drama are also 
Baroque-as Versailles is Baroque. The stagecraft of Webster, Ford, Tourneur, 
Lee and Otway demands attention. And much else quite beyond these limits. 
But who will deny to Millamant the distinction of Rococo? 

* * * * * 
One of the best approaches to English literary Baroque is through the criticism 

of WolfHin,2 who differentiates the forms of Baroque art from those of the High 
Renaissance according to five categories. These categories are suggestive in the 
extreme, if the dangers of dogmatic and rigorous application to literature are 
avoided. The fifth category is concerned with a change from absolute clarity, 
in which the artist aims at explicitness, to relative clarity where beauty is per
ceived in the very darkness which modifies the forms. A brief inquiry into the 
corresponding literary phenomenon will show the usefulness of WolfHin's con
cepts. 

Skirting the matter of seventeenth-century melancholy and its tenebrous 
states of mind, a subject which has received much attention, we might consider 
for a moment the intimate association between the seventeenth-century sense of 
fundamental mystery and some of the literary styles. The enemies of Baroque 
(who, incidentally, characterize it very acutely) are not slow to see such a con
nection. Glanvill, in his Seasonable Defence, makes a significant protest: 

A man does not shew his wit or learning by rolling in metaphors, and scattering his sentences 
of Greek and Latin, by abounding in high expressions, and talking in clouds, but he is then 
learned, when his learning has clear'd his understanding, and furnisht it with full and 
distinct apprehension of things; when it enables him to make hard things plain; and con-

2 Heinrich WolfRin, Kunstgeschichtliche Grundbegriffe, Miinchen, 1915, translated as 
Principles of Art History, London, 1932. 
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ceptions that were confused, distinct and orderly; and he shews his learning by speaking good, 
strong, and plain sense.' 

It is instructive to compare this rational protest, at the end of the Baroque per
iod, with the characterization of "parabolicall" style made by Bacon in his 
Advancement of Learning: 

Poesy Allusive, or Parabolicall, excells the rest, and seemeth to be 8 sacred and venerable 
thing; expecially seeing Religion it selfe hath allowed in a work of that nature, and by it, 
trafiques divine commodities with men .... And it is of ambiguous use, and applied to 
contrary ends. For it serves for Obscuration; and it serves also for lllustration: in this it 
seems there was sought 8 way how to teach; in that an Art how to conceale .... There is 
another use of Parabolicall Poesy, opposite to the former, which tendeth to the folding up of 
those things; the dignity whereof, deserves to be retired and distingWsht, as with a drawn 
curtain. 

Similarly, we find Sir Richard Baker in the Preface to his translation of the 
Discourses of Malvezzi upon Tacitus, asserting that Tacitus' "very obscurity is 
pleasing to whosoever by labouring about it, findes out the true meaning; for 
then he counts it an issue of his own braine, and taking occasion from those 
sentences, to goe further than the thing he reads, and that without being de
ceived, he takes the like pleasure as men are wont to take from hearing meta
phors, finding the meaning of him that useth them". 

It is a commonplace that the crabbed, significant obscurities of Persius and 
Juvenal become exemplary to satirists like Marston, Hall, Donne and Cleveland; 
seventeenth-century English poets were well acquainted with Italian critics, 
such as Tesauro, who greatly admired the metaphor, with its attendant multi
plicity of meaning, as a poetic device: the desire for ingenious and obscure literary 
forms was fostered by many influences. The sacerdotal, the bardic, the pro
phetic, the aristocratic elements in society felt a need-a need traditional with 
each of them-for special and distinctive expression. "For to handle things 
darkly, as if they were mysteries, and with respect and shame", wrote Charron, 
"giveth taste and estimation unto them". And even Bunyan, who is so ex
plicit in tagging his characters, is moved to remark that "words obscure" and "a 
cloudy strain" allure the godly mind the more. 

The development of a cult of significant darkness, parallel to the deliberate 
obscurity in graphic and plastic design of which Wolffiin makes so convincing an 
analysis, goes on throughout the early seventeenth century. The varieties of 
deliberate and meaningful obscurity are many and the relation among them is 
itBelf obscure. We find Chapman, in his preface to Ovid's Banquet of Sense, 
setting forth a principle: 

Obscurity in affectation of words and indigested conceits is pedantic and childish; but 
where it shroudeth itself in the heart of his subject, uttered with fitness of figure and ex
pressive epithets, with that darkness will I still labour to be shadowed .... I know that 
empty and dark spirits will complain of palpable night; but those that beforehand have a 
radiant and lightbearing intellect, will say they can pass through Corinna's garden without 
the help of a lantern. 

a v. R. F. Jones, "The Attack on Pulpit Eloquence in the Restoration", J.E.G.P., XXX 
(1931), 201 fn. 
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And in his Hymnus in Noctem come the beautiful and summary lines: 

Rich-taper'd sanctuary of the blest, 
Palace of ruth, made all of tears, and rest, 
To thy black shades and desolation 
I consecrate my life. 

For Fulke Greville, another exponent of the same theme, the approach is some
what different. Obscurity is for him an intellectual and stylistic habit. Meta
phor is "a way of veiling thought to add to its significance, an appeal to the 
subtler and more mystical reason, a kind of labyrinthine device guarding the 
mysteries of truth from indifferent approach".4 And when we think of literary 
styles which guard the mysteries of truth from indifferent approach, who comes to 
mind before Henry Vaughan? He practises a traditional mystery (that of al
chemy) with its own technique, which he heightens through the eagerness of his 
emotional nature. He quotes, in justification of deliberate reticences, the charge 
given to the fraternity by Raymund Lully: 

I swear to thee upon my soul that thou art damned if thou shouldst reveal these things. 
For every good thing proceeds from God and to Him only is due. Wherefore thou shalt 
reserve and keep that secret which God only should reveal, and thou shalt affirm thou dost 
justly keep back those things whose revelation belongs to his honour. For if thou shouldst 
reveal that in a few words which God hath been forming a long time, thou shouldst be con
demned in the great day of judgment as a traitor to the majesty of God, neither should thy 
treason be forgiven thee. For the revelation of such things belongs to God and not to man.1i 

The nearest approach to a contemporary seventeenth-century explanation of the 
cult of significant darkness would seem to be a tract entitled Mythomystes pub
lished by Henry Reynolds in 1632. The moderns, says Reynolds, read the works 
of their great predecessors superficially, "never looking farther into those their 
golden fictions for any higher sense, or anything diviner in them infolded and hid 
from the vulgar, but lulled with the marvellous expression and artful contexture 
of their fables". But, Reynolds continues, these fables really show deep insight 
into celestial and carnal love and other mysteries. The Ancients, esteeming their 
knowledge highly, guarded it carefully under symbols-the hieroglyphics of 
Egypt, Pythagoras' numbers. In Homer, in Aristotle, in Plato, in the Latin 
poets and in the books of Moses the instructed reader looks for a sense behind the 
surface; for the ancient writers possessed, as the modern do not, an approach to 
the mysteries and hidden properties of Nature. They knew how to reach God 
through a careful search into His works, and their fables really refer to mysteries 
such as the generation of the elements, and to the great typical characters of 
Scripture. 

It is difficult to agree with Professor J. E. Spingarn, who included Mythomystes 
in his valuable collection, Critical Essays of the Seventeenth Century, that Rey
nolds, after a good start, moves off into needless obscurantism, that because 
Mythomystes makes no formal analysis of the conceit it misses the central princi
ple of metaphysical poetry. For that principle rests upon deeper foundations 

4 M. W. Croll, The Works of Fulke Greville, (U. of Penn., 1901), pp. 56-7. 
i Works, ed. Waite (London, 1919), p. 212. 
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than stylistic qualities, and is no more dependent upon a taste for conceits than 
the principles of Jesuitism depend upon a taste for casuistry. Reynolds' feeling 
for the mystery behind all life and his entanglement in neo-Platonic mysticism, 
together with his desire for figurative expression, are common characteristics of a 
Baroque outlook. They spring moreover from the fundamental organic pro
cesses-or, if we prefer it, organic disorders-of the age. 

The opposition to Baroque thought and Baroque styles, which becomes abun
dantly vocal in the period of the Restoration, may receive one more illustration, 
from John Wilkins' Ecclesiastes (1669): 

... there are some other Writers that are stiled Mystical Divines, who pretend to some 
higher illumination and to give rules for a more intimate and comfortable communion with 
God. And these of late have been by some much cryed up and followed; but they do, in the 
opinion of many sober and judicious men, deliver only a kind of Cabalistic or Chymical, 
Rosicrucian Theology, darkening wisdom with words; heaping together a farrago of obscure 
affected expressions, and wild Allegories. 

The theme of significant darkness is, of course, only one of several suggested by 
Wolffiin's set of categories. But it may have served to illustrate how certain 
elements of the Baroque aesthetic reveal themselves in English literature. 

* * * * * 
The usefulness of Baroque as a concept in the study of English is that it advances 
fresh relationships, permits new perspectives, leads to a better understanding of 
the formal intentions of the authors, gives to the English-speaking student a link 
with Continental Baroque, forges links between types of sensibility and kinds of 
style, and generally acts as a catalyst to combinations of critical ideas. Above 
all, it adds to our pleasure in the seventeenth-century, and what in this day and 
age could be more useful than the fresh sense of wonder and renewing of delight? 

THE ELEMENT OF MOTION IN BAROQUE ART AND MUSIC 

WILLIAM FLEMING 

A new and progressive art style rose in the early 17th century like a phoenix 
out of the ashes and broken columns of classical culture. It was an aesthetic 
expression of the early image of modern man as he searched in his world for a new 
philosophy of life, new scientific achievements, new mechanical inventions, and 
for new social and political patterns. Baroque art emerged out of this struggle 
for freedom from old shackles and inhibitions and spoke with an energetic and 
highly eloquent rhetoric of progress, of expanding the range of human activities, 
of grandiose achievements, of ceaseless activity and motion. It is in the direc
tion of this element of motion that the significance of this first truly modern art 
style is to be found. The element of motion runs as a rhythmical undercurrent 
through all the arts from architecture to music. The machine is the symbol 
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which distinguishes our modern civilization from all others, and it was the 
Baroque period which first began to think in terms of machines and the various 
mechanical aspects of motion. 

The Baroque period in the minds of many eminent critics and historians of the 
19th century was thought to be the result of a decline in the Renaissance spirit, 
and a degeneration away from the nobility of the classic aesthetic ideal. Ruskin, 
for instance, labeled it the "Grotesque Renaissance". "On such a period, and on 
such work," he said, "it is painful to dwell ... "1 More recently there has been a 
re-evaluation, and historians of the calibre of WolfHin and others show that it is a 
"totally different art"2 from the Classic and Renaissance styles. Nevertheless 
there are some roots of the Baroque style in certain tendencies of the Renaissance 
artists. The germinal elements were present in the work of Leonardo, Cara
vaggio, and Tintoretto. In fact in the late Renaissance there seemed to be two 
entirely separate directions of thought. One gravitated toward the ancient 
classic ideal and was for that reason a backward and retrogressive view. The 
other was a forward progressive viewpoint which utilized all the then modern 
ideas in the intellectual and scientific world and translated them into artistic 
media. It is out of this latter trend that the Baroque develops. The Baroque 
artists never failed to pay lip service to the classic idea, but they succeeded in 
utilizing classical forms and models in a highly unclassical manner. The aes
thetic path they traveled was away from serenity and repose toward the pro
gressive, the striving, the aspiring, the becoming. The perfect, completed, self
contained forms of the Classic and Renaissance periods gave way before the rest
less, struggling, forceful elements of this new attitude toward life and the world. 
The Cicerone crystalizes the essence of the new aesthetic by the dictum: "Emo
tion and movement at all costS."3 

The Baroque period brought about a quickening of the pulse of human affairs. 
It was an age of movement, activity, exploration. Time is of utmost importance. 
The mechanical clock becomes the dominant symbol of this period and performs 
the unique function of translating the movements of time into spatial dimensions. 
This spatializing of the flow of time is a part of the essence of this period. The 
medieval preoccupation with the concept of the eternal gradually gave way to 
preoccupation with the transitory. Regularity had been the keynote of the mo
nastic life; and it was devoutly believed that since God had divinely ordered the 
cosmic forces, it was a religious duty of man to bring his movements into harmony 
with this cosmic regularity. This stimulated thought along the line of measuring 
time. Since the sun dial was unsatisfactory at different seasons, and primitive 
water clocks froze in cold weather, a mechanical clock was devised in the 14th 
century which had dials and hands for the purpose of translating the flow of time 
into movements in space. Thus the clock, according to Lewis Mumford in his 
Technics and Civilization, not the steam engine or any other machine, is the key of 
the modern age. His view upholds the thesis that the turning point in modern 
civilization comes when the clock and watch become common property. Eter-

1 John Ruskin. Stones of Venice. Vol. 3, Ch. 3. 
t Heinrich WolfHin. Principles 0/ Art History. 
3 Jacob Burckhardt. Der Cicerone. Leipzig, 1910. 
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nity is then no longer the dominant unit of time, but rather hours and minutes. 
Consequently there is a speeding up of human activity. Life here and now no 
longer seems a lengthy wait before the beginning of life in the next world. The 
time now seems all too short for the multifarious human possibilities and am
bitions. 

Baroque society first adopted this symbol of the flow of time and made it a 
part of everyday living. The bourgeois ideal of making life as regular as clock
work and translating time into wealth is derived from this earlier period. One 
has only to look at the early clocks to grasp their Baroque connection. They 
were amazingly ingenious. In some the hours were represented by mythological 
images in the form of dolls which paraded with automatic movements. In others 
the hours were twittered off by gilded birds or the tinkling sounds of music boxes. 
So much did the mechanical idea of time take hold of their thinking that the deists 
and Voltaire even projected the image of God as the Eternal Clockmaker who 
created, wound up, and regulated the universe. 

The philosophical speculation about the universe was done in mechanical 
terms. Descartes, who defined the real world as one of matter in motion, thought 
that all phenomena could be understood in terms of the laws of mechanical 
motion. The impetus of this dynamic thinking is seen in all fields. The tech
nical progress between the Renaissance and the end of the Baroque period 
around 1750 laid the foundation for the present machine age. In addition 
to the mechanical clock, Galileo's telescope confirmed and popularized Coper
nicus' earlier discovery of the heliocentric solar system with the completely 
novel notion that the earth was not fixed but moved freely in space. Further 
speculation continued throughout the Baroque period with the unsolved prob
lems of planetary motion, and Newton was absorbed in working out the intel
lectual architecture of a universe which was based on planetary attraction 
and repulsion. The impetus for exploration is revealed by the invention at 
this time of the submarine boat, flying machine, parachute, paddle wheel boats, 
diving bells, and balloons. Even a toy helicopter made its first appearance 
in 1796. The concern of the scientists with the laws of motion is apparent 
from their writings, experiments, and inventions. Leibniz' differential cal
culus, Gilbert's Treatise on Terrestrial Magnetism and Electricity, Galileo's 
First Law of Motion, Newton's Law of Gravitation, and the first thought along 
the lines of thermodynamics come at the end of the 17th century. The tele
scope and microscope are devised to explore distant and minute regions of space. 
The barometer is invented to measure fluctuations in air pressure, and the 
thermometer to translate heat changes into upward and downward movements 
in space. Both of these and a device knmvn as the anemometer which measured 
the force of the winds were all contributions of the early 18th century. The 
inventive spirit of this time was ceaseless, and the idea of motion runs through 
it all. 

In brief the scientific thinking of this time was concerned with movement in 
calculation, in measurement, in exploration, in transportation. Is it then any 
wonder that movement is of dominant importance in the art of the Baroque? 
The classical ideal of repose is displaced in aesthetic as well as in scien-
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tific thought. Progress is in the wind and there is no nostalgic longing for the 
classical serenity of antiquity. There was a much closer working agreement 
between the arts and sciences of this time than is generally realized. The vi
tality and dignity of art, however, never suffered because of the scientific specu
lations of a Leonardo or a Goethe. Much in the early Baroque period was 
done by the musician Vincenzo Galilei on the science of acoustics and the laws 
of vibration. It was perhaps the primary aesthetic impulse of these interesting 
investigations that spurred his illustrious son on toward his astronomical in
vestigations of the music of the cosmos. Even at the end of the period we 
see the great J. S. Bach carrying the scientific method into musical composition 
in his last work, Die Kunst der Fuge. In this opus he carefully controls his 
variables by building all types of fugues and classifying them by using only 
one highly simple theme, thus bringing into sharp focus the form of the fugue 
as distinct from the thematic content. In the visual arts we have Leonardo 
speculating on acoustics, movements, and weights. He also spent much time 
devising flying machines, and wrote an extended treatise on how birds, bats, 
fishes, animals, and insects fly, together with a detailed analysis of the mechanism 
of flight and the many variations of movement while in flight. In the Baroque 
period movement is clearly indicated in each of the arts. The angel and bird 
motifs become prominent in the visual arts. Sculpture flies, architecture grows 
wings, paintings seem hardly to stay on the wall, and even buildings seem to 
soar. 

In Baroque painting the beholder sees the play of lights and shade rather 
than formal contours. The horizontal line of the Renaissance gives way to the 
off-balance diagonal accent. Rubens will serve as an example. Violently 
active subject matter as well as emotional content, climactic battle scenes, 
dramatic moments, nervous movements, curved forms, and interplay of lights 
characterize his canvases. In Murillo's paintings the Madonna no longer 
sits on her solid renaissance thrones, but she is at times in flight or stands pre
cariously with one foot on a crescent moon or is born aloft surrounded by cher
ubs. Typical of the painting of the period is its delight in escaping 
the limitations of two-dimensional space on perpendicular walls by using the 
giddy angles and perspectives afforded by ceiling murals, painted sometimes 
on concave surfaces and intended to be viewed from odd angles. Here angels 
float more realistically on clouds, and the limitation of the perpendicular van
ishes. However, with all its extravagances the style has both tremendous 
vigor and extraordinary animation. 

Ceaseless activity and motion are also the chief characteristics of Baroque 
sculpture. There is an element of the eccentric and even at times of the gro
tesque. The Baroque caryatids, far from the serenity of their classical models, 
are satyrs and fauns in dizzy ballet-like attitudes. They balance their balconies 
so giddily that their ancient forebears must have turned over uneasily in their 
museums. The Baroque develops the free-standing active figure, which is 
independent of niche and wall. It escapes, as vVolffiin says, "from the spell 
of the plane .... " The scdpture of this period reaches its highest point in 
Bernini's plastic compositions. He said at one time that the most important 



ELEMENT OF MOTION IN BAROQUE ART AND MUSIC 125 

thing for sculpture was to depict movement, and the living, wavelike, undulating 
lines of his creations are pure line for the sake of linear movement. His figures 
defy gravitational limitations and are often, as in his St. Teresa in Ecstasy, freely 
suspended in space. With his fluid, flamelike lines he goes as far as possible 
in the sculptural medium, and the restless Baroque spirit looks for further move
ment toward the more malleable media of painting and music. 

In architecture the sharp contours of the Renaissance fa9ade with its balanced 
opposition of horizontal and vertical outlines give way to rounded figuration 
and curved, undulating lines. This and the profuse ornamentation activate 
the static architectural masses and increase its rhythmic pulsation. Baroque 
architecture is essentially a secular and worldly type of art. The shift in the 
social and economic center of gravity is away from the church and toward the 
courts and the large cities where the activities of the aristocracy were carried 
on. The church was forced to compete with this tendency, and during the 
time of the counter-reformation adapted many of the worldly aspects of the 
Baroque to its purposes. The art of the Baroque period was not as diffused 
as that of the Romanesque and Gothic times, but became centralized in the 
cities which gradually became world centers of culture. It strove for the mag
nificent and the stupendous. Display, not comfort, was its goal. More deco
rative than structural, its buildings were restless and loaded with ornamentations, 
but the style shows a tremendous exuberance and zest for life. As one writer 
of the period put it: "It showed the happy audacity of the conqueror, the 
irrepressible eccentricities of the victor and autocrat." The palace as a symbol 
of the pompous, worldly splendor of the nobility becomes the typical architec
tural form and goes hand in hand with the acquisition of riches and the develop
meant of grandeur. Music continued its movement away from the cloistered 
halls to the salons of the aristocracy, and the typical forms of opera houses 
remain Baroque to the present day. This testifies to the partnership of the 
architectural and musical forms of the period, both of which developed simul
taneously under aristocratic patronage. The secularization of music correlates 
directly with the development of Baroque palace architecture, and this alliance 
gave rise to the many related musical forms such as the sonata da camera, the 
musiche da camera, and the concerto style. The life within the Baroque palace 
walls brought into being the dance forms which are the parts of the larger form 
known as the suite. As a collection of dances the suite showed the importance 
of movement and patterns of activity to the spirit of the times. The alterna
tion of slow and dignified tempi with fast and spirited ones served to intensify 
rhythmic contrasts. Indeed it is not by accident that the separate units of 
the sonata and suite forms are referred to as movements. 

As a lively complement to the massive palace exteriors, we find a favorite 
form of Baroque architectural embellishment in fountains and pools. Here 
the images of the buildings were reflected in wavy movement, and the watery 
mirrors integrated with the architectural scheme to give depth to the fac;ades. 
Just as mirrors were used to increase the perception of space in interiors, so 
the pools performed a similar function for the exteriors and by their rippling 
reflections activated the static lines and masses of the structures. The fountains 
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with their splashing music had active figures playing, spouting, and swimming. 
The water was diverted in a hundred ingenious ways so that it would spout 
in living patterns, cascade over artificially constructed falls toward pools popu
lated with porcelain dolprnns and water sprites, where stony nymphs fled from 
marble satyrs through the realistically splashing water. In the Baroque foun
tain the actual motion of the playing waters was an integral part of the 
sculptural design. The Baroque desire for movement was here realized in a 
unique way. 

A close relationship exists between the growth of the Baroque palace and 
the concerto as a contemporary musical form. The factor of repetition tended 
to shift Baroque architecture from classical repose toward more dynamic rhyth
mic emphasis. The alternation of individual units of ornamentation with 
larger structural masses, as in the fac;ades of the palaces, is strikingly similar 
to the opposing of the lighter sonorities of the concertino with the larger masses 
of the tuttis in the concerto grosso. The sense of progress in space and time 
is achieved through the throwing back and forth of the grouped instrumental 
sonorities produced by the smaller bodies of instruments opposing larger ones. 
Also, in the concerto the spotlighting of certain instrumental combinations 
allows the activation of one part moving on the background of the whole. This 
shift of tonal balances heightens the effect of the relative mobility of the parts 
in respect to the whole. 

The palace and the concerto are essentially worldly and pompous in design 
and feeling and a distinct contrast to the ecclesiastical emphasis of earlier forms. 
In the early 17th century the term concerto was indicative of a style or a texture 
rather than a definite form, and it implied the opposing of qualities, volumes, 
and intensities, and melodic direction, just as the palace contrasted textures, 
spatial rhythms, and masses. The root meaning of the word clarifies the es
sential tendency of this style. Certare means simply to strive. The modern 
solo concerto in the virtuoso style is an opposition between the many and the 
one- between the orchestra and the individual. The concerto grosso repre
sented a striving, but a striving together between the many and the few. 
J. S. Bach has given a witty definition in one of his titles in which he calls a piece 
the "Vereinigte Zwietracht der wechselnden Saiten", which might be translated, 
the "Unified Dissension (or striving) of the Shifting Strings." The two striving 
elements are the full orchestra called the ripieno and the smaller concerting 
group of instruments which are called the concertino. The term ripieno meaning 
full and ripe is in itself in the best Baroque tradition. Through the thick, 
energetic sonorities of the tuttis or ripienos a massiveness of sound volume is 
achieved which is related to the massive and heavy aspect of the style in other 
.art forms, and has a direct relation to the juxtaposition of the chiaroscuro and 
light and shade techniques of such painters as Tintoretto, Caravaggio, Rem
brandt, and the Dutch School. 

Above all, however, it is the grandiloquence of the operatic expression that 
permeates the whole of the music of this period. The opera fascinated the Ba
roque mind. This is evident from both the interiors and exteriors of the opera 
houses of this time; and indeed it has become so much a part of the operatic 
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tradition that practically all opera houses at present within and without are 
pure Baroque structures. The stage techniques of the operas of this time were 
"mechanical marvels" and have not been surpassed up to the present. The 
revolving theatre stage was invented in the year 1597 and employed in the 
operatic productions of the 17th century. These early operas were noted for 
their elaborate and sumptuous scenic effects. There were gadgets to produce 
the illusion of angels in flight, derricks to afford the gods a comfortable passage 
between heaven and earth, and ingenious mechanisms for floating whole choirs 
of saints and angels across the stage on papier mache clouds. The restless 
urge for movement is evidenced by the constant changes of scene. Cesti's 
Pomo d'Oro, for example, called for a continuous shifting of some sixty-seven 
scenes and episodes which moved all the way from the underworld through the 
earth and up into seventh heaven. Literary parallels exist in Bunyan's Pil
grim's Progress, Voltaire's Candide, and Goethe's Faust, Part Two. But beyond 
these rather external appearances was the genuine desire for heightening the 
dramatic progress and feeling. A close tie exists between this motional and 
emotional expression, and the opera style of Monteverdi and the Neapolitans 
establishes this form as an intensely dramatic medium which reaches its cul
mination at the end of the period with Gluck. The dramatic essence of this 
music was designed to appeal to the affects, temperament, and passions of the 
listener and participator. It desires through its motions to awake emotions. 
As it was stated by a philosopher of the early 18th century: "Musick hath 
two ends, first to please the sense, ... and secondly to move ye affections or 
excite passion.'" 

The growth of the instrumental style is another of the distinctive contributions 
of this period. New instruments are invented and older ones perfected by the 
new mechanical processes. The violin reaches the pinnacle of its development 
at this time. This was in keeping with the trend away from the vocal, toward 
a more purely instrumental type of expression. The violin was the coloratura 
among coloraturas. It satisfied the Baroque need for faster tempi, greater 
technical agility, more florid embellishments. Here speed and movement 
were realized more freely and completely when unencumbered by the limita
tions of the human vocal mechanism. In addition the expressive possibilities 
of each instrument are thoroughly explored until the Baroque culmination is 
reached in the instrumentation of Gluck. This trend toward dramatic orchestral 
effects continues until, with Beethoven and the Romantic school, "purely in
strumental music became more dramatic than any drama."5 

We thus see that the accentuation of the element of motion runs through 
the entire gamut of Baroque expression. The style is first apparent in the 
modern progressive view of a certain aspect of the Renaissance culture. This 
is revealed in the scientific and mechanical achievements of the late 16th and 
early 17th centuries. Then as an art style it first finds expression in architecture 
and develops other facets through the media of sculpture and painting. But 
it is most of all in music that the Baroque style finally finds its natural spiritual 

• Francis Hutcheson, Irish metaphysician. 
5 Donald Francis Tovey. Articles from the Encyclopedia Britannica. p. 124. 
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LETTERS PRO AND CON 

To THE EDITOR: 

Some of the points raised by Mrs. Victoria K. Ball in connection with my article "Some 
Associational Aspects of Color" may warrant comment.1 Unlike Mrs. Ball, I do not wish to 
"take up the cudgel" to defend or to attack any formulation. The brief comments which 
follow are entirely for purposes of clarification. 

My formulations regarding color systematization will soon appear at some length in a 
mimeographed treatment of the subject. Meanwhile a few remarks concerning existing 
systems may be in order. My statement that "color systems are in general too arbitrary, 
insufficiently relativistic and elastic" would not seem to require any very sweeping retrac
tion. It is hoped that the chronic controversy of Munsell vs. Ostwald need not be re
opened. It threatens to go on interminably like the argument re the rice vs. the prunes in 
Daudet's Swiss boarding house. 

The thirty color circle was constructed over a period of years with older circles used 
constantly as frames of reference and comparison. The result was arrived at experimen
tally through collaboration on the part of some scores of artists and color technicians. 
There was unanimous agreement among the experimenters, that, from their point of view, 
both the Ostwald and Munsell circles showed obvious gaps. The construction of our circle 
was carried out upon a predominantly psychological basis. Such is the basis upon which 
color systems to date are considered as being too arbitrary. 

No claim is made that a thirty color circle is "ideal". We have simply found no better 
basis as yet for dealing with a limited set of problems. It would seem that any system 
which is erected in a symmetrical manner may prove to be metaphysical in theory rather 
than scientific. Unconscious assumptions and an intensional rather than an extensional 
approach are to be suspected. Current systems were evolved in the pre-relativistic era. 
For this reason any modifications would be influenced, by the premises. Until an oppor
tunity is found to erect a system from a relativistic point of view we must do the next best 
thing; advance hypotheses and subject them to experimental control. The sense in which 
the term "relativistic" was used may not have been clarified in my article. No inter
system relationship was meant to be stressed but rather the rigid nature of present 
systematizations. 

A system may be considered as a map of the territory of a portion of the world of color. 
The structure, order, and relationships which exist in this territory (outside of our skins in 
the form of electro-chemical activity) do not exhibit much similarity to existing systems. 
This seems so even "when these have been studied and amended for many years". 

I hoped that it was made abundantly clear that my effort dealt with the psychology and 
aesthetics of color. If so, Mrs. Ball misquotes Bond and Nickerson (op. cit.). Her 
implication as to the superiority of the Munsell system is not to be deduced from their 
conclusions. 

The fact that I have returned to current terminology for a few basic color names would 
scarcely disqualify the relations of this terminology to the world at large even if it might 
not agree at all points with some other arbitrarily established names, no matter how 
"official" . 

My system can readily be duplicated with standard pigments. The number of these 
required for such duplication is few. All the procedures "in the commercial world" are not 
"trade secrets". It is just as simple to reproduce surface colors for an agreed upon and 
limited set of requirements as I indicated. This claim is subject to experimental control 
and demonstration rather than to verbal discussion. I am at all times very happy to sub
mit it to coincidence observation. 

All psychological color approaches are not possible with any given set of premises or 
frame of reference. There is a high degree of conditionality involved; the factors are never 

1 Mr. Hiler's article appeared in this Journal, vol. IV, no. 4, June 1946. Mrs. Ball's 
letter appeared in vol. V, no. 1, September 1946. Ed. 
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exactly the same for any two situations. Perhaps it was this sort of approach to which I 
alluded in my use of the term relativity. 

No question of our sincerity or detachment seems valid through the mere fact that we 
are not all able to work under the accepted system. I was not aware that I had "denounced" 
any system or systems. Mrs. Ball's statement that my terminology "would contain whim
sical fashion names" is not entirely warranted as it in no way fits into the facts. As far as 
the symbols are concerned I must continue to use my subscripts and superscripts until 
some simpler device has been advanced ... none seems presently discernable. 

It might be fairer on the part of critics to examine the work in more detail before making 
evaluations as to its "inadequacy". Mathematics and the instruments of the physicist 
are not the only considerations involved. It would indeed be "better to utilize our par
ticular talents, to strengthen positions which are weak and untenable," but one way to do 
this is to preserve our rights to freely criticize as we may deem relevant. This criticism 
might be carried on with a minimum of emotional involvement in the problems under dis
cussion. My acquaintance with scientific methodology leads me to believe that from this 
point of view no system is "official"; no cow sacred. 

HILAIRE HILER 

To THE EDITOR; 

From the review of my World as Spectacle in the June number of this Journal, I learn that 
it is "written from the viewpoint of absolute idealism". For the reviewer, who believes 
that the scientific method can handle all problems, this book, not being scientific, infer
entially can handle no problems. Its argument is "weak", its structure "spasmodic", its 
style "metaphorical", and there is a "culmination" in the last chapters-which are the 
most relaxed. 

I know that I am weak against a boxing champion, but what is a "weak" argument? 
"Weak" and "spasmodic" are psycho-physical, "culmination" is an artistic metaphor. I 
rejoice that the reviewer, in spite of her belief in an all-sufficient scientific method, is still 
capable of metaphors to express her feeling. Is my joy and her negative feeling scien
tifically important? Not at all. 

And what sort of scientific statement is the assertion that this book is written from "the 
viewpoint of absolute idealism"? According to the high-priests of The Scientific Method, 
who occupy in our time a position analogous to the decadent scholastics of the 16th century, 
such a sentence is not a scientific statement, because it does not describe and analyze an 
observable datum. It is, according to those authorities, a "meaningless proposition". 
In order to be scientific it would have to be a report, a quotation of my words. But I have 
not claimed to write from "the viewpoint of absolute idealism". 

If the scientific method is sufficient to handle all problems, why then is "it" insufficient to 
handle even a book review? If the method had been followed a factual report would have 
been the result. 

The "standpoint" of the book is plainly stated in the first sentence, and elaborated 
throughout; "Scientific books inform you on matters of fact as they instruct you in general 
rules of how to handle and control things; such books are, or should be, impersonal. A 
philosophical book, on the other hand, is a human being addressing you". Now, human 
beings address each other on art and other aesthetic problems with all kinds and manners of 
method. The variety and levels of such dialogues are found-a "Hegelian" truth-in the 
history of aesthetics. Such expressions are intuitive, artistic, reminiscent, descriptive, 
analytical, metaphysical, deductive, religious or irreligious, critical, demanding, and so on. 
'This sequence roughly corresponds to the sequence of my chapters). The conscious evalua
tion and deliberate use of such different levels and perspectives is dialectic. As used in 
.this book dialectic produces a concrete whole of tensions in its own logical medium. There 
,are hints warning the reader of change in method; but the book evidently needs an addi
tional chapter on The Art of Reading. 

To drag in "Santayana, Prall, Dewey, or Ducasse" is quite irrelevant. I have learned 
from all of them. I have shown that scientific, practical, positivistic etc. methods have 
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their place and function. If their representatives are skeptical with reference to the one 
ontological problem-which is not "the universe at large", but the being of beauty-that 
skepsis does not diminish their merits and contributions on other levcls. 

The trouble with one-dimensional scientism is that it incapacitates for multi-dimensional 
distinctions. 

GUSTAV MUELLER 

NOTES AND NEWS 

(Readers are invited to send in items for publication in this department. They 
may deal with activities of the Society, personal news about individual members, or 
events of general interest in}hefield, such as academic appointments, research projects, 
lectureships, and publications.) 

THE 1946 CONVENTION 

The third annual meeting of the American Society for Aesthetics was held on September 
5,6, and 7 at the Chicago Art Institute. All sessions were held in the Institute by invitation 
of its Director, DANIEL C. RICH. At the dinner on Friday evening, the presidential address 
was read by C. J. DUCASSE, retiring President, on "Aesthetics and the Aesthetic Activities." 
The Editor of the Journal reported on its progress and plans. The program was as follows: 

First session: Aesthetics, the Art Museum, and the Visual Arts. Presiding: C. J. DUCASSE 
(Brown University). DANIEL C. RICH (Director, the Chicago Art Institute): The Art 
Museum's Responsibility to Aesthetics. THOMAS MUNRO (Cleveland Museum of Art): 
Aesthetic Problems Met in Art Museum Work. CARL THURSTON (Pasadena Art Inst.): 
The Art Exhibition as a Work of Art. HELMUT HUNGERLAND (Calif. College of Arts and 
Crafts): Contributions to a Theory of Art Criticism. CHARLES E. GAUSS (George Wash
ington Univ.): Cezanne on the Relation of Nature to Art. Ivy CAMPBELL-FISHER,(Wells 
College): Psychological Processes by which Content or Expression is Achieved in the 
Different Types of Art. WOLFGANG STECHOW (Oberlin College): Creative Copies. 

Second session: General Aesthetic Theory: the Semantic and other Approaches. Presiding: 
KATHERINE GILBERT (Duke Univ.). BERTRAM MORRIS (Northwestern): Referential and 
Aesthetic Meaning. MAx RIESER (New York): Signs and Symbolic Facts. ELDER OLSON 
(Chicago U.): The Concept of Beauty. MILTON C. NAHM (Bryn Mawr): The Theory of the 
Artist as Creator. MAXIMILIAN BECK (U. of Illinois): Existential Aesthetics. LUCIUS 
GARVIN (Oberlin) : The Problem of Ugliness in Art. 

Third session: The Arts and Social Culture: Philosophical and Psychological Problems. 
Presiding: MAX SCHOEN (Carnegie Inst. of Technology). GEORGE BOAS (Johns Hopkins): 
The Classification of the Arts and Criticism. EURYALO CANNABRAVA (Colegio Pedro II, 
Rio ~~ Janeiro, Brazil): A Problem of the Philosophy of Culture. KATHARINE GILBERT 
(Duke) : Art Between the Distinct Idea and the Obscure Soul. LESTER D. LONGMAN (State 
U. of Iowa): The Concept of Psychical Distance. GUSTAV E. MUELLER (Oklahoma U.): 
The Value of Perception in Hegel's Aesthetics. LYNN D. POOLE (Johns Hopkins): The 
Dance-Aesthetics' Step-child. M. EMMETT WILSON (Ohio State): The Metaphysics of 
Feeling. 

Fourth session: The Psychology and Criticism of Particular Arts. Presiding: ELISEO 
VIVAS (U. of Chicago). KATHI MEYER-BAER (New Rochelle, N. Y.) : Appreciation of Music 
in the Writings of Nicholas of Cusa. HENRY SCHAEFFER-SIMMERN (U. of California): 
A Creative Approach to the Understanding of Artistic Structure of Form. ALLAN H. 
GILBERT (Duke): The Absolute Plot in Dramatic Criticism. G. E. REAMAN (Ontario Agri
cultural College): Great Literature as a Textbook on Human Relations. WILLIAM E. 
HENRY (U. of Chicago): Symbolism and Art-A Framework for Research. BOB RAINEY 
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(Canton, 0.): The Artist is Autist. PAUL R. FARNSWORTH (Stanford U.): Musical Emi
nence. 

The Board of Trustees met on September fifth, morning and evening. After hearing and 
accepting the Treasurer's report, it voted that the President be empowered to name one or 
more associates to promote the Journal of Aesthetics and membership lists. VINCENT A. 
TOMAS of Brown University was appointed Circulation Manager of the Journal, and I-IEL
MUT HUNGERLAND Associate Editor. It was voted that the Journal inauguratc a place
ment service to act as a clearing house for openings in aesthetics and related fields. 

MRS. KATHARINE GILBERT of Duke University was nominated as President for the two
year term beginning January 1, 1947. GEORGE BOAS of John Hopkins was nominated as 
Vice-president. HELMUT HUNGERLAND and WOLFGANG STECHOW were nominated as 
trustees, to fill the places of IRWIN EDMAN and THEODORE M. GREENE, whose terms expire. 
These nominations have since been duly ratified by the membership of the Society. 

IN BRIEF 

Present regional chairmen and secretaries of the American Society for Aesthetics are as 
follows: HENRyD. AIKEN, Cambridge, Mass.; PAUL ZUCKER, New York City; PAUL TRAVIS, 
Cleveland, Ohio; BERTRAM MORRIS, Chicago, Ill; HELMUT HUNGERLAND, Piedmont, Calif.; 
STEPHEN C. PEPPER, Berkeley, Calif.; EURYALO CANNEBRAVA, Rio de Janeiro, Brazil. 

HELMUT HUNGERLAND spoke on "Kandinsky, Klee, and the Bauhaus Idea" at the first 
fall meeting of the Cleveland Society for Aesthetics, at the home of Mr. and Mrs. PAUL 
TRAVIS, on October 12. During the summer (August 11-17), he conducted a conference on 
aesthetics at the Dominican College in San Rafael, Calif. Speakers were guests of the 
College during the conference. The following talks were given, and were followed by dis
cussion in which members of the faculty of the College participated. ABRAHAM KAPLAN: 
Aesthetic Ambiguity and Aesthetic Appraisal. ISABEL C. HUNGERLAND: Linguistic Analy
sis and Art Criticism. DAVID R. SEARS: Art and Psychiatry. THOMAS MUNRO: Art Styles 
and Cultural Psychology-Recent Scientific Developments. JA;vIES CRAIG LA DRIERE: 
Theory and "Principle" in Literary Evaluation. CHARLES JONES: Analysis of "Sonata for 
Piano" by Charles Jones. HELMUT HUNGERLAND: The Problem of Relevance in Art 
Criticism. 

C. J. DUCASSE has been appointed to the Flint Visiting Professorship of Philosophy at 
the University of California at Los Angeles for the Spring semester of 1946-47. H. G. 
SCHRICKEL is Visiting Professor of Psychology at the University of Nebraska during 1946-47. 

ELIAS KATZ is director of Art Films, which announces a series of motion pictures on art 
for purchase or rental. Address 650 Ocean Ave., Brooklyn 26, N. Y. 

RAY FAULKNER is head of the art department at Stanford University. FRANK Roos has 
a similar position at the University of Illinois in Urbana, and EDWIN ZIEGFELD is head of 
the Department of Fine and Industrial Arts at Teachers College, Columbia University. 
ABRAHAM KAPLAN is Assistant Professor of Philosophy at the University of California in Los 
Angeles, and is giving a course on aesthetics there. 

Subscriptions to the Journal of Aesthetics are now going to Soviet Russia, Palestine, 
India, Argentina, Brazil, Cuba, France, Italy, Denmark, and England. 

The College Art Association will meet in New York from January 29 to February 1. A 
session on aesthetics in relation to the visual arts is being arranged by JOHN ALFORD. 
Papers will discuss the variety of artistic values. 

At the September, 1946 meetings of the American Psychological Association, three papers 
were delivered under the auspices of the Division of Aesthetics. The members of the divi
sion re-elected PAUL R. FARNSWORTH as divisional president and NORMAN C. MEnCH as 
secretary and the same two men as the division's representatives to the parent organi
zation's council. 

Because of the length of this special issue on Baroque style, the selective current bibliog
raphy and reviews have had to be omitted. They will appear in the March issue instead. 
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PLACEMENT SERVICE 

Readers of the Journal are requested to notify the Editor of college or other positions 
open in aesthetics and related fields; also of persons available for appointment in such 
positions. Names and addresses will not be published, but aid will be given in placement. 

1. A New England liberal arts college for men requires an instructor or assistant pro
fessor of philosophy, able to teach aesthetics and a course in one of the following: fine 
arts, music, drama. 

CONTRIBUTORS 

RENE WELLEK is Professor of Comparative and Slavonic Literature at Yale. 
WOLFGANG STECHOW is Professor of Fine Arts at Oberlin. 
Roy DANIELLS is Professor of English at the University of British Columbia, 

Vancouver, B. C., Canada. 
WILLIAM FLEMING is Professor of Fine Arts at Syracuse University, New York. 
HILAIRE HILER, author and painter, is now in Hollywood, Calif. 
GUSTAV MUELLER is Professor of Philosophy at the University of Oklahoma. 


