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Introduction

Adrian Stokes was born in 1902. He was brought up in a London
that has now largely vanished, and he has lived, for years at a
time in Italy, in Cornwall, on the North Downs, and, since
1956, in Hampstead in an eighteenth-century house, where he
paints and writes. His life and his work have always been inti-
mately entwined, and he has cultivated privacy in both. He has
been unconcerned with reputation, and the sources of his in-
spiration have lain in the progress of his own ideas and in the
physical environment.In 1925 he first came to live in Venice,and
he has described to me how he immediately fell under the
influence of the city and its lagoons and of d’Annunzio’s
passionate novel I Fuoco, in which the poet not only recounts
his affair with the Duse but also makes many references to the
Renaissance and to Pisanello. The months that ensued, absorbed
in a city and its architecture, in buildings and the life they
house, in painters of the past, in what another man had made of
these things and how he had invested them with feeling, above
all in his own shy intense reactions, epitomize, if in a
heightened form, the interplay of reflection, art, and place so
characteristic of Stokes’s work.

This volume deals only with Stokes’s critical writing and with
what is necessary for the understanding of that. Though the
body of this writing, which now amounts to some eighteen
volumes, is not familiar to a wide circle of readers, its influence,
direct and indirect, has been considerable. There are certain
painters, sculptors, poets, philosophers, critics and historians of
art who are profoundly indebted to him. And, increasingly,
some of the earlier volumes, with their thick paper and their
velvety old-fashioned photographs, have become eagerly sought
after.

Of those aspects of his childhood which concern us in that they
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have contributed directly to his work, Stokes has given us a
description, included in this volume, in which he retains
throughout the child’s perspective. In the fantasies of the young
boy, exercised daily in a London park under a succession of
governesses, we discover much that is later to assert itself
either in the motivation or as the content of his writing — two
things never far apart in the work of an original artist. Fear,
concern, the sense of loss, a feeling for order, the desire to re-
store and to put everything right — first experienced most
poignantly in relation to the objects and events of the childhood
round, to the drained bed of the Serpentine, the rough boys who
infested the Park, the Magazine by the lakeside in which
dangerous explosives were stored, the red-coated soldiers, the
big horse-chestnuts in candle, and the myth of the Park returned
to an eighteenth-century grandeur - to which must be added a
powerful capacity to find in the outer world intimations of the
inner: these things later manifest themselves as the motive force
behind Stokes’s work, but they are also what he is eventually to
write of, more eloquently, more directly than any other writer I
know of, as the perennial subject-matter of art. In the auto-
biographical pages, mostly to be found in Inside Out and Smooth
and Rough, we find representations, unexcelled in our litera-
tuxfe, of the artist and t_he aesthete in the making. We see the
chﬂd.hungry for e-xperlence, and hungry also for the under-
standmg of experience. These bassages recall the best of
Praeterita, and the_y are the equal of Pater’s strange confessional
fragment, ‘The Child in the House’. But, if ip sensibility Stokes
has much in common with Ruskin or Pater, in intellectual cul-
ture or the degree of self-consciousness there 1S the difference of
a century.

The love of art was of slow formation in Stok
its development the first visit to Italy, where he
Year's Eve 1921-2, was a crucial event. From
the craving for sensuous experience, which had so stirred the
young boy on his daily walks, gradually turned towards paint-
ing, sculpture, above all architecture: for with Stokes the ex.
perience of art has always p.rovrfd most  profounq, most
sausfying, when art finds expression in a corporeal fory, Orin g

es’s life, and in
arrived on New
then Onwards,
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form sufficiently approximate to the body for us to make the
assimilation. Hence, it was only a natural step when, under
the influence of the great Diaghilev seasons, Stokes extended the
range of his aesthetic interest to take in the dance, and he later
came to write some of the best accounts of traditional ballet
in the language. More generally, the connection between art
and the body, the corporeal nature of art as we might think of
it, has always figured centrally in the subject-matter of Stokes’s
criticism, though, as this criticism evolves, the connection re-
ceives at different times a different elaboration and a different
explanation.

But to talk of the evolution of Stokes’s criticism inevitably
brings us to the second major theme of his writing. For at much
the same time as the love of art asserted itself, he began to sense
the fascination of psychoanalysis. It was early in the 1920s
that Stokes read The Interpretation of Dreams and The
Psychopathology of Everyday Life. From the very beginning he
experienced the attraction of the new ideas, and they slowly
began to exert their influence over his thinking. The crucial
event in this process was still several years off, as we shall see,
and even then it was some time before the two themes of art
and psychoanalysis were explicitly brought together in the criti-
cal writings. Nevertheless, if Stokes’s early work can be read
much as though it belonged to the tradition of nineteenth-cen-
tury aestheticism, it is to be observed that, throughout, there is
a place reserved for psychoanalytic theory, at which it can be
introduced when the moment is right. For from the beginning
the notion finds acceptance that art is a form of externalization,
of making concrete the inner world, and the evolution of
Stokes’s criticism can largely be accounted for by the increas-
ingly richer view that is taken of the inner world and of how
and by what means it works its way out.

Stokes’s first book, The Quattro Cento, appeared in 1932, though
an article on Rimini and the Tempio Malatestiano, which was to
be the subject of his second book, had already been published in
T. S. Eliot’s Criterion some two years earlier. In point of fact,
The Quattro Cento and its successor Stones of Rimini, the
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h intense observation and reflection, re-
everal years. Throughout the 1920s Stokes
revisited Italy on a number of occasions, sometimes making his
home there, sometimes travelling extensively. Often he was by
himself, and in some of his most memorable descriptions we
seem to discern the reverie of the young man, as he stands
alone, absorbed in the temple fagade, or wandering through
the courtyard of a Renaissance palace, or the crowded piazza of
a small country town. At other times he was in company - for

with the Sitwells, met by chance in Italy, who were
eyes’, though their aesthetic

repositories of muc
present the work of s

instance,
(he has said) ‘the first to open my
interests and his were and remained very different. A closer
affinity of taste was established with Ezra Pound, whom Stokes
first met as a tennis partner in Rapallo in the autumn of 1926:
for the two men soon discovered that they shared not only a
common admiration for the Tempio Malatestiano and the sculp-
ture that adorned it, which Pound had already written about in
the Cantos, but also a community, or perhaps a complemen-

tarity, of response.*

* Of recent years the I.iterary relations between Stokes and Ezra
Po.u_nd have been the s'ub]ect of speculation by a number of literary
f_’.l'!thS. In Donald Davxe,' The Poet as Sculptor (London, 1964), much
is made of the connection, and Stones of Rimini is talked of as a
commentary on, or an elaboration of, Cantos 17 and 20. The truth
would seem to be that Stokes and Pound became independentl
interested in Rimini, and that it was this common interestI;hat theY
discovered at a chance meeting. There seems little reason to think );
Pound as an influence on Stokes’s visual aesthetic: though nk o
profited greatly from his encouragement. Pound Was’th o;rg Stokes
in the late 1920s the article, which was subsequently ¢ e first t? read
Criterion, about Agostino and ‘stone-and-water’ IO appear in the
volume Stokes intended to explore the purely hiSt(;ri nl a projected
of the Tempio, and there he would have made ex 1i‘3f11 background
the Malatesta Cantos. The -volume, however, wgs cit refercn'ce to
partly because, as we shall see, Stokes’s visits to Ita] never written,
period, abbreviated, and partly because, as he Worky were, at this
timony, his view of Sigismondo's personality became ed on the tes-

and, in particular, his disagreement with Pound’s esf:}ore uncertain
more marked. And, meanwhile, Colour and Form crystl;nu?zt:db;came
- Pound

T
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From the beginning, indeed from the opening words — the first
chapter is entitled ‘Jesi’, and it starts: ‘No sign of Frederick
Hohenstaufen in the railway station at least’— The Quattro
Cento exhibits an idiosyncrasy of manner, later to become char-
acteristic, that sets it apart from normal critical or art-historical
writing. There is an obliquity of approach, long elaborate de-

scriptions suddenly shot through with darting phrases, or an
accumulation of detail, closer perhaps to lore than to learning:
there is an independence, bordering on eccentricity, of judge-
ment, and a heady freshness of observation: and there is the
constant proximity of humour and depth.

In conception The Quattro Cento is, it is true, the most con-
ventional of Stokes’s books. For it has been endowed with an
elaborate architectonic which, if it might have done something
to illuminate the place of the book in some rather larger literary
scheme which was ultimately abandoned, tends to obscure the
thesis that it presents. The architectonic of the book is strictly
geographical, divided according to the city-states of Renaissance
Italy, with the central section devoted to Florence and Verona.
The thesis, however, cuts across geographical distinctions and
will even divide some part of the work of a given artist from the
rest. For the central aim of the book is to identify and to define a
mode of art, which, though it produced some of its finest mani-
festations in Italy in the fifteenth century, cannot be equated in
any straightforward way with Quattrocento art nor even with
any specific school or tradition within Quattrocento art. For
this mode of art Stokes devised the label, ‘Quattro Cento’, from
which in turn the book derives its title.

Quattro Cento art is identified through a number of charac-
teristics varying greatly in generality and in concreteness. In
The Quattro Cento they are allowed to emerge in course of
description, and, in consequence, though I have tried to do jus-
" tice to them in the excerpts I have chosen, I cannot be certain I
have succeeded. Associated with the various characteristics are

was perhaps disappointed by the non-appearance of the second
volume on Rimini, and the relations between the two men

loosened.
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certain distinctive merits or virtues, but Stokes i§ careful not to
claim for Quattro Cento art supremacy, even within the art of
the Renaissance. It is one mode amongst others — though for
him at least invested with an inexhaustible poignancy and
beauty.

The first characteristic is a passionate attachment to the
medium, to stone: ‘the love of stone’. But what Stokes means
here — and the point iéfxﬁﬁortant to emphasize and it is one to
which he constantly reverts, elaborating and elucidating it each
time he does so -is the love of stone as @ medium: the stone,
that is, is treasured for its potentialities, for what can be coaxed

“out of it. And if, elsewhere, apropos of Agostino di Duccio or —
Michelangelo, Stokes talks, seemingly, of the unqualified love of
the stone, the love of the block or the slab, this, it must be ﬁ?’
understood, is a derivative love. That in the first place the stone % %

L Is _IQ‘EEI_E_S__&II!_CQU_TQJS brought out, indirectly, by a kind of ¢ ﬁ

compliance that Stokes Presupposes between artist and stone.

The second characteristi

. . ¥ e 1 1
variously, with massivenes : re this js Contrasted,
the Baroque, and with
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awareness of space which arises (or can arise) instantaneously,
or from ‘the quickness of the perceiving eye’. It does not require
a process of synthesis, taking place over time, in which suc-
cessive impressions are first accumulated and then pieced
together, but it is an immediate response to the tension, or inner
ferment, expressed on the surface of the wall. Conversely, the
kind of architectural space that engenders this kind of aware-
ness is not cumulative, nor does it appear to be built up out of
discrete spatial units. (Stokes, it is true, introduces the notion of
mass-effect rather differently, though, I think, nothing I have
said is inconsistent with his intentions. For the definition of
mass-effect he invoked the theory, still current at the time, ac-
cording to which our awareness of space is ultimately derived

from the sense of touch and there is no more than an analogue
to this awareness in the visual field. This theory, which was first
systematically laid out by Berkeley, died hard in aesthetics:
witness the vogue enjoyed, around the turn of the century and

ponent of the Florentine achievement. It was then in keeping
with this tradition that Stokes defined mass-effect as that aware-
ness of space which is peculiarly connected with the sense of
sight and hence is to be contrasted with the ‘normal’ awareness
of space. However, nothing that Stokes says commits the notion
of mass-effect to the Berkeleyan theory irrevocably, and, indeed,
freed from its theoretical trappings, the idea of a treatment of
space distinctive in its appeal to the eye or to visual cues can
only gain in plausibility or clarity.)

The fourth characteristic is the most difficult to pin down.
Quattro Cento art is, we are told, ‘emblematic’, it has ‘the power
of emblem’. The concept of the emblematic, which disappears
from Stokes’s later writings, though not without a trace, falls
into two parts, which are evidently if elusively related. The first
is that the signs or symbols recurrent in the art render up their
meaning readily: they are transparent to the eye, or at least
translucent, and are what a whole school of aesthetic phil-
osophers have called ‘iconic’. The second is that the process of
making the signs or symbols becomes itself symbolic or mean-

“ingful = perhaps, hideed, it is the only source of meaning in the

r
o R/‘W‘%}—«\ ) q_v// -
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book, 1" th.ehc 011: from other contemporary trends, Stokes hag
to distinguls

written: { am making is Jaborious. I might have simplifieq it

The distinction and modelling, between the use of

into a distinction
stone and of hrogzc,
convey an emotion p
other hand, stone can
perpetualc 2 conception n
spired by modelling technique.
In this passage the concepts of carving and m?delling are, of
course, being used literally — in such a way, that is, that they are
tied unequivocally to specific techniques or physical processes.
And as such the concepts are, he finds, restrictive, or positively
misleading. However, once the aesthetic theory comes to be
restated from the standpoint of the artist, it seems plausible to
reconsider using these concepts and possible to consider using
them in an extended or metaphorical sense. Carving and mod-

between carving
were it not for the fact that the bronze can we]]

\imarily imputed to the stone, while, on the
be carved, as it was by Lombard sculptors, to
ot only founded upon the model but in-
(The Quattro Cento, p. 28)

elling are now thought of as the two most general attitudes that
916 artist might adopt to his “medium - attitudes derived
\n;:;h L:Eé not conﬁ_n_ed..ﬁOs_,}hg_}ggh_l_lhiques or processes after
the cemreyo?gtgﬁgfdf S0 lfd]_usted, the two concepts move into
the Quattro Cento s aésthetic. More specifically, the notion 0
g TR gives way to that of carving: the Quattro
Cento artist is recognized as 5 =
The dichotomy O-f._téif{}iuﬁ"jgfagxcene{]Ce the carver:._ i
not only in artistic g and modelling has a longish history
€ver, In decid;
jected in f;;dlgg(]:z Oergploy the terminology that he had re-
fluenced less by jp¢ Hento, Stokes would seem to have been
and sculptorg Wk he €ctual precedent than by the painters
2bly Ben Nj ' 1€ Was seeing in England at this time: 0Ot
SSOcClateg t];epwol‘th. qu in the work zi
was 3 high] € sense (')f"q-!tgfg’ggggﬁ%i—n
Y thought of 1, Y self-conscious element, and
! the academ;, andemseIVeS as in deliberate reactio®
Which the makip the ‘fine art’ or Rodinesque U
"8 of models which were then sent
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Italy to be cast by fine craftsmen still played a significant role.
Writing around this period, Henry Moore, who was much in-
volved with this new aesthetic, referred to Donatello the mod-
eller as ‘the beginning of the end’.*

It would, however, be wrong to think of the prominence now
afforded to the notions of carving and modelling as simply a
conceptual innovation: or — perhaps a better way of putting the
matter — it would be wrong to think of the conceptual inno-
vation involved as simply a change of vocabulary. On the con-
trary: the introduction of concepts that applied, in the first

place, to actual techniques, and then, by extension, to general-
“ized ways in which the artist might regard his relation to the

artist’s viewpoint as that from which aesthetic description or

_analysis is formulated, allowed Stokes to present a clearer and

more far-reaching view of the kind of art with which he was

- still centrally concerned. I shall, by and large, leave Stokes to

speak for himself on this point. For, by including most of the
central section of Stones of Rimini, with its description of
the Tempio reliefs, I have, I hope, allowed the reader to see for
himself how much the aesthetic gained in lucidity, in depth, and
in subtlety through the changes that had occurred since The
Quattro Cento. There are, however, one or two observations
worth making.

In the first place, it is to be observed how the characteristic
that Stokes had spoken of in The Quattro Cento as ‘the love of
stone’ is clarified within the new conceptual context, and how,
in particular, the point to which I drew attention — that it is

to the stone, while yet preserving the integrity of the stone. Ac-

“cordingly, the surface of the stone acquires differentiation, and

yet the various layers or facets into which it is resolv:_:d con-
trive to be related without abrupt transitions or emphasis. And

love of stone as a medium that Stokes is talking about — o ”Z»L,\?
~comes out very sharply. The point is now made by resolving o
this characteristic into two components. There is, on the one "N 4y e/
hand, the artist’s resolve to project his fantasies and emotionson gy ’?1( J;
4,

\m b
* Quoted in John Russell, Henry Moore (London, 1968), p. 19. wJ /y\; (ﬂblﬁe

[ | }{/{ /\a N(/{rf‘a(/( (1lg /..J-
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the potential life, or the ‘vitality’, of the canvas as the bearer of

~ or relation of artist to medium, these various values ng ]

colour.

So far I have spoken of the concept of carving, how it takes
over from that of the Quattro Cento, and how this allowed the
tradition picked out by this latter notion to be clarified and
generalized - its aims to be more sharply formulated, and its
presence in history more widely recognized. But no less import-
ant, though less evidently so for the reader of Stones of
Rimini, is the introduction of the contrasted or antithetic con-
cept of modelling. In The Quattro Cento we read of values alter-
nate to those of the preferred tradition: there are references to
massiveness, plasticity, the scenic, the pictorial, emphasis,
‘finish’ — sometimes involving the subtlest uses of these terms.
(As, for instance, in the description of Ghiberti included in this
volume.) Nevertheless, the nature of these values is not always
defined: and apart from the seemingly accidental fact that they,
or groups of them, happen to have been brought together within
the great historical styles, it is left unspecified whether they
have any principle of unity. With the introduction of the
concept of modelling this changes. Subsumed under 3 single
concept, which in turn associates them with a specific attitude

: nger
seem to be merely deviant, but interlock to form g2 counter-

tradition. And if the immediate sequel to the conceptual inne.-
vation effected in Stones of Rimini happens to be that the
carving tradition is upgraded and is now given - as it wyag not in
The Quattro Cento — supreme status, in the long run thig
how things are to remain. The characteristics of mode)
once it is recognized that they too constitute a traditiop —
be reconsidered, and in Stokes’s later writing they are ac
ledged not simply as something of which art will never },
nor as something which forms an inevitable substrate
ing, but as possessing their own significance and value
and irreplaceable constituent’ of art itself. But to
this reassessment and to see how it comes about, we
broader view.

1S not
ling —
are to
know.
€ free,
f cary.
» AS ‘a Vital
lndel’stand
Tust take ,

I have talked of the two large themes that go to the making
0

-,
Ty e
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Stokes’s criticism — art and psychoanalysis — and I have already
said that, if the second of these themes remains latent through-
out the earlier writings, there is, as it were, a place reserved
for it, which it can, when the moment is ready, come forward
and occupy. In this connection I referred to the idea, present
from the beginning, of art as a form of externalization or pro-
jection. In a moment we shall see that there is more to it than

this: that there are other ways in which the later criticism is
anticipated in the earlier. Meanwhile we might discern, even in
the earliest writings, but markedly in Stones of Rimini, both
a reference to and a reliance upon such connections or associ-

ations in the mind as psychoanalysis would assume to be not

merely present but operative. Assumptions are made about the

mind of the artist and about the mind of the reader, how one is
to be described and the other addressed, of a kind that would
seem natural to anyone exposed to Freudian theory. But for the
explicit appearance of psychoanalysis we have to wait.

sl The significant date in all this is, we might imagine, the be- _
- ginning of Stokes’s analysis with Melanie Klein, which itself ran

— e

on through the 1 . and it is this that I have.referred to as the

crucial event in the process in which the psychoanalytic colour- a & 789, 4

ing to Stokes’s criticism becomes more saturated. In point of
fact, the immediate consequence of the analysis was the inter-
ruption of those leisurely, protracted visits to Italy upon which
the first books depended. Life, we must assume, changed. And it
should be observed that the earliest attempts to draw upon the
findings of psychoanalysis or to bring these findings into con-
nection with the experience of art occur in the auto-
biographical volumes, where they are carried out on a purely
subjective or personal level: as though Stokes felt, in keeping
with the tenor of psychoanalysis, that it was only when he had
worked out these links or connections for himself, th_at it was
only when he had tested them against his own experience a-nd
found them compelling, that he was prepared to generalize
them, or assert them as part of a critical tlr.leory. It is the greater ) _
pity that the very complexity, that the intricate workmanship of [ (/4
Inside Out(1947)and Smooth and.Rough (1951), mak; th}::mlcom-
paratively unsuitable for excerption. I have included what I can.
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has much of the imaginative rich-

For Stokes psychoanal sis . )
néss and vitality of art itself. He has experienced its charms, and
terature. However, that part of

e is deeply immersed in its li
hich he has taken up and deployed in

psychoanalytic theory W

his criticism and which is therefore relevant to its under-

standing is restricted, and it falls within the extension effected

to Freud's theory by Mrs Klein. More specifically, we can iden-
two ‘positions” which she pos-

tify it with her account of the .
tulated in trying to characterize the early history of the

individual.

The starting point for Mrs Klein’s work was Freud’s account
of infantile development. For Freud infantile development
could be reckoned in terms of comparatively distinct phases, or,
as he was later to call them, ‘organizations’. Each phase is domi-
nated by a particular part of the body, which currently enjoys

primacy in the sexual constitution of the infant, and from

which the phase takes its name. By primacy Freud meant more

than that for the infant, during any given phase, the dominant

part of the body is the infant’s sexual organ, and pleasure de-
rived from that part of the body is the infant’s sexual activity.
He also meant something to the effect that the whole, or a great
deal, of the infant’s emotions and relations to objects outside
itself are coloured by thoughts of, or feelings about, that part of
the body. The parts of the body that enjoy or can enjoy pri-
macy are the mouth, the anus, the penis or its counterpart, the
clitoris, and, more generally, the genitals. Primacy passes f,rom
one part of the body to another, in accordance with a sequ
that is by and large biologically determined, though it q enlc)::
upset or modified by environmental circumstances Canth
infant’s perception of them. In normal circumsta or the
infant passes from the oral, through the anal, and the n}fes,. the
the genital phase, and this cycle is completed With-p allic, to
five or six years of life. in the first
Each of these phases marks, in the first instance, 5 ,
infant’s sexual development. Or, 10 put it the othé; stage in the
the infant's development is initially calculateq ip teway round,
uality and its transformations. Freud, however, pe rms of sex-
of this as the whole story, and he was keen that .it Sthr thought
ould not be
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tchougl}t of as such. For him any totally adequate account of WAy
1f1f.ax}t11e dt?v?lopr.nent should correlate the sequence of (Y%
libidinally distinguished phases with phases in the emergence of £

the €go. Instinct and that which controls, moderates, or deflects W ( Lj
instinct evolve concurrently and not without interaction. In ) _ /(/O
Freud’s thougl-lt, an overall or integrated account of infantile j\w
development, in which the course of the two evolutionary cur- n
rents would be traced, remained something of an ideal; though, s )

for a number of specific infantile situations, such as those from %\‘e K
which paranoia or melancholia derive, he provided vignettes, \ yp ,@.
worked to some considerable degree of detail, of the total _ \ 76
psychological structure and condition. ( {A"-!"'}'-'

It was to fill out Freud’s account of infantile development U

that Mrs Klein postulated her two positions which the infantis

“said to adopt. The very term ‘position’ discloses this, for by

‘position’ Mrs Klein meant something considerably more com-

plex than a stage in libidinal or sexual development. She ex-

pressly meant it to include, for instance, the mechanisms of

defence to which the infant, while it adopts a particular pos-

ition, characteristically resorts in dealing with anything painful

i the outer or the inner world. Mrs Klein called her two pos-

jtions the paranoid-schizoid position and the depressive pos-
ition. These names, however, are not to be taken as indicating
that the positions are in themselves psychotic. On the contrary,
they are part of normal development, though they are related
(like the phases of sexual development that Freud id-entiﬁed) in
several significant ways to the disturbances of adult life. .

There are, it might be said, three distinct ways in which Mrs

Klein’s account supplements what Freud found to say about
infantile development. In the first place, it is to be noted of both
positions that they are initially adopted by the infant at an
earlier period than any in which Freud took a close 131tereit_:__1_ll__

_and just after the oral phase. In this way, Mrs Klein's account
contributes to the prehistory of that part of the infantile develop-
ment which Freud laid bare. Gecondly, though we can date the

first appearance of the two positions, or th_eir original adipucg;
by the infant, they are not confined to this or to any other >

the phases identified in Freud's chronolo of the libido. Indeed,
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the temporal relations between the two positions themselves are
not secure, for the movement backwards and forwards between
them is superimposed on all infantile. development. Tl}e tran- \)M
sition from the paranoid-schizoid position to the depressive pos-

ition and the overcoming of the latter — crucial moments, %&
according to this account - are never achieved completely, EQQJ
beyond all danger of regression. In this way, Mrs Klein’s ac- W N
count furnishes a counterpoint to Freud’s account. Thirdly, the @o )é
two positions are identified primarily by reference to the ego /
and its structure, and only secondarily by reference to the

libido. Indeed, in so far as reference is made to the libido in

defining the two positions, it is impure or oblique, in so far as

what is referrred to is the libido as channelled or directed by the

ego: in other words, to the kinds of relation that the ego estab-

lishes with objects or elements in the external world. In the
paranoid-schizoid position, the ego lacks integration, the objects

to which it is related, both outer and inner, are part-objects, and

the characteristic defences to which it resorts are splitting and

denial.In the depressive position, the ego has achieved a meagsure

of integration,even if this is not securely established: the objects
to which it is related are conceived of in th

CIr Integyj i
means, significantly, as both good and bad; anq ing:;}g ::fh;iz
unrelenting attempts to distort the world, typica] of the earlija
position, it allows itself to experience guilt, regret, anq lopg; r

Against this background it is now possible tq formy] tglng.
basic project of Stokes’s later writings: Michelangelo ate the
Greek Culture and the Ego (1958), Three Essays op P (.195.5).
of Our Time (1961), Painting and the Inner Worlg 0 dinting
Invitation in Art (1965), and Reflections on the Nud963), The
Very roughly - and for anything even aPProximayi € (1967).
S}lbtlety and ingenuity of Stokes’s criticism theye is Ng to the
tve to a return to the w

» 0
ritings themselves — what s, alterp,.
endeavoured to do is to associate the two modes of a-‘?.lif?ihas
~had identified, the carying and modelling tradition L 't.hg--t»-}lgh
two p i postulated. Of ¢ tfs W.ll,h.h._thg_
SocClations are both multiple and in © the 4.
. . a
: r of intervening f, Ctoy Y caseg
through chains. The overal] point to be made g th ts Or rup
at @
n

each
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" theklnd_?f“rf_la_'fl?_lz_tOthe“ outer world that is typical of the
corresponding position. A=
"'“'“'Il'i’:é'“c“dﬁn‘e?tlog between the carving tradition and the de-
__pressive po§_1't10n is the. more readily grasped. The carver, we are
to imagine, In respecting the integrity and the separateness of
the stone, Eg]glg;ates at once the whole object with which he
| ch_@_llig_gﬁt__e_):lstl.(‘a“y enters.into relation and also the integrated ego
that he projects. In a single sentence in Greek Culture and the
Ego, Stokes brings the two aspects together: ‘The work of art is
esteemed for its otherness, as a self-sufficient object, no less than
as an ego-figure.’ (Greek Culture, p. 50.) In talking of self-
sufficiency, of aesthetic detachment, of the rejection of taste
and smell as constituents of the work of art, Stokes is drawing
together characteristics that have often been insisted on in the
drier or more academic forms of aesthetics as essential to or as
definitive of art itself; he then connects these characteristics
with others, more immediately linked to observation, which he
had described and analysed in his earlier writings: and he is then
able to offer this new amalgam as equivalent, for him, to one,

but only one, of the great traditions in art.

For perhaps the most intriguing element in Stokes’s later writ-
ing is what he makes of the modelling tradition. What up till
then had been comparatively neglected, at times indeed de-
spised, is systematically reconstructed, and then in its recon-
structed form is brought into association with the earlier of the
two positions. What underlies this is the realization that, in the
last analysis, the ‘modelled’ work of art can be thoug}}t of as
the mirror-image of the ‘carved’ work of art. Examine the
characteristics of each, and we see that they are those of th
other in reverse. So, in the rcarved” work of art there is a lack of )

i ' iation: - dividual forms are un-
any sharp internal differentiation: the individua
f 4 between them are gradual: there

hich Stokes described Piero’s fig-

: ; .. i
—  ures, a certain ‘brotherliness’ in the composition. And the re

Uk for this is that the work of art as a whole asserts its distinctness

or otherness from the spectator. By cqn_trast, in the n;?di?;i?e
work of art, there are sharp transitions and con !

Helonbrdn
(O\NM & MMA/\\ D M%}/g c___(_/_\______,____

emphatic, and the transitions
is, to borrow the phrase in W
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internal differentiation: the forms are distinct and individuated,
they billow out from, or burrow their way into, the back-
ground, and in the overall composition, either the parts remain
quite separate and their effect is cumulative, or else they are
somewhat intemperately or arbitrarily brought together by
means of some overriding device. And the price that is paid for
this is that the work of art as a whole tends to merge with or
envelop the spectator. Just as a lack of sharp internal dis-
tinctions produces separateness from the spectator, or self-

sufficiency, so an insistence upon internal distinctions produces
a_loss of separateness, or a_dependence upon the spectator. In

this loss of separateness, which is also called the ‘incantatory’
element in art or art’s ‘invitation’, we can see how the tradition
to which this effect typically belongs enables its objects to
epitomize both the part-objects of early relations and the still

inchoate ego which enters into such relations. With the
expressive value of the once depreciated modelling tradition

N O T W p

securely established, it is no surprise that the tradition should
be recognized as a rightful partner in the development of art.
Earlier reservations fall away. ‘For many years now ’ Stokes
wrote in 1961, in an essay not included in ,
no longer regarded an enveloping relationg

the intention of art; on the contrary [ have thought of it as a

fundamental attribute when associated wi
. - . with .
lationship to an independent object.’ the opposite re-

Thr :
ing of Our Time, p. 28) (Three Essays on the Paint-
It would be vain, in this intrody

summary of Stokes’s views as thege are :
books. All I should like to do is to point (t)?xtb(?n?lfl;(: ln th? latder
ure, already

present in the earlier criticism apq to which
plicit reference, upon which sg i ot ih I have made im-

depesids. €se developments
In discussing the transitiop fro

e m
Stones of Rjn:um I said something , Ou?t’fleQum :
specive, Whl.Ch seemefl a discrepany elem Way.m Which per-
volume, falls into place in the Iate, book €Nt in the o arlier
I suggested, because the mentiop of .. - 1€ discr

L. : €panc ar
duce a characteristic that belongeq tlgeéziicnve seemed t)c: in(t):::
€nt am

ongst so many

this volume, ‘I have
hip to be foreign to

Ction, to take further the

tro Cento to
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characteristics that were purely formal, and the discrepancy was
resolved by a shift to a unitary, and hence an internal, point of
view. In this resolution we may now see the presage of much
that is to come. For if we consider the bulk of criticism that has
been written “ﬂmWWanalysis, we can see
that it deliberately models itself upon those parts of psycho-
E‘laly_§§ which are concerned with the discovery of a hidden or

* latent content inside a public or manifest content: and the parts
i (_)}‘J Bsychoanalysis I have in mind are, of course, the analysis of
| symptoms, the theory of parapraxes (errors, etc.), and, su-
- premely, the interpretation of dreams. And in pursuing this par-
" ticular course, psychoanalytically oriented criticism has
~only been following the lead (or sa. it has assured itself) set by
Freud in his famous essays on Leonardo and the Michelangelo.
Moses. By now the methodological inadequacies of this kind of

* approsch ave been fu
has been made that art criticism framed in this way is likely to
~leave out of a : U
the beginning Stokes's criticism, even as it began to feel the
influence of psychoanalysis, has struggled to avoid these ( L‘J\

dangers, and to do full justice to that aspect of art for which we
esteem it. In part, this has involved bringing certain formal-
aspects of the work of art under interpretation. But in part, and
more significantly, it has meant dismantling somewhat the rigid
distinction between form and content on which much tra-
ditional art criticism and art theory has indolentl)f rested. It is
the first steps in this process that we observe In Stones of
Rimini, in the discussion of perspective, or in much of what is
written in the early books about art and the body; and it moves
forward at such a pace that, by the time we reach 'the. latther
Wwritings, it becomes for the reader the most na.tufal thing in the
world - in the world of art, at any rate —to assimilate a shape to

a feeling, or to equate the use of a specific material with a fan- 3
-5
i

tasy. In these works we catch the unmistakable voice of psycho-
analytic culture. '

it
If this last observation does not already take us there, 1t 1S ti

' 111 . le. l have
to turn to another aspect of Stokes's Writing: the Stie.

ra | 1 /7
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referred, explicitly and implicitly, to a number of transform-
ations that take place in the criticism over the years. As a con-
comitant, or perhaps a consequence, of thf;se transformations,
there goes a no less remarkable transformation of style.

Aftected somewhat by Ruskin, Stokes’s early style was
formed upon that of Pater, a writer whose influence, once ex-
perienced, is never totally shaken off. Stokes read Pater when he
first began to visit Italy, and he was, he has told me, ‘bowled
over’. Stokes's prose exhibits a number of characteristics that
we find in Pater: many of the same phrases, the same use of
inversion, and some of the same cadences. Above all, Stokes
derived from Pater a certain precision in the use of language
. which no one earlier had attempted in the same fashion. For the
D il

precision I have in mind does not consist in the exact setting
down of observable features: it is a

I Bl precision not of description,
(S NS but rather of presentation, as though the critic’s task was to
LA - offer up, along with the object, those associations and sen-

~ A ~r i Ca

734N e ¢ timents which determine its place in our understanding or ap-
L

"y preciation. To many of Pater’s characteristics = Stokes has no
il a ; —— cm—— *
the sureness of ear of Pater, and he is i . .
AAOA happily free of his whim-

sicality — Stokes adds things of his oOwn: a certaip strength, and a J /

W

r’“‘“-” wry obligue humour which is certainly not to pe found in the
| Y. 4 older writer.
But with the increasing influence of Psychoanal
content of the criticism, the style is modified. The
to associations is retained, but something L
commodate the intellectually more . e)?sf::mb:wtior]ie t? ol 7
which the consideration of individual works o e
artists comes to be set. The style becomes more ap} o Cl.mdual
the ultimate critical task is now felt tg EE?E’“ééin—?Ele% And
; 7, realized unless/ all)the related thoughts, 4] th lncompletely
dss A~ / timents, have béen gathered in - as they mj L felevant sen.

ysis upon the
old sensibility

compl

| 1 ‘s ; 1ght be j
¥ FiCad analytic Interpretation. One result cap be, Derh: 0.2 psycho-
Iotsn: ] lack of_ focus,_ anc_i sometimes it is not easy for tPS, a4 Ccertain
-3 determine which is the central idea, and which o € reader to

. i o
’-"*Mj ations or the qualifying thoughts. But thep, th the resery-

) is to
of a precise equj O can he a

: v
of feeling anq percegtl?;lt t0 the

form of precision: the finding
ambiguiy“s, to the fluctuations
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are inherent in art. Delicately, abstrusely,
say, the struggles of the artist for unity,
his triumphs and reverses, are recreated
knows. ‘Poeta che mi guidi’

magically I would
for some kind of unity,

for us by someone who

1di’: I can think of no better words, the
words of Dante about Virgil, to describe Stokes as a critic of the
arts.

Some seven or eight years ago in contributing a Preface to The
Invitation in Art I argued that it was wrong to think of Stokes as
narrowly an aesthete, to the exclusion of being a social critic.
Indeed, I argued that there is a natural connection between
these two roles, and that it is the cases in which they do not
coincide, in which the aesthete is indifferent to the conditions
of his society, that require explanation. I shall not repeat what I
said then, but I should like, in conclusion, to add an observation.
In the intervening years, much has been written about the
gap between art and life, and how it might be bridged. Most of
what has been written has been absurd. And in part the fault
lies in a confusion or uncertainty in the minds of those who
have pontificated. For they have failed to distinguish between a
conceptual issue and a purely practical issue. That is to say,
they have identified the gap sometimes with the essent.ial
difference between art and what is not art, and sometimes with
the many different devices, generally oppressively or enviously
conceived, by which art has been segregated from those for
whom it was made and turned into a preserve of thf: rich and
the arrogant. In decrying the latter, they have 'fallen into dent);
ing the former, and accordingly they have railed against E:
indiscriminately. In objecting to the ways In which ahrtth:}?ereeiré
exploited and degraded, they have come to assert t 2::’[ i
no such thing as art, that there is only life. T?l r«eaSe e
writings on these issues is to be recalled to a fre:}s1 Sel?een e
significance and their urgency. For his work has Hel <

et i sharpen, the
A2l atfanpt fo dsfenc, 52 justlty, : negﬂg:;at(; to clE:)se, the
_conceptual distinction, and M narrow, pernap

cultural divi )
@ tural divide. Richard Wollheim
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