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ABSTRACT

What explains the aesthetic diversity of the Arts and Crafts mvement? Typically,
artistic movements are characterized by a single style buhé Arts and Crafts pro-
duced both organic and geometric forms. Examining two Arts ahCrafts retrospec-
tive exhibitions, | nd that organic aesthetics predominaed in Great Britain, Scan-
dinavian countries, and Hungary and that geometric aesthets were more prevalent
in the United States, Germany, and Austria. This nding is largly consistent
with previous sociological research on artistic form, whichas found that stronger
political-economies are more likely to produce geometriovk while weaker political-
economies are more likely to produce organic work. AustriapWever, is a contra-
dictory case and here the Arts and Crafts movement was more geetric than the
political-economic model would predict.

Through a comparative-historical study, | determine that he cause of aesthetic
diversity of the Arts and Crafts movement was notper se a region's political-
economic situation. Rather|and in contradiction to existi ng sociological theories
of artistic style|the aesthetic variation of the Arts and Cra fts was a function of
whether, in a given country, the movement was backward-looig or forward-looking
which, in turn, was function of which Arts and Crafts principles particular regions
privileged. In regions where the members of the movement ehgsized the value of
labor (Great Britain) or regionalism (Scandinavia and Hungey), the movement was
backward-looking and characterized by an organic aesthetiln contrast, in regions
that emphasized the democratization of the arts (the United tdtes and Germany)
or artistic unity (Austria), the movement was forward-looking and characterized by
a geometric aesthetic. | further argue that in order to makeesnse of the ideological
diversity of the movement, we must appreciate that the Arts ad Crafts was a cul-

tural manifestation of a period of political and economic ttbulence characterized by
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the emergence of the rst great world-wide depression, theedline of British hege-
mony, and the rise of American hegemony. The Arts and Crafts mement served
to bu er the disruptive e ects of this period and, in doing sqQ helped to usher in the
modern age.
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CHAPTER 1

INTRODUCTION: THE PUZZLE OF AESTHETIC VARIATION IN THE ARTS
AND CRAFTS MOVEMENT

1.1 Introduction

In the mid-1870s, at the dawn of the Arts and Crafts movement, ifany &
Co.produced the co ee set presented in Figure 1.1. Deconagi the matte silver
base with other metals to provide depth and relief, Japanesespired owers and
vines wrap the co ee pot, sugar bowl, and cream pitcher. Theirounded forms
encourage the eye to follow the encircling plant growth. A me reaches to become
the handle of the co ee pot lid; in doing so, it imparts a sensef unity and joins
the lid and pot as a single piece.

Forty years later, in the waning years of the movement, Ti ay & Co.produced
the co ee set presented in Figure 1.2. Again silver but now hidy polished, this set is
largely unadorned, save a small imprinting of the pieces asdme nishing ourishes
of the handles. Excepting the co ee pot's ivory handle, forgn media are entirely
absent. The re ectivity of the set permits us to see the craiman's hammerstrikes
and appreciate his technique. It also emphasizes the hexagbform of the pieces as
each face mirrors a di erent scene. Multiplicity is likewis manifested by the spouts,
handles, and lids which are clearly delineated as pieces anhemselves.

The aesthetic di erences between these pieces are charaistic of the Arts and
Crafts movement as a whole. As part of the Medieval revival ohe 19th century,
the founders of the movement rejected industrial productio and returned to the
Gothic styles of that earlier era. Embracing Gothic art's celity to naturalistic
representation, Arts and Crafts artisans emphasized the s of space, light, and
ornament to create designs that evoked the spirit of a prewis, more honest, age

in which man attended to his own needs and created the thing$ lde with his own



Figure 1.1: Tiany & Co. (c.1870) Co ee Set
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Figure 1.2: Tiany & Co. (1917) Co ee Set
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hands rather than seeking them from an impersonal market pring but antiseptic

commodities produced by alienated labor. How is it, then, titaa movement founded
upon the beauty of asymmetry, irregularity, and elaboratio would give birth to the

simple elegance of Gustav Stickley and the highly geometdesigns of Frank Lloyd
Wright? What explains the transformation of style within the Arts and Crafts
movement?

The question of stylistic change has received scant atteati from sociologists.
This disinterest may be traced to our retreat from the grandhieory of Marx, Sorokin,
and Parsons. In the 1970s, cultural sociologists turned frointerpreting cultural
signi cance to analyzing the milieu of cultural productionand consumption. Best
exempli ed in the work of Bourdieu, the sociological study foart of today is de-
cidedly middle-range, denying both the endogenous perspee that artistic works
may be explained solely on their own terms as well as the exoges perspective
that seeks to interpret works of art as manifestations of theocial structure.

This turn to the middle-range proved fruitful. The production of culture per-
spective emerged in the mid-1970s as sociologists soughtiémonstrate that artistic
creation is fundamentally social in nature and began examing the conditions under
which artistic works are produced. White and White (1965) ha previously demon-
strated that the ascension of the French Impressionists irhé nineteenth century
was not merely a consequence of their collective genius bided by the supplanting
of the Academic art system by the dealer-and-critic system #t continues with us
today. Commenting that \In our view too much is made of the chage in paint-
ing itself," White and White (1965:2) presaged the move \beynd the problem of
meaning" (Wuthnow 1987) that continues to dominate the sooiogical study of art
today.

Bracketing the question of how meaning is constructed, resehers working
within the production perspective focus upon how systems sbcial relations (Hays
1994) shape the creation, distribution, and consumption ddrtistic works (Peter-
son and Anand 2004). The art work, itself, is largely irrelevd. The production

perspective does not provide a basis for the interpretatioor evaluation of art, re-
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serving such tasks for art historians and art critics. Sub@ matter, medium, and
form are likewise generally ignored by these researchers;ept insofar as they a ect
the social context within which artistic production occurs The unit of analysis here
is the \art world" (Becker 1982), the division of labor within which artistic creation
takes place.

Sociology of art's \move beyond meaning" takes two forms. Bo dismiss analy-
sis of the artistic work. The production perspective is the @ak version: it is neutral
as to the question of artistic meaning. It dismisses the stydof the artistic work
as irrelevant because \Deducing meaning from reading texis not part of the per-
spective" (Peterson and Anand 2004:327).The strong version is that of Bourdieu
who explicitly denies that artistic works possess any intnsic meaning. Instead, one

reads meaning onto a work:

Since the work of art only exists as such to the extent that its per-
ceived, or, in other words, deciphered, it goes without sag that the
satisfactions attached to this perception ... are only acssible to those
who are disposed to appropriate them because thaytribute a value to
them (Bourdieu 1993c:227, emphasis in original).

From this perspective, analysis of the artistic work is reped because the work,
itself, is incapable of speaking. To make sense of artisticeation, Bourdieu
(1993h:258) directs us to analyze the artistic eld: \the gestion of meaning and
the value of the work of art ... can be resolved only within a sl history of the
eld." The artistic work, therefore, is declared either irrelevant or epiphenomenal.
The consequence, regardless, is that sociologists of arvéaby and large, eschewed

the analysis of artistic style as asociological.

1A notable exception here is Lena (2004) who examined the usef sampling in rap songs.
Because samples are drawn from existing recordings for use hew works, Lena's analysis of their
use permitted her to examine network relations within the wald of rap music. Analyzing these
network relations, Lena was able to measure the value that rp artists placed on particular samples,
songs, artists, and genres and how this valuation changed ev time.
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Except that style is fundamentally a sociological phenomen. It has a collective
reality: style is an aspect of artistic creation that cannobe reduced to a single work
but, rather, is shared among a collection of works (Blau 1988ergesen 2007). It
denotes the relationships among works of art produced at a ppiaular time and
place. \The virtue of the concept of style is that by de ningrelationships it makes
various kinds of order out of what otherwise would be a vast nbnuum of self-
su cient products” (Ackerman 1962:228, emphasis in origind. When a common
set of forms appear in the works of an individual, we refer tondividual style (e.g.,
the style of Frank Lloyd Wright). When these forms appear intie works of a group,
we refer to group style (e.g., Prairie style). We also refehe styles of regions and
periods (e.g., American Midwest Modern). Style, then, is wheDurkheim (1982)
referred to as a social fact and therefore requires a socgittal explanation, an

explanation situated at the level of the social system.

1.2 The Case

The Arts and Crafts movement arose during the rst world-widedepression. Born
in England during the late 19th century, the movement spreathroughout Western
Europe and as far as Russia, Australia, and the United Statesfoee being e ectively
annihilated by the First World War. While remnants of the mowement survived the
War, never again would its techniques and ideology resonats strongly. The con-
ventional story of the movement's birth is well known: readhg to the degradation
of human labor accompanying the rise of industrial capitaim, Ruskin, Morris, and
their compatriots sought to recover the romance and dignitpf craftsmanship by
reinvoking the spirit of a bygone era wherein artisans, woirkg side by side, cre-
ated art with their hands rather than producing commoditiesas part of a machine.
Reacquainting work with grace would reintroduce meaning tabor. And realized
as home and furniture, housewares and decor|what has been lted the \stu of
life"|the Arts and Crafts movement would restore beauty to th e world.

As the movement spread from country to country, it attracted adiverse group
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of practitioners. Some joined with the movement's foundergschewing industrial
production and returning to traditional craftsmanship, sanding against capitalism
and joining the blossoming socialist program. Others degad from the founding
ideologies in one or more ways: declining the socialist ¢ablerating or embracing
the machine, abiding or encouraging the commercializatioof one's craft. More
overtly, a variety of styles and design techniques emerged.he intricate designs
of Morris' textiles and Ti any's glasswork were joined by tre simple elegance of
Stickley's Mission furniture and Wright's Prairie houses.

The aesthetic diversity of the Arts and Crafts movement is, pdaps, its most
unique feature. Typically, artistic movements are de ned § a particular aesthetic
style. But this was not the case for the Arts and Crafts. The reent Los Angeles
County Museum of Art retrospective,The Arts and Crafts Movement in Europe and
America, 1880{1920: Design for the Modern Worldwas the rst exhibition devoted
to exploring and appreciating how various countries adaptieand transformed the
ideals of the movement \to suit their own national identitiess and economic needs
amid rapid industrialization" (Kaplan 2004c:7). This project is e ectively the an-
alytic complement of that exhibition. Examining the Arts and Crafts movement
across space and time and under the various political-econie circumstances of
di erent countries at di erent periods, this project seeksto understand the material

basis of the aesthetic and ideological variation of the Artsral Crafts movement.

1.3 Overview

In Chapter 2, \Theories of Artistic Style," | review existing sociological theories of
artistic style. 1 begin by discussing how Marx, Weber, and 8imel approached the
study of art before turning to the work of Sorokin and Hauser. then review three
contemporary sociological models of stylistic change. Ey@nous models explain
artistic style as the product of an external force, usually &ociety's political and
economic situation. Ecological models understand artistiproduction to involve

a perpetual search for novelty. Stylistic cycles are preded to emerge as artist
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and audience seek out new, provocative art. Finally, paraginatic models posit an
internal mechanism of stylistic development in which as a e develops, it raises
problems that are resolved through the creation of new styde These three models
of stylistic development are not mutually exclusive and | awlude the chapter by
developing uni ed model of the development of artistic st@s.

| begin Chapter 3, \Commensuration of Visual Art," by discussig two concep-
tualizations of artistic style, evaluative style and constutive style. | then develop
a method of operationalizing constitutive style which alles for the quantitative
comparison of artistic works. By identifying the salient fatures of a given style, it
is possible to compute a work of art'style coe cient, which measures the degree to
which a work exhibits the style's features. This enables a m®rigorous examination
of style than has been heretofore possible.

In Chapter 4, \Organic and Geometric Styles within the Arts am Crafts Move-
ment," | apply the technique developed in Chapter 3 to the Artsand Crafts move-
ment. Operationalizing \geometric style” for the decoratve arts, | con rm that
in most countries, Arts and Crafts aesthetics conform to the rnedictions of the
exogenous model. However, Austria is a contradictory case;sgée being politi-
cally fractured and economically weak, the Austrian Arts and @fts movement was
strongly geometric.

The Austrian contradiction prompts a comparative case studyn Chapter 5,
\From Splendour to Simplicity: Explaining the Aesthetic and Ideological Patterns
of the Arts and Crafts Movement." In this chapter, | seek to exfain the cross-region
patterns of Arts and Crafts aesthetics and ideologies. | id&fy four principles of
the Arts and Crafts movement which, | contend, constitute thabrief" of the move-
ment. | nd that di erent regions privileged di erent princ iple and that this is what
explains whether the Arts and Crafts movement for a given regm was backward-
looking or forward-looking and, correspondingly, produdeorganic or geometric art.
| conclude the chapter by arguing in favor of a singular chaegfor the Arts and
Crafts movement and suggest that the function of the Arts and f&fts was to help

facilitate the transition from British to American hegemonyby shielding individuals



from some of the disruptive e ects of the period.
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CHAPTER 2

THEORIES OF ARTISTIC STYLE

2.1 The Sociology of Style: A Brief History

In his seminal essay \Style," Schapiro (1953) delineatesdidi erent ways in which
disciplines make use of the concept. Archaeologists studylstin order to localize
and date a work so as to diagnose the relationships among sbieis. Historians study
style in order to understand the values and ideals of a sogrefThese disciplines use
style as a means of understanding a society and its relatidmgs. \To the historian
of art,” however, \style is an essential object of investigion" (Schapiro 1953:51).
Art history is fundamentally the study of the history of form and the art historian
consequently values the study of style as an end unto itselfWhen art historians
study society, it is with the goal of understanding how socia@hange a ects (or does
not a ect) aesthetic change.

The sociologist studies stylistic change because it gives insight into the na-
ture of social life. Marx (1978:88{89, emphasis in originalwrote that aesthetic
appreciation is a fundamentally a social capacity:

just as music alone awakens in man the sense of music, and jast
the most beautiful music hasno sense for the unmusical ear ... for
this reason thesensesof the social man areother senses than those
of the non-social man. Only through the objectively unfold# richness
of man's essential being is the richness of subjdaiiman sensibility (a
musical ear, an eye for beauty of form|in short, sensesapable of human
grati cations, senses con rming themselves as essentiabwers ofman)
either cultivated or brought into being. ... Theforming of the ve senses

is a labour of the entire history of the world down to the presg.
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Marx argued that the development of production relations deaocratized art ap-
preciation. To the extent that the working classes fail to apreciate ne art, he
argued, it is not because they lack the requisite training e&Bourdieu would contend
but, rather, because they are alienated from their humanity\The transcendence
of private property is therefore the completeemancipation of all human senses and
attributes” (Marx 1978:87, emphasis in original).

Weber emphasized the redemptive quality of art: \It provide a salvation from
the routines of everyday life, and especially from the incasing pressures of the-
oretical and practical rationalism" (Weber 1946b:342, enfyasis in original). Like
religious reverie, art|/in both its creation and appreciati on|produces an emotive
experience and, as such, provides a means for man's re-entiment with the world.
But as we turn to art to satisfy our sensuous appetence, \Art b@omes an ‘idola-
try," a competing power, and a deceptive bedazzlement" (Wel 1946b:343). Unlike
religion, however, art provides no moral compass.

the refusal of modern men to assume responsibility for moraidgments
tends to transform judgments of moral intent into judgmentsof taste
(in poor taste' instead of “reprehensible’). The inaccabdity of appeal

from esthetic judgments excludes discussion (Weber 194842).

The artistic experience, therefore, only provides tempomnarespite from the increas-
ingly rationalized world. Ultimately, it facilitates this r ationalization by devaluing
normative judgements and promoting moral relativism. Morever, art, itself, is sub-
jected to the pressures of rationalization. InThe Rational and Social Foundations
of Music (1958), Weber documents the rationalization of Western mics Beginning
with an analysis of the harmonic chord, Weber demonstratesat the Western scale
provides both exibility and calculability. In combinatio n with the introduction of
musical notation, Western music was able to support increimgly complex works
of increasing scale. The orchestra was, itself, transforchénto a bureaucratic or-
ganization characterized by role specialization (perforens are depersonalized into

instrument-positions such as \First Violin," \Second Violin," etc.), coordination
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within and among instrumental sections, and hierarchicalwghority (principles lead
instrumental sections and subsections, the concertmastierads principles, and the
conductor leads the concertmaster and the orchestra as a Vi

Concurrent with the rationalization of musical performane, was the rational-
ization of the musical form. Speci cally, Weber (1958:87) tiibutes the rise of
counterpoint (what he refers to as \polyvocality") to the cdculability of Western

music:

The decisive element for polyvocality was the fact that thestablishment
of the relative time value of the tone symbols and the xed pdérn
of measure division now permitted the unambiguous determation of
the relations of progression of the individual voices in a maer easily
surveyed.

In proposing that the rationalization of Western culture eyplains the form of its
music, then, Weber provides an example of what Schapiro (1299) would later
refer to as \explanations of style by forms of social life."

Although both Marx and Weber examined the relationship betwen art and
social life, Simmel was the rst sociologist to take the arsitic work, itself, as a
unit of analysis. He held that social life cannot be understaloby merely studying
the relationships among people, as most sociologists dogthociologist must also
study cultural artifacts|the material consequence of socal relations. Indeed, one
might view Simmel as criticizing sociology's neglect of thartistic object. \It is the
greatest of self-deceptions to conceive of the essence of ar as the mere addition
of these categories” (Simmel 2005:2). In his studgembrandt{ Simmel (2005) did
not seek to contextualize the artist's creative process;tfeer, he analyzed the works

themselves as a means of gaining insight into the nature ofcsal life:

Rembrandt shows most impressively which quintessentiallgpeci c
formations|unattainably for all categories of theory|can be realized
by art at the deepest level of mental life. And precisely at tisi point,

therefore, all the lines of direction along which we soughbtfeel our
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way toward the understanding of his interpretation of the hman being
converge (Simmel 2005:95{6).

For Simmel, the study of artistic style is the study of how pegale make their
lives meaningful. Simmel identi es art as one of a number ofworld forms"|the
means by which people make their lives meaningful. Other wdrforms include (but
are not limited to) science, philosophy, and religion (Wegpartner 1959:50). There
is an advantage in studying art, however, in that di erent atistic styles represent
di erent ways of imposing order on the world. Simmel contrds the portraits of
Rembrandt with those of the Italian Renaissance. Leonarddylichelangelo, and
Raphael produced idealized versions of their subjects; Rlerandt pursued realis-
tic portrayals. Where the Renaissance artist used a cleamd, Rembrandt's was
intentionally sketchy. Where the Renaissance gure is ba#d in light, Rembrandt
concealed his in shadows. The \design of those basic propons is endowed with
a certain grace and re nement that is lacking in Rembrandt'sgures” (Simmel
2005:63).

Simmel argues that this di erence in artistic technique repesents a di erence of
worldviews. The Middle Ages had taught men that they were furementally awed
and, therefore, dependent upon the Church for redemption. HE Renaissance put
redemption in the hands of its people. Its ideal was the indepdent man who,
by mastering all branches of art, science, and philosophypuld master the world.
God's creation had been made accessible and Renaissancestarfpointed to this
truth in their work: \the gaze of the Christ child of the Sistine Madonnalis] not
directed toward a given object because it is directed into #in nite" (Simmel
2005:99). Renaissance portraits sought to convey the esserof their subjects.
Rembrandt, however, came of age during the Thirty Years' Waand his paintings
capture the uncertainty of life during that period. His portraits do not seek to distill
but to convey the fullness of life as lived:

An Italian art historian of the seventeenth century praises le prac-
tice of important artists of particularly highlighting one speci c trait of
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the character of the portrayed persons, as Titian did withAriost the
Facundia For Rembrandt, however, this solid, continuous, relativg
atemporal feature of the personality is dissolved into theow of its total
fates. The multiplicity of life, for whose development its \wole temporal
extension is required, is not for him divided up into that satl and the rel-
atively random element of mere, more-or-less exterior, @s." Rather,
even were one to describe it as a succession of fates, psyiohl twists
and experiences, life transforms itself at each moment, brgmains at all
times a unity in which character and history are not interndly divided
(as Goethe puts it: \The history of a human being is his charaer"),

and, as the object of the portraitist, nds expression in thetotality of

the person's appearance” (Simmel 2005:79).

Simmel's conception of art, then, is akin to Plato’'s theory foforms. Artistic works
are \crystallizations of human experience" (Weingartner 959:55); artistic styles are
the means by which artists convey that experience. The sulgjeof a Renaissance
portrait might be the same as that of Rembrandt's but their dierent styles ensures
that our experience of them will di er.

Simmel and Weber, then, both argue that artistic styles mafest the world-view
of a society. For Simmel, this manifestation existsui generidit is an irreducible
characteristic of art. For Weber, on the other hand, art is doject to the same
rationalization process as any other sector of society. Botof these models are
compatible with Marx's materialist conception of history,although Marx was more
circumspect as to the insight to be gained from studying theraistic object itself:

The further the particular sphere which we are investigatig is removed
from the economic sphere and approaches that of pure abstrateology,
the more shall we nd it exhibiting accidents in its developrent, the more
will its curve run zigzag. But if you plot the average axis oftie curve,
you will nd that this axis will run more and more nearly parallel to the
axis of economic development the longer the period considdrand the
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wider the eld dealt with (Engels 1978:768).

The initial trajectory for the sociological analysis of aristic style was therefore
set. In the mid-20th century, Sorokin (1985) argued that saeties cycle between
\ideational" and \sensate" value-systems. Ideational peods are spiritually oriented
and characterized by mechanical solidarity; sensate ped® are materialistic and
characterized by organic solidarity. Art produced during idational periods therefore
tends to exhibit religious themes and seeks to point the viewtoward the divine; its
style \is purely symbolic, having no resemblance to the viglior sensory appearance
of the object depicted. Since the topic is "invisible," its igible symbol naturally
cannot have any visual resemblance to it" (Sorokin 1985:83)f The art of sensate
periods, in contrast, seeks to portray reality as it reallys: \A good camera snapshot
and the most completely impressionistic pictures are the besamples of the purest
[sensate] style” (Sorokin 1985:85). Secular subjects|andnaturalistic" (Sorokin
1985:89) representations of religious subjects|tend to pgdominate. \Such a style
is dynamic, because the visual empirical reality, throughht incessant play of light
and shade, incessantly changes. It must be impressionisticthe sense of catching
visual appearance at a given moment. In this sense it is nesasly illusionistic,
showy, presenting material objects in as illusionistic a fm as they o er to our
sense perceptions” (Sorokin 1985:85).

In the mid-1970s, Hauser (1979) set forth a comprehensive gram for the soci-
ological analysis of art. Hauser viewed artistic creation asdialectical phenomenon,
de ned by the tension between representing the world \as isi' (mimesis) and \as it
might be" (idealism). The artist's creative process is chacterized by this struggle
to realize both countervailing goals. It is a reactionary mcess: the artist creates by
building upon|and, frequently, destroying|what he or she h as previously created.
For Hauser, the process of artistic creation is the conditioaf responding.

Individual artists, then, are forever caught between mimés and idealism. But
they are also products of their time and, as such, embeddedfwn and subjected to
the dialectical forces of history. To the extent that a partcular style characterizes a

given era, Hauser|following Marx and concurring with Simmellargued that this
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style manifests the era's social relations:

Just as the relationship between the individual and societjnvention and
convention, the subjective will to expression and the objgge means of
expression is a fundamentally dialectical one, so is that tweeen the aes-
thetic factors immanent in a work and the conditions of prodation which
are beyond it. The related forces of artistic creation do nanerely in u-
ence each other, but constitute one another in reciprocal plendence. If
we wish to know their nature, we have to know how they conditioone
another (Hauser 1979:332).

For Hauser, then, the development of artistic style is fundaemntally intertwined with
the progression of history and the analysis of one providassight into the other.
Both Sorokin and Hauser proposed cyclical models of style. &ltyclical aspect
of these models had their root not in the sociological theas of Marx, Weber, and
Simmel but, rather, those of art history. In the late-19th catury, Riegl (2004) had
argued that artistic styles oscillate between the \crystdine" and \organic." In the
early-20th century, Wel in (1950) characterized these pdes as \Renaissance" and
\Baroque." In both cases, the former category refers to arthiat Sorokin classi ed
as \ideational" and the latter, as \sensate.® Art historians have since continued
to describe stylistic change in terms of cyclical dynamicddauser (1979:410) noted

that cyclical models occupy a privileged position within drtheory:

The practice and theory of art are so deeply rooted in dualigt no-
tions that people have always been at pains to distinguish it history
and criticism between two opposing principles of endeavona to trace
stylistic movements back to them. Distinguishing betweenme-honored
exemplars and avant-garde innovations, idealistic and rkstic, objec-

tive and subjective criteria of art belongs to the earliestdrmulations of

W\Moreover, the conspicuously Visual [i.e., sensate] art inpainting, sculpture, and, in part,
even architecture, must bemalerisch, and the more malerisch the more Visual it is. | use the term
malerisch in H. Wel n's sense” (Sorokin 1985:86).
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the contrast. Universalism and individualism, rigorous fan and anar-
chy, rationalism and irrationalism, classicism and romaitism are later
formulations, and naive and sentimental, Apollonian and Diaysian, ab-
straction and empathy, introversion and extroversion, theypical and
the individual are the more modern ones. Nowadays we talk in ¢h
same sense of geometrism and naturalism, tectonic and atsut, jux-
taposition and subordination, formalism and expressioms All of these
concepts revolve around the same antagonism. It is time andjan a
guestion of the choice between submission to concrete rgaéind renun-
ciation of it, between the preservation and the dismemberme of the
reality of experience. In the change of stylistic movementee nal tem-
poral and spatial world is accepted or rejected, re ected adeformed,
perceived as satisfying and promising or as threatening arpeless.
The subject subordinates itself to its rules or attempts tompose the
law of a \higher" order upon it, of an ideal reality which shold come
about.

The cyclical theories of art historians, however, have, bynd large, held that artistic
creation is independent of the social structure and that shgtic cycles are generated
by an internal dynamic (Schapiro 1953). It was Sorokin|and, later, Hauser]|
who blended the cyclical models of art historians with the siictural models of
sociologists. This model would come to dominate the socigloal analysis of stylistic
cycles. More recently, however, middle-range sociologisif culture have sought to
explain these cycles without reference to the social struse. And art historians

continue to emphasize purely internal mechanisms of stytiis development.

2.2 Contemporary Models of Stylistic Change

Contemporary sociological explanations of stylistic ch@e tend to take one of these
three forms. Exogenous modelgxplain artistic style as the product of an external

force, usually a society's political and economic situatio In such models, stylis-
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tic cycles are argued to result from the cyclical rhythms ofhe political-economy.
Ecological modelsunderstand artistic production to involve a perpetual seah for
novelty. Stylistic cycles are predicted to emerge as artisind audience seek out
new, provocative art. Paradigmatic modelsposit an internal mechanism of stylistic
development. As a style develops, it raises problems that aresolved through the
creation of new styles. Here, the trajectory of stylistic dealopment is non-cyclic and
essentially random. As such, stylistic analysis must procggost hocby analyzing

how a given style resolves the problem it confronts.

2.2.1 Exogenous Models

Although few sociologists today would suggest that artistsra mere automatons
slavishly reproducing underlying social relations, matelist explanations|of one
form or another|of stylistic change continue to thrive. It i s perhaps surprising,
however, to realize that today it is researchers working witn the world-systems
perspective that have produced the most compelling evidemdor a correspondence
between material conditions and social forms. But as soagiists of culture have
turned to the middle range, world-systems theorists have beme the sole remain-
ing inheritors of grand theory. Cerulo (1989, 1993), for exaple, found that the
complexity of a country's national anthem and its ag re ect the position of the
country in the world-system at the time that the symbols wereadopted: core na-
tions adopt simpler symbols than semiperipheral and perighal nations. Bergesen
(1996) demonstrated that artistic styles cycle in accord wh the rise and fall of
hegemonies. During periods of hegemonic dominance, art dsntoward classical
styles that emphasize clarity, unity, balance and symmetry In contrast, periods
of interstate rivalry are characterized by art that tends tavard the baroque, art
in which balance and symmetry give way to movement, unity to oitiplicity, and
clarity to opacity. And Kwan (2005) showed that world-systernt trends a ect even
the seemingly innocuous|such as dessert preferences. Shewed that the winning
entries of the Pillsbury Bake-O re ect America's position within the international

order. Cakes of the 1950s|a period of uncontested hegemon@ominance|were
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simple, well-formed, and elegant. But as America's power bagto decline in the
late-1960s and 1970s, bakers turned to tube and Bundt pansdahegan producing
cakes without centers. When the decline of the U.S. became @miable in the 1980s
and 1990s, cakes collapsed in upon themselves: winning E#rwere short, squat,
and ill-formed. Exhibiting neither balance nor symmetry, he concept of cake, it-
self, broke down as fusion pieces such as the \AImond-Fillecb@kie Cake" and the
\Pennsylvania Dutch Cake and Custard Pie" began to take over
Notably, the results of these research projects all nd the sae e ect of political-

economy on artistic production: simpler forms are assocet with stronger societies
while more complex forms are associated with weaker soasti Despite the accor-
dance of these ndings, the authors' explanations di er. Begesen (1996) and Kwan
(2005) propose the existence of a globatitgeist an ethos re ecting the rhythms of
the Kondratie cycle:

Questions of mass psychology or collective consciousnessiologically
theorized to be the product of common class, caste, or nat@nexpe-
rience, should also exist globally if there is, in fact, a camon world-
system. We cannot argue for the existence of world-systenpolit-
ical/leconomic structures without realizing there must als be world-
systemic modes of consciousness. That is, if there is a grptlpere
is group culture; if there is a class there is class culturef, there is a
nation, there is national culture; and if there is a world-sgtem, then
there must be world culture (Bergesen 1996:261)

Cerulo's (1989; 1993) argument, in contrast, draws upon Bestein's (1964) dis-
tinction between elaborated and restricted codes. Weak seties produce elabo-
rated works because weak societies are characterized by peftition among multi-
ple groups. Conversely, strong societies are dominated bgiagle group promoting
shared expectations, conventions, and understandings @nsci 1971), produce sim-

pler, restricted works of art.
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2.2.2 Ecological Models

Like their cousins from organizational ecology, culturalalogists invoke a biological
analogy to explain cultural change (Kaufman 2004). Like alenvironments, cul-
tural environments are characterized by a carrying capagitthat supports a limited
number of cultural objects. As social status is attained thnagh the consumption
of cultural objects (Weber 1946a; Bourdieu 1984), this saaty of cultural objects
naturally gives rise to competition for \fashionable" objets, objects that are more
distinctive than most. Combined, these two constants|the desire for distinction
and the scarcity of consumption opportunities|produce a dynamic of continuous
cultural transformation.

Applied to artistic production, the ecological model adoptshe de nition of art
as a perpetual search for novelty. In any given period, onlyfaw works may be con-
sidered provocative. Most are|by de nition|commonplace. Artists continually
seek to produce works that will distinguish them from their pers and the prevailing
standard. Successful works are emulated by others and théfiormerly) distinctive
forms become pedestrian. Lieberson (2000) observed thatsstylistic transforma-
tion is characterized by slow, cyclical trends which he argad are generated by a
mechanism he termed \the ratchet e ect." Because it takes the for a novel form
to spread across the community, artistic styles change irementally. And because
a return to recent fashion would result in a work appearing dad, change pro-
ceeds monotonically. Stylistic cycles are produced whentesnal conditions force
backtracking.

Suppose the hemline is moving upward. At some point there has
be a reversal because otherwise the hemline will violate sdamores.
Or practical constraints may come into play, which can be igred for
a while as extremes are approached|but not inde nitely. Suppose a
garment gets longer and longer and eventually begins to tralong the
oor. This can work for wedding gowns, a special occasion inhich

young girls may hold the bride's gown, but it would hardly wok for
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daily wear or even the \usual" special event (Lieberson 20@Y).

Like the paradigmatic model, discussed below, the ecolaglicnodel proposes that
stylistic transformation is an inherent consequence of thereative process. Unlike the
paradigmatic model, the ecological model permits reseagsis to predict aesthetic

trajectories by examining the surrounding environment.

2.2.3 Paradigmatic Models

Ackerman (1962) argued that artistic styles are best undermsbd as products of
communal problem solving and that di erent styles represdrdi erent attempts to
resolve di erent problems. Such an interpretation is rootgin Riegl's (2004:299{300)
argument that art serves to resolve social-psychologicailsdord:

Man yearns incessantly for harmony. He sees this harmony ctargly
disrupted and threatened by things and phenomena of natur&at exist
in a state of perpetual struggle, both with one another and Wi human-
ity. If nature were really the way it appears in the individud human
senses, man would never be able to attain harmony. Consediggman
creates a vision of nature in his art that frees him from natw’s perpet-
ual instability; he imagines nature to be better than it lools. He seeks
to bring order to the apparent chaos, to push aside those ravamdom

occurrences to which he is otherwise subject and vulnerable

For Riegl (2004:300), this challenge is \a contest with nate with the aim of
bringing to expression a harmonious worldview." Panofskyl©55) recounted the
history of art as a search for proper rules of proportion, colating deployed rules
with the associated culture'sKunstwollen Roughly translated as \the will of art"
(Binstock 2001), Riegl coined the termKunstwollen to refer to the ever-evolving
purposes for which art is produced. The ancient Egyptian tloey of proportion
was one of few in which common proportions were maintainedrass works and
corrections for perspective were dispensed with. Panofski©55) argued that this

was because Egyptian representations of the human form wegreduced to house
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the ka (life force) after death. Egyptian artists therefore pursad idealized forms in
anticipation of future reanimation. In contrast, the artists of Classical Greece sought
realistic reproductions and, consequently, valued atteiain to perspective and how

the various parts of the body appeared to relate to one anothe

To the Greeks the plastic e gy commemorates a human being thdived,;

to the Egyptians it is a body that waits to be reenlivened. Fothe Greeks,
the work of art exists in a sphere of aesthetic ideality; forhte Egyptians,
in a sphere of magical reality. For the former, the goal of thartist is

imitation; for the latter, reconstruction (Panofsky 195561{62).

Artistic styles, then, may be understood ways of resolving ptcular problems of
representation and, by analogy, akin to Kuhnian research pgrams. Like scientists,
artists seek to produce representations of the world. The drence is that where
scientists seek to producéogical representations of the world, artists seekesthetic
representations (Kant 1790).

Both scientists and artists confront the same problem of detmining how to best
construct their representations. When a group of scientistconverges on a common
approach for doing so, we call it a \scienti c research progm.” When a group of
artists does, it is a \school,” \movement," or \style." Paradigmatic models|both
artistic and scienti c|locate the impetus of change within the paradigm itself.

Just as the process of scienti ¢ research produces new rashaproblems, the
process of artistic creation, itself, produces new artistiproblems (Gilmore 2000).
Like scientists trying to explain an empirical anomaly, aiists initially try to re-
solve these new problems by applying orthodox techniquesg@andall 1985). Such
attempts are, at best, only partially successful. As unresad problems accumu-
late, the internal limits of the existing paradigm become elar. Eventually, a new
paradigm sweeps away the old, solving existing problems amdising new ones.
Research program replaces research program. Style reptastyle.

Casting artistic style as a form of problem-solving naturd draws attention to
both the types of problems that artists confront and the reaarces that they bring
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to bear upon them. To explain the creation of artistic works iad the development of
artistic styles, Baxandall (1985) usefully develops the oaepts of thechargeand the

brief. Coupled with Becker's (1982) concept of thart-world, these three constructs
provides a basic framework that we can use to understand thenergence of a given

artistic style.

The Charge

Evocative of a patron's commissioning of a speci ¢ work, theerm chargerefers to
the speci c problems that an artist confronts. Baxandall (985) suggests that all
artists carry a single charge|\to provide ‘intense visual interest.'" While artists
may indeed share this charge, it is also self-evident that pmgiven work of art may
carry additional charges as well. Identi cation of the chage is a primary concern
of art criticism, particularly iconography, because undetanding what artists are
trying to achieve provides a basis for interpreting the worland evaluating its success.
Baxandall (1985) applies the charge (as well as the briefsdussed below) to the
level of the individual work of art. But we can also apply the encept at the level
of the style. Within a paradigmatic approach, styles are deloped as solutions to
particular problems. Cubism, for example, may be understdoas a resolution to
the problem of how to represent a three-dimensional subjech a two-dimensional

canvas (Gilmore 2000).

The Brief

Traditionally, an artist writes a brief to describe a proposd or completed work of
art (or group of related works). Baxandall (1985) approprited the term to describe
a work's cultural context. From this perspective, the briefcan be understood as
an articulation of Kunstwollen (see page 32). For example, the reason that the
artists of classical Greece resolved the problem of propior di erently than those

of ancient Egypt is due to the di erent ways that these cultues understood the
purpose of artistic representation (Schapiro 1953). Gilme (2000) describes the
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brief as a social document that includes not only an artist'éved experience and
his or her corpus of work but also various the various strategs, techniques, and
practices that an artist shares with his or her contemporaes.

Sociologists will immediately recognize this articulatio of the brief as synony-
mous with Swidler's (1986; 2001) conception of culture as dovlkit." Indeed,
Gilmore (2000) discusses the brief as an itemization of vaus approaches that an
artist may select from when confronting a charge. The di erece between a brief
and a Swidlerian toolkit lies with the explicit constructin of the former. Whereas
Swidler (1986, 2001) portrays the cultural toolkit as exishg sui generis as some-
thing that gets lled up as one proceeds through life, Baxarall (1985) describes the
brief as something that artists actively construct. Asking Who set Picasso's brief?"
in reference to Picasso'®ortrait of Kahnweiler, Baxandall (1985:46{7) concludes
that Picasso set it himself:

A preliminary half-answer would be that Picasso at least fonulated his
own. The painter registers his individuality very much by h$ partic-
ular perception of the circumstances he must address. Indgdf one
is to think of a painter “expressing himself', it is most of &lhere, in
the analysis of his environment which schematically speakj ... pre-
cedes the process of painting itself, that one can most seelyrlocate an
individuality.

This is not to say that Baxandall seeks to dismiss the role ohée social system
in shaping the brief's content. In fact, he is particularly ensitive to the complex

relationship between artists, the social structure, and #ir briefs:

However, if Picasso is to be thought of as formulating his ownrigf, he
did so as a social being in cultural circumstances. And how tdiihk
or talk tactfully about this relation between Picasso and s culture is
a real di culty. The di culty lies in the structure of the rel ation: one

wants to keep it very loose and very reciprocal (Baxandall 89:47).
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To formulate the relationship between an artist and his or hesocial structure,
Baxandall (1985:47{50) develops the concept toc. Through the concept oftroc,
Baxandall (1985) seeks to draw attention to the institutioml framework within
which artists work and how various institutions (in particdar, market institutions)
shape the work. Baxandall's discussion of bottioc and the role of market forces,
however, is fairly complex: a clearer exposition is provideoy Becker's (1982) dis-

cussion ofart-worlds.

The Art-World

Becker (1982) develops the concept of trat-world? as a means by which to under-
stand how artistic works are created. An exemplar of the \proaiction of culture”
perspective (Peterson and Anand 2004), the analysis of arbvids does not seek to
make sense of the meaning of art works but, rather, emphasizbat the production
of art is a collective activity.

The art-world may be understood as the structural complemérf the cultural
brief. Hays (1994) observes that that the concept aocial structureis too frequently
set in contrast to that of agency suggesting a resilience that social relations do not
actually possess. In fact, a given social system may encorspanultiple social struc-
tures or|to use Hays' (1994) preferred terminology|\system s of relations.” These
systems of relations do change over time and although theyl atay be involved in
the production of an art work, they are not necessarily compientary and may
collide with one another. An analysis of art-worlds, then, s&s to delineate the var-

ious social relationships and institutions that are involed in the process of bringing

2 Although Becker does not hyphenate the term, | do in order to inderline the analytic similitude
between the theoretical constructs ofart-world and world-system as \worlds unto themselves."
Indeed, Becker (1982:7{14) and Wallerstein (2000:75) de e their worlds in the same manner: as
characterized by a division of labor, boundaries of which ae delimited by exchange of an \essential"
(Wallerstein 2000:82) or non-peripheral (Becker 1982:34hature.

The broader point that | wish to make here is to recognize the slf-similarity (Abbott 2001) of
the concepts herein developed: art-worlds, which constitte a single division of labor, arise within
the world-system, itself constituting a single division of labor.
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Art-World

Figure 2.1. Components of an artistic style (or work)

a work of art to life.

Relations among the Charge, the Brief, and the Art-World

In line with Baxandall (1985), | propose that we may interpreany particular work
of art to be the product of an artist's charge, brief, and artworld. This is not to
say that their combination will always result in the producton of an artistic work.
Rather that when confronting an existing work, we may be ceain that there exists a
charge, a brief, and an art-world to be investigated. The chge, brief, and art-world
are, in combination, necessary but not su cient for the prodiction of art.
Baxandall (1985), Swidler (2001, 1986), and Becker (1983971) all emphasize
the actions of individuals. Gilmore (2000) extends Baxandla1985) the argument
to the level of the artistic movement. As discussed, the brieind the art-world are
fundamentally social and when a group of artists confront #& same problem (or
set of problems), their charge is also shared. At the level dtie individual, the
combination of a charge, brief, and art-world may culminaten the creation of a
new artistic work; at the level of the movement, a new artisti style (Gilmore 2000).
This relationship is diagrammed in Figure 2.1. Note that Figte 2.1 presents
a combinatorial (or genomic) model and not a conventionaldear model. The

circled elements represent the theoretic constructs thatake been discussed. Lines
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from each of the three causal constructs (the charge, the efj and the art-world)
terminate in an "AND gate,' an icon borrowed from symbolic logi representing the
combination of the three elements. The output of the AND gate iannotated with
a superscript "N," indicating that the combination of chargebrief, and art-world is
necessary (but not su cient) for the production of an artistic style. The solid arrows
indicates the expectation of a causal relationship. Baxaatl (1985) and Gilmore
(2000) both argue that briefs are constructed in response the emergence of a
charge. But briefs also serve to identify legitimate domagof inquiry (Baxandall
1985). Similarly, art-worlds can form around charges and alges can emerge out
of art-worlds. And, of course, we would expect that briefs andrt-worlds will be
mutually constitutive.

The de ning characteristic of paradigmatic models of stylés that the mechanism
of change is entirely internal (Gilmore 2000; Schapiro 1963As such, just as it is
impossible to predict the content of future scienti ¢ resel@h programs, it is equally
impossible to predict the form of future artistic styles. Eplanations of aesthetic
change, therefore, can only be develop@dst hocby investigating the problems that

artists confront and the solutions|both successful and unsiccessful|they attempt.

2.3 Toward a Uni ed Model of Artistic Style

These three models are not mutually exclusive. Ecologicatgssures always a ect
stylistic development, regardless of other existing consints.®> The paradigmatic
model proposes that in order to make sense of a particular #eetic style, one must
examine the charge, brief, and art-world that gave birth toti Such a proposition
immediately raises additional questions regarding the famrs that in uence and

a ect charges, briefs, and art-worlds.

3This point was driven home during a conversation that | had with an interior designer. She
emphasized that the architects, interior designers, and deorators all seek to realize a correspon-
dence between their designs and their surrounding environents. Ideally, the local environment
dictates the structural design; the structural design, the interior design; and the interior design,
the furnishing|"but," she observed, \it's all subject to cur rent style."
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Gilmore (2000) argues that any given style|that is, a particular way of ap-
proaching particular problems|embodies natural limits. A movement's brief de-
scribes the legitimate means of engaging its charge. Wheno#® means are no
longer capable of successfully resolving the charge, whée timits of its brief are
reached, a movement's members either seek new ways of carting the charge or
they seek new charges to confront. Either situation signathe exhaustion of the
movement and, analogous to Kuhn's (1996) model of scientigaradigm shifts, new
styles are borne of previous ones.

Becker (1982) o ers another answer and suggests that the eiand demise of
art-worlds is essentially an epiphenomenal consequencenmiovation. As new tech-
niques, concepts, and audiences are discovered, they oceeapportunities for new
forms of collaboration and disrupt existing ones. Most inn@ations fail to gain su -
cient traction to birth a new art-world; those that succeed d so through the spread
and adoption of the emerging brief. The art-world dies as pple abandon the brief.

Both these approaches pay little attention to the social cdaxt within which
an artistic movement exists. While neither author dismissethe role of exogenous
factors, the locus of explanation is an internal dynamic ohie movement: either the
movement runs up against the limitations of its own brief orts social relations are
destabilized in some way. | agree that an understanding ofsthetic transformation
requires that we examine the actions and activities of thosedividuals directly
involved in bringing a style to life. But it is also necessaryo understand how
political-economic conditions a ect the development, maienance, and evolution of
charges, briefs, and art-worlds. The exogenous model, ascléed above, seeks to
establish a direct causal link between political-economigynamics at the level of
the world-system and the development of artistic styles. luggest instead that the
in uence of political-economy on the development of artigt styles is mediated via
its e ect on charges, briefs, and art-worlds.

Figure 2.2 presents a uni ed model of artistic style. In the gure, single-headed
arrows are read as shaping or determining a single instandeao entity and double-

headed arrows, multiple instances. The e ect of the worldystem on charges, briefs,
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and art-worlds is indirect, via its in uence on regional patical-economies. Ecolog-
ical pressures for novelty have a direct e ect on the develogent of artistic styles,

independent of global or regional political-economic coitbns.  represents varia-
tion not explained by the model.
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CHAPTER 3

COMMENSURATION OF VISUAL ART

3.1 Introduction

Despite a long-standing interest in the arts, the sociologal study of visual aesthet-
ics remains in its infancy. In particular, just a handful of sciologists have examined
variation in the form of visual art. As there is a substantial lmdy of research ex-
amining variation in musical forms, one would be hard-preed to attribute this
want to a general lack of interest in the sociology of aesthe$. Rather, the greater
attention given to musical analysis can be credited to the Ia&tive ease by which
we can measure its form. It is straightforward to quantify sch musical elements
as pitch, dynamics, meter and tempo. In contrast, the oper@nalization of visual
elements is more challenging. Though color and tone are rdgdjuanti able, there
is no readily apparent way to objectively measure the apphtion of line, shape,
space, and texture. That the visual arts encompass a varietf media further com-
plicates the task: How does one compare across, for examplainpng, sculpture,
and architecture?

In fact, such commensuration is a regular practice, one acuoplished through
the analysis ofstyle|\the constant form|and sometimes the constant elements,
qualities, and expression|in the art of an individual or group" (Schapiro 1953).
We are able to recognize Klimt's paintings in Tiany's vasesand Ti any's vases
in Gaud's townhouses because they share the charactercstowing curves, rich
ornament, and sumptuous coloring of Art Nouveau. And we are abke classify
Rodin, a sculptor, as Impressionist because his roughhewnfaces achieve the same
light-dispersing e ect as the painters' coarse brushstras.

Styles are commonly used to categorize artistic works, distjuishing among, for

example, Mannerism, Baroque, and Rococo or Analytical vers$ynthetic Cubism.
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But we may also use them as a basis for commensuration. By maasg the degree
to which a speci c work of art expresses a style's aesthetiteenents, we can compute
its style coe cient, a standardized (metric-free) measure indicating how regsenta-
tive the piece is of that particular style. The style coe cient permits researchers to
compare artistic works across media and enables a more nuath@nalysis of visual
aesthetics than heretofore possible.

In Section 3.2 of this paper, \Style as a Basis for Commensui@n," | distinguish
between two conceptualizations of artistic style: styleshat are used to evaluate the
success or failure of an artistic work and styles that are usd¢o categorize artistic
works in terms of their shared aesthetic features. Classatory styles provide a
basis for comparing works of art to each other. In Section 3.8Measuring Visual
Style," | then develop methods for identifying the constitent features that de ne a

style and computing an artistic work's style coe cient.

3.2 Style as a Basis for Commensuration

Style refers to the set of aesthetic features that a group of artist works have in
common. Strictly speaking, an individual artwork does not pssess a style; rather,
the work belongs to a style|style is a characteristic of the ollectivity. Artistic
styles serve a classi catory function, grouping similar tges of artistic works together
and distinguishing them from other types. In this sense, theoncept of style is
fundamentally Durkheimian.

In casual conversation, the concept of artistic style is s@times confounded with
that of the artistic movement (or school). But the latter term refers to a group of
artists (possibly with shared aims, possibly not) while \stle" refers to aesthetic
elements. The dierence is clear if one considers the relewvaunit of observation.
An analysis of style takes the artistic work as the unit of obseation. An analysis of
an artistic movement, in contrast, will examine the assoded individuals (and in-
stitutions such as associations and exhibitions). Whethegou consider Art Nouveau

a \movement" or a \style" depends upon your research questin
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Frequently, styles possess a spatio-temporal componentathdenti es when and
where the artistic work was created. This spatio-temporalenponent is the primary
interest of art historians and others who approach the studgf artistic creation as

a form of historical research:

We use the concept of style, then, as a way of characterizinglationships
among works of art that were made at the same time and/or plager by
the same person or group. If we do not know where, when, or by arh
works of art were produced, then the process may be inverted &allow
hypotheses that works of the same style are from the same tin@ace,
or person(s). In this second role, style is an indispensaliestorical tool
(Ackerman 1962:227).

This spatio-temporal component of style frequently manigts in a style's name;
hence, \American Impressionism" (distinguishing it from Fench Impressionism)
and the plethora of \neo,"” \post,"” and \classical" pre xes. The spatio-temporal
component need not be explicit, however, as in \Prairie" stg, which refers to a
turn-of-the-century architectural style of the American Mdwest. Today, a house
could be builtin the Prairie style but it would not be considered authentic.

In the vernacular of social research, these spatio-tempbmponents arescope
conditions. Scope conditions specify the parameters within which a patilar theory
is expected to be valid (Walker and Cohen 1985). What this mea in practice is
that scope conditions provide a theoretical basis for det@ining whether or not a
particular observation belongs to the population under inestigation. The spatio-
temporal component of artistic styles, when present, proges a important criteria
for distinguishing whether artistic works can be comparedArtistic works that do
not conform to the speci ed scope conditions (e.g., post-29s for Prairie style) are
excluded from the set described by the style in question.

A second form of scope conditions that styles frequently iaporate is that of
medium Discussions of art use this term in a variety of ways; the iett here is with

regard to the type of art created (e.g., painting, sculptureor architecture) rather
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than the material used. Prairie style, for example, is an ahttectural style and,
therefore, a painting is,ipso factg not Prairie style.

Distinguishing the spatio-temporal and medium componentsf style as scope
conditions permits us to focus upon its aesthetic aspect. ®haspect is, of course,
what people typically intend when they discuss style. As it ttns out, art historians
discuss the aesthetic component of style in two dierent way as a method of

evaluation and as a method of classi cation.

3.2.1 Style as a Method of Evaluation

The most common interpretation of style contrasts \form" wth \content," where
\content" refers to an artwork's meaning and \form" to how that meaning is ex-
pressed. Such arguments are inspired by Saussure's (1978jimction between the
signi er and the signi ed. Distinguishing between the \logcal" and \a ective and
expressive" characteristics of art, Bally contends that gte comprises that aspect
of artistic works that evoke emotion in the audience (Hough B3). But this line
of reasoning quickly runs into di culty. Goodman (1975:799 observes that many
forms of art have no inherent content, including architectte, abstract art, and much
music: \Their style cannot be a matter of how they say somethg, for they do not
literally say anything.” We might consider setting such \caitent-free" works aside as
special cases, but this does not solve the problem becausks ihot necessarily clear
that one can, in practice, distinguish the the evocative fio the logical: \Emotions,
feelings, and other properties expressed in the saying ar@pof the way of saying;
what is expressed is an aspect of how what is said is said" (Gmean 1975:803).

In response to the di culty of distinguishing between form and content, a number
of art historians have asserted their unity. There are strapand weak versions of
this argument. The weak version contends that form and conté are inexorably
intertwined, such that it is practically impossible to disinguish between them. From
this perspective, it is not possible to say the exact same tig in two di erent ways
because no two terms have precisely the same meaning (Goodrhf49). The strong

version argues for the uni cation of form and content: forms content and content,
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form. Schaprio (1966:41{42) summarizes the argument:

In a representation every shape and color is a constitutingeenent of
the content and not just a reinforcement. A picture would be ali erent
image of its object and would have another meaning if its forsnwere

changed in the slightest degree.

These two strategies are more similar than di erent. Whethecontrasting form
with content or arguing for their unity, both approaches sdeto de ne style visa-
vis meaning. We might term such an approackvaluative style Evaluative styles
are used to address questions of judgement and critique, asoften the goal in art
history and, more generally, the humanities. Here, the quash is whether a style is
\successful." A style may succeed or fail for a variety of rsans of which aesthetics
are but one criteria. Frequently, artistic styles are intepreted as the product of
communal problem solving and di erent styles represent derent attempts to solve
di erent problems (Ackerman 1962). From the evaluative pefsective, an artistic
work represents a instance of confronting a particular préém and a style is evalu-
ated on the basis of the problem(s) that it raises and the sdion(s) that it o ers.
Form is just one aspect of a style that must be evaluated in r&ion to the prob-
lems of meaning that the style confronts. In evaluative modie of style, questions
of meaning are paramount and aesthetics are analyzed in tegnof whether they

contribute to a successful resolution of the problem at hand

3.2.2 Style as a Method of Classi cation

A second interpretation of style emphasizes the aesthetieatures that de ne a
particular style. Let us call this approachconstitutive style Unlike evaluative style,
constitutive style is ostensibly value-neutral and the agssment of merit and fault
is not part of the perspective. In practice, however, constitive analysis is only
conducted upon \successful" styles that have persisted Igenough to be represented
by a signi cant number of artistic works.

The constitutive approach characterizes an artistic stylan terms of its distinctive
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features. These features may be attributes of artistic woskor the techniques used
in creating the works (Walton 1979). In the performing arts €.g., music, drama,
or dance), of course, these are the same thing. A constitugistyle enumerates the
features that, in combination and subject to scope constnatis, produce a particular

style. A central concern of art historians, then, is determing whether a particular

work of art belongs to a particular style.

As an example, consider Gilmore's (2000) comparison of Pisa% earlierGlass
and Bottle of Suze(Figure 3.1) to his later Grande Nature Morte (Figure 3.2) and
Three Musicians (Figure 3.3). Although all three pieces exhibit cubist elenmgs,
Gilmore argues that onlyGlass and Bottle of Suzés genuinely cubist. To make his
argument, Gilmore (2000:41) provides a tally of the cubisegatures shared by these

works:

the representation of a form through the delineation of its@gative space;
metonymic and symbolic rather than strictly naturalistic depiction of
objects and their respective positions within the tableauan upward
tilting of the horizontal to the vertical plane; and an oscilation of the
distance among the planes of the canvas support, the depidtebjects,

and the apparent surface.

But the mere presence of these characteristics, argues (ilm, are insu cient to
classify either Grande Nature Morte or Three Musicians as cubist. Initially, his

argument is entirely subjective:

The properties associated with cubism are possessed by therky but
they belong to it only externally. That is, the cubist elemets one nds
in the work do not determine its character; rather, they areuordinated
pictorially, symbolically, and expressively (Gilmore 20@:41).

But he then switches to enumerating the non-cubist featuresf the works. Dis-
cussingThree Musicians Gilmore (2000:43{44) identi es its (1) proportional use
space and (2) clear di erentiation between subject and emanment as violating the

precepts of cubism:
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In this work the space is naturalistically rendered, even,ifis with cubist
works, the forms within that space are not. Also unlike thoseubist
works, gure and ground are here clearly distinguished. Thieackground
is perpendicular to the oor and surrounding walls, the taletop is placed
nearly parallel to the ground beneath it, and below the table¢here sits

a dog.

Doubtless, there is an element of critical judgement in Gilore's examination of
Picasso's later work (he approving quotes Raynal's (1924gskcription of Three Mu-
sicians as \rather like magni cent shop windows of cubist inventiols and discover-
ies"). However, his analysis is fundamentally an exercise ¢ataloging those features
that, in combination, characterize an artistic work as \culist." Gilmore (2000:41)
identi es certain necessary components of cubist style, du as the elimination of
navigable space (\There is no such room in which to breathe the genuinely cubist
Glass and Bottle of Suz§. Absent this feature, Grande Nature Morte and Three
Musicians cannot be categorized as cubist.

Social researchers will note that I invoke the language of eessary and su cient
conditions. Indeed, concepts of necessity and su ciency paeate constitutive anal-
yses of style, although art historians and art critics do notypically use such termi-
nology. Wollheim (1979:134), for example, develops the ma of a style-description
which is functionally equivalent to what | have termed constutive style: \A style-
description is to be understood as a description, a full degation, of an individual
style." Wollheim (1979) is especially concerned with the panthetic expression:
How does one assess whether a style-description providefuld description of a
style?

As noted on page 47, artistic styles may be conceived of in tesrof attributes
or techniques. Wollheim (1979) accordingly o ers two metds, which he terms,
respectively, \taxonomic criteria” and \generative criteria.” A style is taxonomically

complete

if and only if (1) it picks out all the interesting/signi can t/distinctive



Figure 3.1: Picasso (1912%lass and Bottle of Suze
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Figure 3.2: Picasso (1912%rande Nature Morte
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Figure 3.3: Picasso (1912)hree Musicians
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elements of a painter's workand (2) it groups them in the most conve-
nient available way into stylistic features (Wollheim 1979434, emphasis

in original).
Similarly, a style is generatively complete

if and only if (1) it picks out those elements of a painter's widx which
are dependent upon processes or operations characteristichis acting
as a painter,and (2) it groups these elements into stylistic features ac-
cordingly (Wollheim 1979:135, emphasis in original).

The phrase \acting as a painter” in Wollhiem's way of bringimg intentionality into
consideration. Analysis of intent is a long-standing conaeramong art critics and
art historians (Baxandall 1985; Meyer 1979). For our purp@s, it is su cient to
observe that Wollheim's two criteria are but alternative agproaches to developing a
complete account of a style's features. The salient questiothen, regards how one
goes about identifying those features that are \interestigVsigni cant/distinctive"

or \characteristic" of the style. Wollheim's (1979:140{1)answer is that you conduct
a case study: \Recognizing that a certain set of works are irhé same style, we
set ourselves to nd out the character of that style. We set duto write a style-
description for them."

As an art historian, Wollheim of course does not use the langge of the case-
oriented researcher. But what he is prescribing is, in facthe qualitative study of
commonalities. When qualitative social researchers argenested in understanding
some social phenomenon, their rst step is assembling a sampf observations rep-
resenting the phenomenon of interest. Then they look for crecteristics shared by
these observations. In studies of causation, these shardthi@cteristics are poten-
tial causal explanations. For example, in his famous studyf becoming a marijuana
user, Becker (1953) nds that all users go through the same geess of learning how
to smoke marijuana, recognize the e ects of smoking marijna, and interpret these

e ects as pleasurable. The fact that among his interviewegall who used marijuana
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for pleasure had experienced these stages led Becker (19633onclude that they
are jointly necessary and su cient for becoming a recreatimal marijuana user.

Similarly, these common characteristics form the basis otasing” (Ragin 1992),
the process by which social researchers identify and congit cases as discrete,
uni ed analytic objects. Ragin (1992:218) observes that sing seeks to \bring
operational closure to some problematic relationship beégn ideas and evidence,
between theory and data.” This is precisely what art histoans are doing when
they analyze a style. Wollheim (1979:136) has a lengthy enenation of the various
features that he considers when analyzing a painter's stytleat is worth reproducing
in full:

Indeed, sometimes what is most distinctive about a style isié way in
which it segments|that is, the particular way in which it eit her conjoins
or isolates items in|the pictorial resources. So, for instance, in the work
of one artist (Leonardo), line and shading might be taken tagher as
forming a single resource, whereas in the work of another (pteael)
they might be separately exploited so that they come to makeistinct
contributions to the whole.

But in order to assess these last two points it would be valuébto
have before us the range, or a sense of the variety, of the sda¢a as
| conceive of them. The schemata that come rst to mind|so obwu-
ously indeed, that it is worth stressing that they form only asubset of
schematalare those which can be formally or formalisticaly identi ed:
line, hue, tonality, rmness of line, saturation of color. Neat, there are
those schemata which|depending on how we understand formam or
formal considerations|cannot be identi ed formalistical ly or cannot be
identi ed exclusively by reference to formal consideratits, because they
also involve representational considerations: volume, i#, overlapping,
movement, lighting. And then there are the schemata that arexelu-
sively representational: gaze, pose, eyes, drapery. And beg them are

the schemata which not only are representationally idented but have no
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isolatable material or con gurational counterpart in the gcture: point
of view, the space that surrounds the represented space. Andally, on

a di erent tack, there are those schematala mixed bag|which refer to
the original or untouched condition of the support or to the ge of the

medium: edge, brush-stroke, scumbling.

This description of Wollheim's analytic process is remarkdy similar to Ragin's
(1992:221{224) description of Wieviorka's (1992) rese&ron terrorist groups, ex-
cept that Ragin structures his discussion in a top-down fagin beginning with the
broadest possible casing while Wollheim works from the baitn-up.

The process of casing|whether of social phenomena or artigt styles|begins
with the investigator confronting a set of observations andearching for commonal-
ities. But not all common features are necessarily salienin Wieviorka's casing of
terrorist groups, for example, it would be silly to highligh the \need to coordinate
activities among a group of people" as a salient feature. Waithis is certainly true,
it is trivial because all organized groups need to nd ways afoordinating their ac-
tivities. Similarly, art historians and art critics make a gecial e ort to distinguish
stylistic features from signatures. A signature is an elemeof an artistic work that
identi es its creator but does not contribute to its aestheic value (Goodman 1975;
Wollheim 1979):

The label on a picture, a listing in a catalogue raisonne, atter from
the composer, a report of excavation may help place a work;tdeing so
labelled or documented or excavated is not a matter of styld&or are the
chemical properties of pigments that help identify a paintig. Even being
signed by Thomas Eakins or Benjamin Franklin is an identifyig property
that is not stylistic. Although a style is metaphorically a sgnature, a
literal signature is no feature of style.

Why do such properties, even though plainly who-when-wherele-
vant, fail to qualify as stylistic? Brie y, because they arenot properties
of the functioning of the work as a symbol. In contrast, suchypical
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stylistic qualities as a concentration upon setting, a pediar elabora-

tion of curved forms, a subtle quality of bittersweet feelig, are aspects
of what the poem or picture or piano sonata says or exempli e ex-

presses (Goodman 1975:807).

Casing, then, is a value-laden procedure and in order to disguish salient features
from trivial ones, the investigator must rely upon his or hesubstantive and theoret-
ical knowledge. Cases do not exist \out there," waiting to bdiscovered and neither
do artistic styles. Both are constructed and having been cetructed, styles permit
us to categorize artistic works and impose order on \what o#rwise would be a
vast continuum of self-su cient products” (Ackerman 1962:28). Schapiro (1953)
observes that we construct artistic styles to answer a vatieof questions. The art
critics' questions are evaluative: Is a particular artist work successful? What is its
meaning? The archaeologists' questions are diagnostic. ejhstudy style in order
to localize and date artistic works so as to uncover the relanships within and be-
tween civilizations. For art historians, \style is an essdral object of investigation”
(Schapiro 1953:51). Art history is fundamentally the study Dthe history of form
and the art historian consequently values the study of stylas an end unto itself.
For the social researcher, artistic styles provide a mean$ analyzing artistic
works. Works of art are, by de nition, unique and artistic syles give us a way to
categorize and compare them. Moreover, artistic styles prde a basis for commen-
suration. Just as cases identify di erent observations aseing of the same type, so
too artistic styles identify di erent artistic works as being of the same type. Artistic
styles permit us to distinguish between di erent types of drstic works. Impor-
tantly, they also permit us to compare works of the same typeoteach other. In the
next section, | describe how to construct a measurement ofykt that permits the

comparison of artistic works.
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3.3 Measuring Visual Style

The concept of style is set-theoretic in nature. Artistic sties may be conceived of as
sets and artistic works as elements within a set. Mathemadtdly, sets are types and
elements of the same type may be compared to each other (St#i79). We compare
elements by measuring their respective degrees of memb@sh the target set. As
an example, consider PicassoGlass and Bottle of SuzgFigure 3.1) and Three
Musicians (Figure 3.3), previously discussed. Gilmore (2000:41) dlaaterizes the
earlier work as \genuinely cubist.” Using the vocabulary ofet theory, we would
classify Glass and Bottle of Suzeas \fully in the set of cubist works of art" and
assign it a score of 1.0, representing full membership in ti&rget set.

What score do we assign td hree Musicians? Our answer depends upon how
we decide to operationalize cubist style. The work does pess such cubist features
as geometrized forms, the attening of depth, and jigsaw-mzle-like composition.
On the other hand, the work exhibits a conventional use of pspective with clear
distinctions between the gures and their surroundings. Ithe fusion of the vertical
and horizontal planes is a essential feature (i.e., a necagscondition) of the cubist
style, then we would assigimhree Musiciansa score of 0.0, indicating that the work
is \fully out of the set of cubist works of art." Or we might dedde that a realistic
rendering of perspective does not violate the convention$ cubism. In this case,
we would assign the work a score within the 0.0{1.0 intervalepresenting partial
membership in the set of cubist works. A score of greater thah5 would indicate
that the work was \more in the set of cubist works than out" whie a score of less
than 0.5 would indicate that the work was \more out of the set bcubist works than

in."1

1l recommend that, when possible, the researcher avoid assiing a score of 0.5 to a work.
This value is known as \the crossover point” in the fuzzy-setQualitative Comparative Analysis
literature (Ragin 2000, 2008b). The meaning of this score igheoretically ambiguous. Does it
indicate, for example, that a work of art is neither in nor out of the set of cubist works? Or that it
is simultaneously in and out? It is not always possible to aval assigning a score of 0.5, particularly

whenjas with the procedure that | describe below|a work's degr ee of membership is arrived at
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Operationalizing an artistic style in the manner that | desdbe herein, then,
necessarily involves a series of decisions and thereforguiees that the researcher
develop and exercise their knowledge of the artistic styl@at they are investigating.
It cannot (successfully) be accomplished by rote. Indeedhe process of developing
a useful operationalization of style is frequently \retrodctive" (Ragin 1994:47).
Theoretically, it may be possible to begin with a clear conpéion of a style, identify
works of art belonging to that style, and subsequently enumate its constitutive
features|and, below, this is how | describe the process. In g@actice, however, it
is more likely that your understanding and conceptualizatin of the style will be
a ected by the very process of analyzing artistic works in aler to identify their
stylistic features. With this caveat in mind, we can distingish three basic steps
required for the operationalization of an artistic style: {) identifying the style and
its associated scope conditions, (2) assembling a samplergbresentative works,
and (3) enumerating the style's salient features. Having opationalized style, we
can compute a work of art'sstyle coe cient |a measure of the work's degree of

membership in the style.

3.3.1 Identifying the Style and Specifying Scope Conditign

The styles that we seek to operationalize can be categorizitlb three basic types.
Established stylesare the most straightforward to model as there exists a colet
body of research, analysis, and criticism to draw uporEmerging stylesin contrast,
are still developing and, consequently, tend to exhibit geger inconsistency than
established styles. Emerging styles frequently have no geally recognized name

and it is not uncommon for an emerging style to be unnamed orfegred to by

through a series of mathematical computations. And dependig upon how these membership scores
will be used, it may not be problematic for a relatively small number of observations to receive a
score of 0.5. Nevertheless, my experience suggests that by nd yourself regularly assignment
membership scores of 0.5 to the artistic works in your sampleyou probably need to reconsider
how your are operationalizing artistic style. Very few works of art actually fall into the \no man's
land" that the 0.5 score represents.
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di erent names. Emerging styles tend to be closely assocgat with particular artists
and analysis and criticism tends to be directed at the levelf ¢he individual artist
or the exhibit or show as a whole.

Identi ed styles are those that we, as social researchers, construct ourgslv
There are many reasons that a social researcher may chooseidentify a style
rather than operationalize an established or emerging sel If you wish to compare
across media (e.g., painting to sculpture), for example, yowill need to identify a
style that can encompass the variety of works that you plan tonclude. This is also
the case if you intend to study the form of non-artistic cultwal works (c.f., Bergesen
2006; Kwan 2005; Cerulo 1993). In such circumstances, a usapproach is to dis-
tinguish between \realist” and \idealist" styles, forming two ends of a continuum.
This approach is rooted in the work of Riegl (2004) who arguetiat artistic styles
oscillate between \organic" and \crystalline" forms. Welin (1950) used the terms
\Baroque" and \Renaissance" and Sorokin (1985), \sensatednd \ideational." Re-
gardless of the speci ¢ terminology, they share the same nméag: artists can try to
represent something \as it really is" (realism) or \as it midht be" (idealism).

Clarifying one's scope conditions is important for two reasms. First, scope
conditions specify the regions and time-periods from whicyou will be sampling
and to which you will be generalizing. Second, they estalilighe parameters of
your sampling frame. But be wary of the tendency to overspdgiyour sampling
parameters. Sociologists studying cultural forms frequty restrict their study to a
single type of object. For example, Kwan (2005) analyzed ahges in the winning
entries of the annual Pillsbury Bake-O Contest|but, in ord er to structure her
comparison, only cakes. The motivation is understandablé€€omparing like-to-like
makes it easier to identify changes in aesthetic form. Restting the study in this
manner, however, came at a signi cant cost. Of the 41 contestinners between
1949 and 2000 (the contest switched from annual to biannual 1978), just 14 were
cakes. Consequently, Kwan's (2005) generalizability isvaxely constrained and she
can only speak to changes in the form of cake. Loosening hesgse conditions would

have improved the generalizability of Kwan's (2005) concéions.
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3.3.2 Constructing a Representative Sample

Having identi ed the style that you wish to operationalize am speci ed the associ-
ated scope conditions, the next step is to assemble a reprgaéive sample of works.
That the sample is representative does not imply that it is nessarilyproportional,
which is how quantitative researchers conventionally usée¢ term. Rather, the goal
is to enumerate the various features that a style encompassand in order to do so,
the works included in your sample must span this range.

With established styles such as cubism, it is possible to cstruct a sampling
frame by assembling a listing of works from the style's \stadtard repertoire.” But
this is not required and, when analyzing emerging or idented styles, often not pos-
sible. In such situations, purposeful selection is the remmnended strategy. There
are two reasons for using purposeful selection. The rst iotensure that critical
works are included in your sample. For example, Picass®srtrait of Kahnweiler is
considered an exemplar of analytical cubism and has been thabject of extensive
research and analysis. As such, there is much to be gained byngsthe work as
part of cubism's operationalization.

A second reason for using purposeful selection is to ensuhattthe full range
of the style's features are captured. With probability seletion, it is possible that
rare features may not be represented among the sampled workairposeful selection
guards against this possibility. The goal here i®ature saturation To achieve feature
saturation entails that one continues to analyze new worksf art until additional

analysis no longer reveals new features.

3.3.3 Enumerating the Style's Features

What counts as a stylistic feature will vary from style to stye. As discussed above,
trivially necessary features should be excluded. How doeseadentify a non-trivial
feature? A non-trivial feature is one that makes an aestheticontribution to the
work. If this feature is present in a signi cant proportion d the sample's works and,

when present, it serves the same aesthetic function, it ikdily a feature of the style.
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Ultimately, however, it is up to the researcher|relying upon their case knowledge
of the style|to determine a style's features.

Chan (1994) nds that a minimum of three common features is tpired to
distinguish a unique style. My research suggests that thisimber is probably a bit
low, and that in practice at least four or ve features are reqired to operationalize a
broad, encompassing style such as \realist" or \idealist"discussed above). Abstract
styles must necessarily be simpler than more speci ¢ stylés.g., \Prairie home"),
and for the latter | recommend at least six features.

Complex combinations of features are possible. Prairie $yhouses, for example,
usually feature a low pitch hip roof. But this is not always tle case and some Prairie
homes feature a at roof. Such circumstances can be represghas a \compound"
feature: \low pitch hip roof or at roof."

It is important to look for and identify \essential”" features|features that must
be present for the style to be recognized. Cantilevers, foxample, are a common
feature of Prairie Style houses but not essential. On the ath hand, a house lacking
strong horizontal motifs is certainly not Prairie Style, rgardless of any other features
that it might possess.

3.3.4 Computing the Style Coe cient

Having identi ed a style's set of features, it is then possilel to compute a work of
art's degree of membership in that style; i.e., itstyle coe cient. Computing the

style coe cient for a particular work is a two-step process:

Step 1: For each of the style's features, the researcher assesse&sdégree to which
the work exhibits the feature in question and assigns a cosgonding score
to the work. This score ranges between 0.0 and 1.0, with 0.Qdinating that
the work does not exhibit the feature and 1.0 indicating thehte work fully
exhibits the feature. Scores within this interval indicatepartial exhibition.
Although any value from within the 0.0 to 1.0 interval is a pernssible score,

| have found that a four-value schema often provides a goodlaace between
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Table 3.1: Style Coding Schemas

Number of Values

Two Four Six Qualitative Interpretation

1.00 1.00 1.00 Fully exhibits the feature
0.90 Strongly exhibits the feature
0.75 0.75 Substantially exhibits the feature
0.25 0.25 Somewhat exhibits the feature
0.10 Weakly exhibits the feature
0.00 0.00 0.00 Does not exhibit the feature

accuracy, precision, and ease of codifgTable 3.1 lists three possible coding
schemas, along with the qualitative interpretation of the sores. Additional
schemas are also possible, of course. For example, a vedeal schema that
combines the \somewhat" and \weakly" categories may proveseful in certain
situations. Ultimately, it is incumbent upon the researcheto develop a coding

schema appropriate to his or her datd.

Step 2: Having scored the work on each of the style's features, the eascher then
calculates the work's style coe cient. The style coe cientis a composite mea-
sure; its formula speci es the relative contributions of ezh individual feature
to the overall style. Because the formula will vary by stylethe researcher is

responsible for its speci cation.

The style coe cient formula can be simple or complex, depenkg upon the
relationship among its constituent features. Frequentlya simple averaging of the
work's scores yields reasonable results. Another useful apach is to take the
minimum of the work's scores, with the justi cation that a wark's stylistic expression

is limited by its weakest feature. An operationalization of rhpressionist painting,

2As the number of works to be coded increases, ease of codingcbenes increasingly important.
3Formally, the coding schemas presented here are \fuzzy setsReaders who are interested in

learning more about the process of \calibrating" fuzzy setsare directed to Ragin's (2008a; 2008b;

2000 discussions, which usefully supplement the present gzie.)
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for example, would likely include \soft and defocused outies" among the style's
features. DegasThe Dance ClasgFigure 3.4) does exhibit a number of conventional
Impressionist features, such as its use of color and light. Wever, its relatively
distinct outlines might receive a score of just 0.10 (\Wealgl exhibits the feature)
and, consequently, so would the work as a whole.

Conditionals and dependencies can also be built into the faula. The above
operationalization of Impressionist painting might alsoriclude the absence of pure
(unmixed) black as a necessary condition. A painting that icluded pure black
would therefore be assigned a style coe cient of 0.0, regdess of its other features.
Another example is provided by my analysis of the Arts and Cradt movement, in
which I include symmetry as a feature of geometric style. My easure of symmetry is
a two-step process. First, | assess whether the shape of thakitself is symmetrical.
If the shape of the work is asymmetrical, the pattern applietb the work must also
be asymmetrical. Therefore, if and only if the shape is fullgymmetrical do | then
assess whether the work's pattern is also symmetrical.

As with the identi cation and enumeration of a style's featues, the process of
deriving the formula for calculating the style coe cient isiterative. It usually takes
a number of attempts before a suitable formula is found. Freently, this process
will require the researcher to revisit and reconsider the tsef features included in

the style and how they are being measured.

3.4 Conclusion

Works of art are, by their nature, unique. However, this doesat mean that they
cannot be compared to each other. In fact, works of art are cqared to each
other all the time. They are compared to each other in two basiways. The most
common method of comparison is evaluation. Indeed, we arengmaring artistic
works whenever we say that we prefer one over another.

For art critics, art historians, and humanities scholars irgeneral, aesthetic evalu-

ation is of central concern. While scholars and critics sormes attempt to evaluate



Figure 3.4: Degas (1873{76The Dance Class
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a work of art \on its own terms," it is far more common to contexualize the work
and compare it with other works confronting the same proble(®). | have termed
this method of comparisonevaluative style The practice of evaluative style brings
artistic works into commensuration with one another as a mea of measuring artis-
tic success.

In contrast to evaluative style,constitutive style categorizes artistic works on the
basis of the aesthetic features that they share. This condem of style is closer to
the everyday usage of the term; when people say that sometdirs \in the style of
X" they are invoking a constitutive model of style.

The constitutive model of style does not merely categorizetestic works, it also
provides us with a basis for comparing them to each other. Bygentifying the set of
features comprising the style, one can then estimate a pantilar work of art's degree
of membership in the style. | refer to this measure as the wdskstyle coe cient.

The process of identifying a style and its constitutive feaires is a case-oriented
(Ragin 1987) practice. Artistic styles are modeled as comlations of features and
the process of identifying those features is usually retradtive. As the researcher en-
gages with the style's representative works, their unde@ding and comprehension
of the style changes. The following chapter provides an exaia of operationalizing

\geometric" style.
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CHAPTER 4

ORGANIC AND GEOMETRIC STYLE WITHIN THE ARTS AND CRAFTS
MOVEMENT

4.1 Introduction

As previously discussed, the Arts and Crafts movement was medited by moral
outrage at the dehumanization of workers in the pursuit of @rt and aesthetic out-
rage at industrial design. Reasoning that capitalist prodetion was the root problem
of both, the movement's founding craftsmen, artists, arctects, and designers ed
London for the English countryside intending to practice tRir trades as had been
done during the pre-industrial era, prior to capitalism's orruption. The Arts and
Crafts movement was, therefore, founded asrastorational project. In contrast to
the specialized division of labor that capitalism nouriste the ideal Arts and Crafts
piece was designed and crafted by a single individual or, whthat was not possible,
as in the case of architecture, by a designer and craftsmennkiog in tandem.

Aesthetically, the Arts and Crafts movement embraced the grawg Gothic Re-
vival. The art critics Pugin and Ruskin had earlier argued aginst the aesthetics of
contemporary Victorian design, which privileged form abovéunction. The beauty
of the Gothic is that it unites form and function:

And it is one of the chief virtues of the Gothic builders, that hey never
su ered ideas of outside symmetries and consistencies tderefere with
the real use and value of what they did. If they wanted a windowthey

opened one, a room, they added one; a buttress, they built gneterly

regardless of any established conventionalities of extatnappearance,
knowing (as indeed it always happened) that such daring inteiptions

of the formal plan would rather give additional interest ot is symmetry
than injure it (Ruskin 2006:31).
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The Gothic Revival's critique of Victorian design was anothe manifestation of
Sorokin's (1985) distinction between ideational and sernteaart. Victorian designers
sought to present idealized representations of the worldepresentations possessing
symmetry and simplicity that we can only imagine. Gothic Reivalists, on the other
hand, found the complexity and asymmetry of the world to be imerently beautiful
and, accordingly, sought to render the world as it really is.

As Hauser (1979) observed, dualistic models of artistic styége not new. Riegl
discussed \the crystalline and the organic;" Wel n, \the R enaissance and the
Baroque;" and Sorokin, \the ideational and the sensate." Alrefer to a mode of
representing the world as it might be versus representing ¢hworld as it is. As
did Pugin and Ruskin's \Victorian and Gothic." Today, it has become common
to distinguish between \the geometric and the organic" and Wwill employ this ter-
minology. The signi ed remains the same: geometric art is thught to depict an
idealized perspective of reality; organic art, a realistione.

The puzzle presented by the Arts and Crafts movement is that llo styles were
present. Despite its foundational association with the Gbic Revival, later Arts
and Crafts practitioners would go on to embrace geometricydés. And today the
works of Frank Lloyd Wright, Green and Green, and Gustav Stldey are proba-
bly more famous than those of Morris, Ashbee, and Crane. Whak@ains this

transformation?

4.2 Hypotheses

The three contemporary models of artistic style reviewed i@hapter 2 o er di erent
explanations for the rise of geometric styles within the Arteind Crafts movement.
The political-economic model suggests that the founders tfie Arts and Crafts
movement emphasized organic forms because they were Bhtend the Arts and
Crafts movement arose as British hegemony was declining. ‘& the movement
spread to the stronger countries of the United States and Geany|countries whose

political and economic in uence was increasing|the art tock on geometric charac-
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teristics. The ecological model, in contrast, suggests théhe rise of geometric forms
within the movement was simply a matter of time. Geometric flons arose later in
the movement not due to any characteristics of the host coungs, but simply be-
cause it took time for the movement to spread. Finally, the padigmatic model
suggests that the rise of the geometric form within the Arts ath Crafts movement
was unpredictable and that the only way to make sense of thi©i@nge is through
an intensive case study of the movement.

To adjudicate among these models, | examine how the aesttustiof the Arts and
Crafts movement changed as the movement spread from Englartd the United

States, and across Western Europe. Three hypotheses preédbemselves:

Ho No consistent pattern across space or time.

The paradigmatic model proposes that stylistic transform#on is a purely
internal process and independent of external stimuli. Thisloes not mean
that we will not be able to distinguish stylistic patterns wihin the Arts and

Crafts movement; it does mean, however, that any patterns dad should be

unrelated to the e ects of space and time.

H, Independent of region, the Arts and Crafts movement will exbit an increasing

proportion of geometric works over time.

If the ecological model explains the rise of the geometricrfo within the Arts
and Crafts movement, we would expect this rise to charactee the movement

as a whole|regardless of the region in which the region was pduction.

H, Independent of time, regions with greater political and ecmmic in uence in

the world-system will exhibit a greater proportion of geonteic works.

If the political-economic model explains the rise of the geetric form within
the Arts and Crafts movement, we would expect this rise to be ocentrated

within strong political-economies.

It should be noted that hypotheses 1 and 2 are not mutually ekssive. In fact,

both may be operating. If that is the case, we would expect thahe greatest
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concentration of geometric works to be found toward the endf the movement in
the region with the strongest political-economy; namelyni the post-1905 United
States.

4.3 Methodology

How does one go about measuring artistic style and how it chaegf? The key is to
be able to distinguish among existing styles (e.g., What derentiates the Prairie
style from other modernist designs?). As | describe in \Commeuration of Visual
Art," such research proceeds inductively: A sample of artigt works belonging to a
given style is collected and the researcher seeks to ideptifie formal elements that
the works have in common. Having identi ed the features that rake up a particular
style, one is then able to measure the degree to which a givehaork exhibits that
style. Social researchers will nd such an approach intuite: it is how we create
typologies (Barton 1955; Diesing 1971; George and Bennefi5; McKinney 1966;
Ragin 1987).

That this process is inductive does not imply that it is athepetical. In order to
assemble the sample, the researcher must be able to identigrks exhibiting the
style under investigation. Moreover, the researcher mustkie a basis for distinguish-
ing which common characteristics to highlight as de nitive. Since ancollection of
cases may be described in any number of ways, identifying tlebaracteristic fea-
tures of a style presupposes a theory of artistic form that peits the researcher to
discriminate between relevant and irrelevant commonaleis.

At their most specic, styles are de ned within a specic medum. Chan
(2000:279{80), for example, identi es the common charadistics of Prairie-style
houses as follows:

a low hip roof, a band of casement windows, continuous bandssil, ex-
tended terraces with low parapet and coping, watertable, aoer blocks,
planting urns, massive brick chimney, continuous wall be®en sill and

watertable, overhanging eaves, and symmetric side facade.
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Such an extensive list means that we can be quite con dent idassifying any house
that possesses all of these features as \Prairie style." Angan this basis, we can
easily measure the extent to which any particular house carins to the style.

At their most general, styles are de ned across media. Thisas the goal of
Sorokin (1985), who used the terms \sensate" and \ideatiotiato characterize both
entire societies as well as their form of artistic expressio The style of sensate art is
\realistic,” \dynamic,” and \complex" while ideational ar t is \symbolic," \static,"
and \simple." These descriptors are certainly less specithan Chan's (2000) de-
scription of Prairie style. However, their vagueness pernsitSorokin to compare
the artistic style across the media of painting, sculpturearchitecture, music, and
literature.

The present research demands an operationalization of siythat is more speci c
than that of Sorokin but less specic than that of Chan. The Ars and Crafts
movement was a diverse project, encompassing not only theditional decorative
arts (i.e., ceramics, glassware, metalwork, weaving, futare-making, and interior
decoration) but also architecture, jewelry-making, book ginting and binding, and,
to a lesser extent, typography and clothes-making. To compaacross these media,

then, one must construct a general measure of decorative atyle.

4.3.1 Measuring Style

Wel n's (1950) method for analyzing the style of the visual ne arts|painting,
sculpture, and architecture|provides a useful template upn which to base an op-
erationalization of the style of the decorative arts. Arguig for a cyclical model of
artistic style, Wel in (1950) formulated ve pairs of oppo sitional descriptors by
which to classify artistic works. The geometric style of thdkenaissance is distin-
guished from the organic style of the Baroque by the way in wth outlines are ren-
dered (linear versus painterly), how motifs are distributé within the works (plane
versus recession), whether or not works are self-contain@tbsed versus open form),
how harmonization of elements is achieved (multiplicity wsus unity), and the de-

gree to which motif is immediately comprehensible (clearsg versus unclearness).



70

It is tempting to attempt to apply Wel n's operationalizat ion of ne art style
directly to the decorative arts. Architecture is architectue, of course, regardless of
whether it is deemed \decorative" or \ ne." The distinction between painting and
sculpture is one of dimensionality and we may likewise cléfgysthe decorative arts.
Like paintings, textiles such as throws, wall hangings, andigs are experienced two-
dimensionally. Wallpaper, tile, bookbinding, and stainedjlass are also included in
this category. Akin to sculpture would be housewares (e.g. lileware, vases, and
lamps) and furniture, works that are fundamentally three-tmensional. Clothing is
also three dimensional, as it may be viewed from the front,d®, or back. Jewelry
may be either two- or three-dimensional. A brooch, for exang displays a single
face when pinned, e ectively rendering it two-dimensionalOther jewelry is designed
to be viewed from a variety of perspectives. Rings and brae#d, in particular,
express a tactility that invites their handling.

Despite these similarities, Wel n's schema fails to fully describe the decorative
arts. The founders of the Arts and Crafts movement might have dked at this
assertion, having condemned di erentiating between the derative and ne arts.
But Wel n did not design his method with the decorative arts in mind and, con-
sequently, it is insensitive to certain aspects of decoraé art style. In particular,
Wel n's rubric ignores the physical shape of the work, whid, among the decorative
arts, is an especially signi cant component of the work's @rall style. To better cap-
ture the characteristics of decorative art style, | revise WI'n's schema as follows.
Of the paired descriptors, the rst is associated with the aganic style; the second,

with geometric style:

1. Degree of Symmetry (Asymmetry versus Symmetric)

Symmetry is present if, when the work is vertically bisectedts left half mirrors

its right half. | distinguish between two types of symmetry:contour (shape)
symmetry and motif symmetry. It is useful to distinguish between contour
and motif because if a work's shape is asymmetrical, its mbthust be as well.

2. Method of Harmonization (Unity versus Multiplicity)
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A work's method of harmonization describes whether the vanus parts of
the work maintain their independence or blend into one ano#r. Under the
heading, | subsume both Wel n's distinctions between multiplicity and unity
as well as linear versus painterly. All successful artisticorks are characterized
by a sense of harmony. What di ers is how that sense of harmonmy achieved.
A work characterized by multiplicity exhibits a harmony of nultiple, distinct
elements that balance and reinforce one another. Works claaterized by unity

achieve harmony through a uni cation of its elements into aiagle theme.

3. Degree of Curvature (Serpentine versus Linear)

Degree of curvature refers to whether the work's contour andotif are predom-
inantly serpentine or linear. Among three-dimensional pies, degree of cur-
vature is related to Wel n's distinction between plane and recession. Wel n
describes planar composition as restricting the depth of éhwork by distribut-
ing the motif across a limited number of planes. In recessi@ncomposition,
the motif is arranged so as to connect the various planes sathone's eye is
drawn into the depth of the work. The shape of linear works isrgyular, com-
posed of a limited number of distinct planes. Serpentine ws soften those

angles, blending those planes into one another.

4. Degree of Elaboration (Ornate versus Simple)

Degree of elaboration is akin to Wel n's distinction between \clearness" and
\unclearness.” An ornate work is one in which the shape of theosk is
obscured|not by shadows and color, but by decoration, desig, and inscrip-
tion. Representing a Platonic form, the shape of geometricorks is unadul-
terated. Such purity does not exist in real life; organic wés disrupt the form

and hide it so that it cannot be directly comprehended.

The schema described above (as well as Wel n's original fonulation) is best
understood as a series of fuzzy-set measures (Ragin 20008B). The di erence be-

tween fuzzy-set measures and conventional interval-lewariables is that the former
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are calibrated (Ragin 2008a,b). Calibration refers to the process of de ng measures
so that their values are directly interpretable. This intepretability is achieved by
constructing the fuzzy-set so that its values conform to kmwan, external standards.
Conventional, uncalibrated measures only indicate the raive position of cases. An
uncalibrated measure may demonstrate that, for example, aagicular artwork is
less linear than another; it does, however, indicate whethéhe artwork is, in fact,
serpentine. Fuzzy-set measures, in contrast, are calibeat such that their values in-
dicate the degree to which an artwork expresses linear or gentine characteristics.
Ranging between 0.0 and 1.0, each measure indicates the eéegto which a work
exhibits, for example, \symmetrical" or \serpentine" chamcteristics?

For present purposes, the most important aspect of fuzzytsmeasures is that
the process of calibration renders them commensurable. Gentional interval-level
variables are only commensurable after being standardizeth contrast, a score
of 0.75 possesses the same meaning across all fuzzy-setsorédMn the set than
out.” This commensurability means that fuzzy-sets maintai their calibration when
subjected to algebraic transformations. Averaging the fouiuzzy-set measures of
decorative art style|degree of symmetry, method of harmonkation, degree of cur-
vature, and degree of elaboration|produces a calibrated masure of the degree to
which a particular Arts and Crafts piece expresses organicrgels geometric charac-
teristics. This fuzzy-set measure, then, may be used to adiigate among the three

hypotheses previously described.

INote that these measures (e.g., \serpentine versus linea)"each represent a single fuzzy-set,
not a pair of fuzzy-sets. The degree to which a work exhibitsfor example, a serpentine character
is the inverse of the degree to which it exhibits a linear chaacter. Expressed in fuzzy algebra:
Serpentine = 1:0 Linear. That is to say, the above terms are pairs of qualitative destdptors
representing the \fully in" and \fully out" anchors of a fuzz y score. See Ragin (2000) for a more
complete discussion of fuzzy-set measures.
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4.3.2 Observation Selection

How might one obtain a representative sample of Arts and Craftworks? Perhaps
the ideal method would be to sample from the national and inteational exhibitions
that were organized by various Arts and Crafts societies to stvcase the movement's
development. But although catalogues are available for marof these exhibitions,
only rarely do they include photographs of exhibited worksAnd in those instances
when photographs are available, their quality is su cienty poor (more precisely,
the state of photographic technology at the time was su cietly limited) so as to
prevent their analysis.

| suggest that a high quality, representative sample of astic works can be
found in the retrospective exhibition. By de nition, retrospectives seek to provide
a representative overview of the work of a movement, group aftists, or individual
artists. When a retrospective emphasizes a particular theamor is otherwise non-
representative (e.g., a show that draws solely from the musa's own collection),
these biases are documented and made explicit. Indeed, | Wbargue that retro-
spectives provide far greater clarity as to their strengtheind limitations than do
conventional sampling techniques.

Retrospectives may be understood as a form of purposive sdmg. In Designing
Social Inquiry, King et al. (1994:125{6) observed that,

Even when random selection is feasible, it is not necessaml wise tech-
nique to use. Qualitative researchers often balk (approptely) at the
notion of random selection, refusing to risk missing impaant cases that
might not have been chosen by random selection. (Why studyvau-
tions if we don't include the French Revolution?) Indeed, ifwe have
only a small number of observations, random selection may tnhsolve
the problem of selection bias but may even be worse than oth@ethods

of selection.

In purposive selection, the researcher relies upon his orlsebstantive knowledge of

the population under investigation to construct a represeative sample. It might be
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objected that retrospectives will re ect the subjectivity of the curator who organized
it. In fact, this is precisely what makes a retrospective vahble. As an expert in
the eld, the curator is uniquely able to develop a program tht fully represents the
breadth of the artistic movement.

To date, there have been two retrospectives that examined ghinternational
dimension of the Arts and Crafts movement. In 2004, the Los Antgs County Mu-
seum of Art (LACMA) presented the exhibition The Arts and Crafts in Europe and
America, 1880{1920: Design for the Modern WorldCurated by Wendy Kaplan, de-
partment head and curator of decorative arts at LACMA, this wa the rst Arts and
Crafts exhibition that collected representative works frmm across Western Europe
and the United States. One year later, in 2005, the Victoria andlbert Museum
(V&A) presented International Arts and Crafts. Curated by Karen Livingstone of
the V&A Research Department, this exhibition also included wrks from Mingei
movement (1926-1945), the Japanese equivalent of the Artsch@rafts movement.
Though directly inspired by the English Arts and Crafts moverant, the Mingei

movement is distinct unto itself and, therefore, is not condered in this analysis.

4.3.3 Method of Coding

Both exhibition catalogs includes high quality photograph of almost every exhibited
work, plus a small number of photographs of non-exhibited wks. | exclude the non-
exhibited works from the results presented here; their ingsion did not substantively
a ect the results of the analysis. | also excluded a number @ontemporary pho-
tographs included to supplement the essays that accompangithe catalog. These
photographs typically depict interiors or exteriors of Artsand Crafts architecture,
notable members of the movement, advertising yers for Artsrad Crafts manufac-
turers, promotional material for Arts and Crafts exhibitions, and other aspects of
life within the movement. | also excluded works from Francera Belgium, countries
in which the ideals of the movement was not fully realized (Kadan 2004c) and, as
previously noted, the Mengei movement. Finally, | dropped arks produced outside

of the analytic time frame; that is, works produced after 194 or before the Arts
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and Crafts movement was established in a given country.

To code the samples, | rst scanned each object in the catalpgnonymizing the
work by erasing any identifying information from the image.Such a process is, of
course, imperfect. As | became more familiar with the Arts and i@fts movement,
| became better at identifying features characteristic of grticular artists and par-
ticular regions. And, of course, artists such as Frank Lloyd jht and George Ohr
possessed particularly distinct styles. Nevertheless, aryanization of the images in
this manner provides an important safeguard against coderds.

Having anonymized the images, | coded each of the works fronettlwo samples
as to their degree of symmetry, method of harmonization, dege of curvature, and
degree of elaboration. | used a four-point scale (1.0, 0.7625, 0.0) to classify each
work \fully in," \more in than out," \more out than in,” or \fu lly out" of the set
under consideration (i.e., the set of symmetrical, multi@, linear, or simple works).
Averaging the four values, then, provides a fuzzy-set measuranging between 0.0
and 1.0 of the degree to which a work exhibits geometric chataristics.

| had previously transcribed the catalog's information abat each work (including
its designer, location of production, and design date) inta relational database as
reported in the checklist of the exhibition. The exhibitionchecklist is provided as a
non-illustrated appendix to the catalog. Therefore, transibing the information in
this way did not threaten to bias my coding of the works. Only #ier coding each
of the works did I link the coded works to their identifying irformation.

4.4 Analysis and Results

To test the ecological hypothesis, | plotted each work's dege of geometry by its
year of design (Figures 4.1 and 4.2). Results conrm that thérts and Crafts
movement did become more geometric over as the slope estiesabf 0.01 for the
LACMA exhibition and 0.03 for the V&A exhibition are statisti cally signi cant at
p < :001. It is possible, however, that this increase was merely artifact of the

increasing size of the Arts and Crafts movement, post-18950 Test this possibility,
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Figure 4.1: Degree of Geometry by Year, LACMA Exhibition
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| split the previous plots by region (Figure 4.3 and 4.4).

Examining the changing aesthetics of the Arts and Crafts moweent by region
reveals a more complex story. Regression slopes are no lostggistically signi cant
due to the relatively small number of observations in each geon and one must,
therefore, take care in asserting the existence of an empal pattern. With that
caution in mind, observe that in both samples the average deg of geometry did
not change for most regions. Great Britain, Scandinavia, ahHungary remained
predominantly organic while Germany and Austria remained nre geometric than
organic. The only region to experience a substantial chang&s the United States,
started o strongly geometric and, over time, embraced therganic. However, this
pattern is only present in the LACMA exhibition; the V&A exhibition does not
indicate that the United States became more organic over time

If it is the case that the American Arts and Crafts movement beaae more or-
ganic over time, this pattern would be consistent with the emogical hypothesis.
Indeed, being that the U.S. was initially dominated by geomet works, cultural
ecologists would predict just such a shift. What is most stking is how strongly
geometric the Arts and Crafts movement was when it came to the B. The Arts
and Crafts movement was founded in England as both an aestiteaind ideological
movement. Aesthetically, the movement's founders embracede Gothic; ideolog-
ically, they embraced socialism. The movement's spread wascomplished largely
through evangelism. American champions of the movement faditheir calling while
visiting London. Hubbard would found his Roycroft Press shdly after Returning
to the U.S., modeling it after Morris' Kelmscott Press. Sticley's visit to London
inspired him to found his journal The Craftsman in order to promote the Arts and
Crafts philosophy in the U.S. At the same time, leading guresrom the British Arts
and Crafts movement|including Ashbee, Crane, Dresser, and My Morris|were
visiting the U.S. to lecture on the principles and practicesfdArts and Crafts design.

Being that the Arts and Crafts movement was explicitly foundd upon particu-
lar aesthetic ideals, it is curious that those ideals wouldebimmediately rejected by

the American movement. This directs attention to the role tharegional di erences
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Figure 4.3: Degree of Geometry by Year by Region, LACMA Exhition
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have on aesthetic expression, the political-economic hytpesis. Table 4.1 examines
whether a subset relationship existed between a region'soeomic strength and its
average degree of geometry. Five of the six regions are cst&sit with the political-
economic hypothesis; a region's economic strength expkiits average degree of
geometry. Weak regions such as Britain, Scandinavia, and Hgary were charac-
terized by an organic style while the strong countries of Gerany and the United
States, by geometric art. Austria, however, presents a comtictory condition: Al-
though economically weak and politically unstable duringtis period, the Arts and
Crafts movement was more geometric in Austria than in any othieregion.
Additional research is necessary in order to unravel the puezof the Austrian
contradiction. This nding is contrary to what the politica I-economic model would
predict. The defeat of the Austrian Empire by Bismark and its sbsequent incorpo-
ration into the Dual Monarchy demonstrated the increasingrrelevance of Vienna
on the international stage. Vienna's economy was su ering asell. In 1873, the
collapse of its stock exchange would trigger the rst great ovlid-wide depression.
Adopting a protectionist stance, Austria sought to promote idustrialization. But
while Austria could keep up with Germany and the United Statesdchnologically,
with three- fths of its population employed in agriculture, it could not compete in

terms of industrial production (Kann 1974).

4.5 Discussion

Schapiro (1953:100) concludes his exposition of theoridsstyles by observing that

A theory of style adequate to the psychological and histort problems
has still to be created. It waits for a deeper knowledge of theinciples of
form construction and expression and for a uni ed theory oftte processes
of social life in which the practical means of life as well asnetional

behavior are comprised.

The research presented here helps to explain why such a thebas been so elusive.

Examination of the Arts and Crafts movement nds support for loth the ecological



Table 4.1: Mean Degree of Geometry by Region

LACMA V&A
GDP/c Growth By By By By
(1870{1913) Object Artist Object Artist

Weak Regions

United Kingdom 1.01 0.29 (0.04) 0.29 (0.06) 0.33 (0.03) 0.30.¢4)

Hungary 1.18 0.31 (0.08) 0.30 (0.08)

Scandinavia 1.44 0.34 (0.04) 0.35 (0.05)

Austria 1.45 0.60 (0.07) 0.61 (0.07) 0.57 (0.05) 0.53 (0.07)
Strong Regions

United States 1.82 0.56 (0.05) 0.50 (0.07) 0.54 (0.05) 0.5006)

Germany 1.63 0.58 (0.05) 0.56 (0.06)

N

192 97 160 98

8
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and political-economic hypotheses. But support for the elogical hypothesis is
tentative and the test of the political-economic hypothesireveals a contradiction.

It appears that the ecological and political-economic motte explain di erent
aspects of aesthetic transformation. The political and enomic conditions under
which an artistic movement arises may shape its initial expssion but need not
constrain its subsequent form. The ecological model proéd an explanation for
this subsequent development but can only explain its direicin post-hoc

These ndings indicate that the causes of stylistic changera more complex
than previous research suggests. The support for the paotiéil-economic hypothesis
indicates that that stylistic change is not a purely internd process as posited by
the paradigmatic approach. That being said, we should notraply dismiss internal
explanations of stylistic development. Rather, it may be th case that external con-
ditions may in some way shape the problems that artists comnt and the paradigms
that arise to confront those problems. The Austria paradox mabe the key to iden-
tifying a mechanism that links regional political-economyand cultural expression.
It should not be ignored that up until the time of the Arts and Crafts movement,
the Austrian Empire was one of the world's great powers. The gmetry of its Arts
and Crafts suggest that the Austrian people may not have beeeady to relinquish
that role. In the following chapter, | seek to explain why Austia tended toward the

geometric.
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CHAPTER 5

FROM SPLENDOUR TO SIMPLICITY: EXPLAINING THE AESTHETIC AND
IDEOLOGICAL PATTERNS OF THE ARTS AND CRAFTS MOVEMENT

The great advantage and charm of the Morrisian method is that lends
itself to either simplicity of splendour. You might be almosas plain
enough to please Thoreau, with a rush-bottomed chair, a peof mat-
ting, and oaken-trestle table; or you might have gold and lase (the
choice ware of William De Morgan) gleaming from the sidebadr and
jewelled light in your windows, and walls hung with rich arra tapestry.
Walter Crane (1911)

5.1 Introduction

Origin stories occupy an undue place of privilege among salcresearchers. We
believe that there is no better way to understand a social phemenon than by
explaining how it came into being. For example, our debate®garding the de n-
ing characteristic of capitalism|commodity production (M arx), rationalized ac-
counting (Weber), endless accumulation of capital (Wallstein), exchange for gain
(Frank)|are fundamentally debates over where to locate andwhen to date capital-
ism's emergence. Our investigations of artistic styles silarly commemorate their
introductions: Monet's Impression, Sunrise the various names for what would come
to be known asart nouveay the collaboration of Picasso and Braque.

It is to our detriment that we neglect endings and | contend tht we will learn
more about the Arts and Crafts movement by examining its demes While the
movement's romantic origin story is compelling and speak® tthe motivations of
the its founders, the end of the movement indicates that it weaa product of this

particular period of world history that experienced the trasition from British to
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American hegemony. The disparate ideologies and aesthetofghe movement were
cultural manifestations of the political and economic ingtbility of the period, a
consequence of the United States and Germany jockeying fomtioance and control
of the world-system. Once the United States emerged as the asdant hegemon
during the First World War, the Arts and Crafts movement no lorger resonated
with consumers or producers. Advocates turned away, commties disbanded, and
companies failed|or adapted by embracing a di erent aesthéic.

Among the most compelling aspects of the Arts and Crafts movemteis its
aesthetic diversity. As is clear from even a cursory overviegf the movement, there
is no single coherent \Arts and Crafts" style. Although the foumders of the movement
pursued a restorational agenda and resurrected the Gothityles of the Medieval era,
the movement came to encompass a range of motifs, organic ajabmetric. As the
previous chapter describes, the aesthetic diversity of thmovement was not random
but patterned. Organic motifs were predominant in Great Bitain, Scandinavia,
and Hungary while geometric motifs characterized the Unitedt&es, Germany, and
Austria.

In this chapter, | seek to explain the regional patterning ofArts and Crafts
aesthetics. | emphasize the role of the world-system as callgsigni cant. However,
my argument departs from those previously o ered by worldystems researchers
studying artistic creation. In contrast to those previous tdies, | posit an indirect
rather than direct e ect of the world-system on the aesthetis and ideologies of
the Arts and Crafts movement. | begin the chapter by describuop the political
and economic conditions of the world-system during the ped. | then identify
four ideologies of the movement that | contend constitute th movement's brief. |
argue that di erent regions privileged di erent principles from the brief and that
this explains the diversity of Arts and Crafts aesthetics. Sgci cally, | argue that
organic motifs were associated with regions that emphasiz@rinciples regarding
the value of labor or regionalism and the vernacular while geetric motifs were
associated with regions that emphasized principles regand the democratization

of the arts or artistic unity. Finally, | argue in favor of a singular charge for the
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Table 5.1: Arrighi's Long Centuries

Long Century Approx Years Hegemon

Long 15th{16th Century 1350{1650 Genoa

Long 17th Century 1560{1790 United Provinces
Long 19th Century 1740{1914 United Kingdom
Long 20th Century 1875{Present United States

Arts and Crafts movement and suggest that the function of the As and Crafts was
to help facilitate the transition from British to American hegemony by shielding
individuals from some of the disruptive e ects of the periodThe demise of the Arts
and Crafts movement post-World War |, then, was because itdsltering functions

were no longer necessary.

5.2 The Era of the Arts and Crafts

The four decades between 1875 and 1914 that saw the rise, agreand decline of
the Arts and Crafts movement|the period that Hobsbawm (1989) refers to asThe
Age of Empirglare the same as those that constitute the valley of the Kondatie
cycle, wherein the downward B-phase transitions to the asu#ding A-phase. Bor-
rowing Braudel's notion of a \long sixteenth century” (Wallerstein 2000), Arrighi
(1994) identi es the period as one of transition between a g nineteenth century
(characterized by the rise and decline of British hegemonygnd a long twentieth
century (characterized by the rise and decline of American gemony).

Hobsbawm (1989) reminds us that the \century" is an inventiorof the modern
era and Arrighi (1994) deploys the term \long century” to refe to world-systemic
cycles of capital accumulation. Each long century is assatéd with the rise and
fall of a particular world hegemony and it is convenient to rer to long centuries by
their associated hegemon (Table 5.1). Arrighi (1994) identis four long centuries,
beginning with the Genoese in the mid-1300s.
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Arrighi (1994) roots his concept of the long century in Marx's(1967) MCM°
model of capital accumulation and argues that each long cemy consists of an
MC phase characterized by a global expansion of capital and@M° phase char-
acterized by a global expansion of nancialization. For prent purposes, Arrighi's
(1994) critical insight is the overlap of long centuries|the long twentieth century
of American hegemony began as the long nineteenth century ofitigh hegemony
was concluding. The Arts and Crafts movement was a cultural nrméfestation of the
hegemonic transition and the stylistic variation of the mogment re ected region's
relative positions during this period of overlap.

The world that gave birth to the Arts and Crafts movement was oe character-
ized by unprecedented economic crisis. The revolutions @48 had promised that
free competition within market-based economies would prige a foundation of ma-
terial wealth that would free men to pursue intellectual anccultural development.
Capitalist society was to be one of continuous and acceleirgg progress|economic,
political, and moral. And for a time, it worked. Despite a genel fear of socialist re-
volt (or anticipation, depending upon one's political pogion), the revolutions 1848
were the last that Western Europe would experience until thee of 1968, more than
a century later. Economically, the three decades between4fBand 1875 were ones
of economic expansion prompted by cheap capital, ample lab@and rising prices.
The kilometers of railways laid increased by a factor of 17 dnsteamship tonnage
by a factor of 23 (Hobsbawm 1996:310, Table 2), transportingass produced com-
modities and the ideology of economic liberalism througho¥Vestern Europe and
the world. Workers, as well as capitalists, bene tted and bt experienced a rise
in their standard of living. Industrial production had increased the demand for
workers; growing pro ts, however, were able to absorb the neequent rise in wages.

Except that these rising prots were a consequence of an intmnary boom.
The bubble burst in 1873 and as prices and interest rates plged, so did pro ts.
The Great Depression (as it was known until 1929) e ectivelgroded the commit-
ment to economic liberalism in most of the developed world. iy Britain|lacking

a large peasantry and increasingly export-oriented|maintined a commitment to
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Table 5.2: Growth Rates, 1870{1913

Country/Region Population GDP GDP/c
Austria-Hungary 0.43 1.55 0.78

Germany 1.18 2.83 1.63
Scandinavia 0.48 1.74 0.86
United Kingdom 0.87 1.90 1.01
United States 2.08 3.94 1.82

Adapted from Maddison (2006)

free trade. Every other Western power implemented some degrof protectionism.
Hobsbawm (1989:40) has characterized this historical pedicas \schizophrenic:"
European leaders continued to acclaim the virtues of compibn simultaneously
appealing to nationalistic sentiment to justify shieldingtheir nations' businesses
from the market.

In seeking to restore pro tability, control of the market was one solution. Control
of the worker was another (Hobsbawm 1989; Harvey 1990). Ratalization of the
production process would minimize prot loss by eliminatig worker ine ciencies.
F. W. Taylor appeared to have read as dictum Marx's descripin of the worker as
an industrial appendage. Scientic management, as it wouldome to be known,
was perhaps the most visible aspect of this rationalizatioprocess. More lasting,
however, was the rise of the corporation. The day-to-day opions of the family-
owned business had been run by somebody personally investedhe company,
typically the owner himself or a family member. The corporabn, in contrast, was
owned by shareholders whose sole directive to managing exees was: \Pro t!"

Not all countries were hit equally hard by the Great Depressig of course. Nor
did each country recover equally. As the global economy begém recover in the
mid-1890s, Britain's economic strength began to slip. Togiawe recognize this pe-
riod as the dissolution of British hegemony (Boswell 20043t the time, it appeared
to be merely a consequence of Britain's smaller populationelative to Germany
and United States (Hobsbawm 1989). But this was not the case. ftoolling for
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population, the productive capacity of both Germany and théJnited States would
increase dramatically over the period while Britain's woul hold steady (see Ta-
ble 5.2, column 3). As for the other regions that Arts and Craftgractitioners

called home, both Austria-Hungary and Scandinavia were alrég relatively weak
when compared with Britain, the United States, and Germany. fie \Compromise"

of 1867 had created the dual monarchy of Austria-Hungary, aggrating political

and ethnic tensions within and between the two nations. Thecandinavian states
of Denmark, Finland, Norway, and Sweden occupied a \proteaezone" (Tombs
2000) that insulated them from much of the political upheavahat gripped the rest

of Europe. Despite this stability or, perhaps, as a consequee of it, the Scandi-
navian states did not industrialize as quickly as the rest diVestern Europe; with
between one-third and one-half of the population employed iagriculture, Scandi-
navians were not only vulnerable to economic uctuations buhose of the weather
as well. Consequently, while the depression might have detated individuals and
families of those regions, it didn't alter the regions' rel@e positions within the

global economy. This, then, was the world of the Arts and Cradtmovement: Born
during the most severe economic depression in the historytbe world, it came of
age during the restructuring of the world-order.

5.3 lIdeologies of the Arts and Crafts

The Arts and Crafts was as much an ideological movement as ars#eetic one. Mor-
ris founded the Arts and Crafts movement as a realization of Rkin's philosophy of
the arts. Ruskin had also inspired Gandhi (Brantlinger 199867), who summarized

Ruskin's anti-industrial utopianism:

1. That the good of the individual is contained in the good ofla

2. That a lawyer's work has the same value as the barber's, srauch
as all have the same right of earning their livelihood from #ir

work.
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3. That a life of labour, i.e., the life of the tiller of the sdi and the
handicraftsman, is the life worth living.

Ruskin's \main concern, however, was art, and his most origal contributions
were on the relationship between art and society” (Evans 19251). At the core
of Ruskin's philosophy was a uni cation of the ne and applid arts. He did not
believe in \art for art's sake" (Evans 1988:251). Creative ¥pression should not
segregate people but bring them together. From this premisderive a number of
other propositions that Morris incorporated as the moral bsis of the Arts and Crafts

movement:

Uni cation of the Arts Following Ruskin, the Arts and Crafts movement sought
to erase the distinction between the ne and decorative artsBut the principle
of artistic unity also implied the unity of design and fabriation. Ideally, a
single individual would design the vase and then throw, reand glaze it. When
this was not possible, the various individuals involved inhe project should
work closely together. Fabrication was not merely a step ireproducing the
designs of a \master craftsman" but the practice of craftsmaship, undertaken
by individuals. To this end, Arts and Crafts artisans frequetly left the signs of

handwork intact|hammerstrikes were not bu ed out, joints w ere not covered.

The philosophy of uni cation was further applied beyond thedomain of art
to the society as a whole, taking up Pugin's dream of reunitqhthe spiritual

and the everyday. In what would become an uno cial motto of tle Arts and

Crafts Exhibition Society, Morris counseled, \If you want agolden rule that
will t everything, this is it: Have nothing in your house that you do not
know to be useful or believe to be beautiful.” Embedded withithis maxim

was a critique of the Victorian aesthetic that had cluttered he home with
trinkets, baubles, and knickknacks necessitating the impeative, \A place for

everything and everything in its place.” Instead, the home a&s to be furnished
with things of utility and beauty that would serve one's need|both spiritual

and practical.
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The Value and Dignity of Labor Echoing Marx's indictment of the capitalist
production process as alienating, the Arts and Crafts moveme sought to
resurrect the dignity of labor: \real art is the expression  man of his pleasure
in laborlan art made by the people and for the people, as happiess to the
maker and user" (Weingarden 1985:9). Industrial productio damaged the
human psyche not only because it subjugated man to the mackirbut also
because it produced crude commodities devoid of beauty. Wih the Arts
and Crafts movement, artistic creation was viewed as a mean$ salvation.
Bringing beauty into the world was a way of improving it by caing upon the

better angels of our nature.

Regionalism and the Vernacular Morris condemned capitalism's disruption of
the small, intimate community characterized by mechanicasolidarity. He
viewed industrially-produced commodities as generic anchpersonal; so too
was city life. The Arts and Crafts movement was to serve as a lwhrk from
which to defend against the further encroachment of indusal capitalism. By
turning to traditional handicraft, Morris hoped to resurrect a pre-industrial
folklife. Artisans revived traditional fabrication techniques and nationalist
motifs as they searched for \authentic" expressions of threcultural heritage.
This emphasis on \authenticity” permeated the movement. Argitects turned
to indigenous building materials and potters, indigenouslay. In the United
States, Frank Lloyd Wright developed Prairie Home Style as alndigenous

American architecture."

Democratization of the Arts Those of the Arts and Crafts movement hoped
to infuse daily life with beauty. It was a movement directed fathe masses
rather than the upper classes, as ne art often is. The workg and middle
classes, argued Morris, have as much right to a comfortabléestyle and to be
surrounded by works of beauty as those of means. Decrying tmelulgences
of Victorian England, Morris insisted that handicraft couldbe both beautiful
and functional. The design of an object should re ect its natre and purpose.
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Ornament was not antithetical to the Arts and Crafts as long adit does not
embellish it unduly or make it look like something else" (Craford 1997:20).
Ornament and function could complement each other as bothrsed the same
goal: to improve the life of the individual. Yet art was not sinply to be
consumed by the masses, it was also to be produced by them. &®ford
1997:20) argues that this proposition lies at the heart of #hArts and Crafts

movement:

That is the idea that creativity can be part of the daily experence
of ordinary people at work; that it is not something specialnot the
preserve of ne artists and geniuses.... The hope of the Artxd

Crafts movement was that experience might become general.

These four principles provide an initial formulation of themovement's brief. But
to them, we must of course add survival which, within capitédm, entails dependence
upon|and subjugation tojmarket forces (Wood 2002). Member s of the Arts and
Crafts movement quickly found that the imperatives of the meket brought their
ideological principles into conict with one another. The py found in labor is
threatened when one must work to live. Attending to quality ather than quantity
meant that artisans could not compete with mass producers qgorice. And, yet,
when subjected to market forces, nely crafted goods wouldebpriced beyond the
means of most consumers. Cooperative ventures such as Momand Co. and the
Guild of Handicraft fostered communities dedicated to the iplementation of the
Arts and Crafts ideology but struggled as they, too, were foed to compete on the

market.

High ideals, unfortunately, could not often be reconciled Wi practice.
Ironically, the movement could only ourish in an age of prgserity cre-
ated through industrial achievement: the architectural pofession in par-
ticular depended on rich clients who were perhaps gentry buatore often
industrialists or members of the expanding professionalagses.... In

object design there were similar problems: handwork usindpé nest
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materials was expensive and out of the reach of most consuseihe
anti-industrial ideal|that of a single person conceiving and making an
object from start to nish|was rarely achieved and frequently viewed
as an elitist activity. More often furniture designers loo&d to the tradi-
tional, intuitive skills of local craftsmen. To a considerhle extent craft-
designers also depended on multiple production. Enamme#i¢ook their
copper plaques to commercial jewellers to be set, and the rhoemmon
practice in ceramic studios remained the hand-painting oa€tory- red

blanks (Cumming and Kaplan 1991).

In confronting a charge, artists seek to accommodate conting demands. In
the case of the Arts and Crafts movement, di erent regions re$ved this con ict
by privileging di erent principles at the expense of others Whether the Arts and
Crafts emphasized organic or geometric motifs depended upwhich principle a
region emphasized and how they interpreted that principleln countries that priv-
ileged the principles of labor or regionalism, the Arts and @fts movement was
backward-looking and drew upon the organic motifs of histgr In countries that
privileged the democratization or uni cation of art, the Arts and Crafts movement
was forward-looking. These countries embraced capitalisnmdustrialization, and

geometric motifs.

5.3.1 United Kingdom

In England, the Arts and Crafts movement privileged the valueof labor above
other Arts and Crafts principles. This emphasis was politidaas well as ideological.
Morris joined the Social Democratic Federation in 1883, sfilng from it two years
later to form the Socialist League. Although the majority of Bitish Arts and
Crafts practitioners were not socialist (Cumming and Kapla 1991), its leaders were
and a general antipathy toward the machine and industrial camodity production
permeated the movement.

Morris was an exacting designer who rejected the new chenlidges in favor of
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Table 5.3: Dominant Principle by Region

Labor Region Democracy Unity Style

Backward-looking Regions

U.K. ? Organic
Scandinavia ? Organic
Hungary ? Organic

Forward-looking Regions

u.s. ? Geometric
Germany ? Geometric
Austria ? Geometric

traditional vegetable dies; for printing, he used a handpss. Similarly, the only
machine welcomed in Ashbee's Guild of Handicraft was the lathétherwise, the
Guild|which focused on metalwork, silverware, and furniture|relied exclusively
upon hand tools. Perhaps it was De Morgan who best exempli etthe value that
the British Arts and Crafts put on manual labor. He exerted coniglerable e ort to
recreate \lustre,” a popular metallic glaze from the Renagance, the technique for
which had since been lost (Figure 5.1). De Morgan's work insed Alexander Fisher,
who resurrected a technique of painted enamels, and Edwardhhston, who revived
calligraphy. The Kelmscott Press was founded by Morris in B® and specialized in
15th century printing and bookbinding.

It was not simply that these designers and artisans eschewewustrial tech-
niques. They renounced modernity in its entirety. The resuwection of historical
techniques was just one aspect. Morris founded the Societyr the Protection of
Ancient Buildings in 1877; by the late-1890s, they were semdj out young architects
to help restore historic buildings. They also sought to restect the guild system.
In 1861, the decorative and ne arts were \reunited" when Matis and a group of
friends organized the rm of Morris, Marshall, Faulkner & Co Mackmurdo, Image,
and Horne set up the Century Guild in 1882; Ashbee founded the @di of Handi-

craft in 1888. The distinguishing characteristic of theserganizations is that they
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Figure 5.1: William De Morgan (1888{98) Earthenware vase jp#ed with lustre
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Figure 5.2: Philip Webb (1859{60) Red House

were run for and by artists, not capitalists. In the 1890s, ta guilds literally turned
their backs upon modern society when they began to abandonndon and move to
the countryside.

The movement also sought to revive the aesthetic past, empmiaing Gothic mo-
tifs. Webb's Red House commissioned by Morris, is an early exemplar (Figure 5.2).
The design is almost playful|prominent gables pierce the skline, the stairs and
hallways twist and turn, and windows are in a variety of styls. At the same time,
Red House possesses a monastic quality. Nestled in an apple ahdrry orchard,
its design evokes that of a medieval church o ering salvatioto those who worship
there. The quadrangular structure encloses a garden, syntisally protecting it
from the outside world.

Although Morris and his family only lived there for ve years,Red House became
a prominent symbol of the Arts and Crafts ideal. But when we exaine its aesthet-
ics, we realize that there are few characteristics that areigdinctly English. While

the house does appear to be transplanted from Europe's pa#tjs an unspeci ed
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Figure 5.3: William Morris (c.1880) \Redcar" Carpet

and delocalized one. Red House might easily be mistaken forr@an or Eastern
European. In fact, it is the garden of indigenous plants andowers that is most
distinctly English.

This delocalization is evident throughout the British Arts and Crafts. Motifs
are medieval but not distinctly British. As discussed aboveDe Morgan's pottery
employs Islamic techniques. Many of Morris' textiles simarly evoke a Persian
aesthetic (Figure 5.3). Likewise, Ashbee's metalwork, be@ully crafted, is generic.
It does not proclaim itself as belonging to any particular the and place (Figures 5.4
and 5.5).

In Great Britain, the Arts and Crafts movement looked to the pat for inspira-

tion. Not to their own past but, rather, a mythical idealized past when artisans were
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Figure 5.4: C.R. Ashbee (¢.1900) Pendant Brooch

not alienated from the products of their labor. Such a past,f@ourse, never existed.
But the myth provided the inspiration that motivated Morris and his contemporaries

to reform British|and, ultimately, modern|aesthetics.

5.3.2 Scandinavia and Hungary

In Scandinavia and Hungary, the Arts and Crafts movement als@bked to the past
for inspiration. But here it was the principle of regionalis that was privileged and
these countries looked speci cally to their own history. Nadnalism, itself, was not
a new phenomenon of course but as democracy spread acrossogerduring the
late-19th century, it became an increasingly potent forcesanationalist movements
arose as a means of giving voice to the previously disenfraised. But nationalist
sentiment was not something that emerged spontaneously. tRar, it was actively
constructed by nation-states as a means of mobilizing andgamizing their popu-
lations. As traditional hierarchies of authority broke down \the nation" emerged

as a new civil religion that bound citizens to each other andche state (Hobsbawm



Figure 5.5: C.R. Ashbee (1904{05) Decanter
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1989).

Particularly in the Scandinavian countries of Sweden, Norwa Denmark, and
Finland, the nationalism of this period was part of a searchof self-identity. His-
torically, Norway had been a kingdom within Denmark. When Btain defeated
Denmark during the ongoing Napoleonic Wars (1812{1814), Noay was ceded to
Sweden before nally achieving independence in 1905. Finthhad previously been
part of Sweden but was annexed by Russia after the Finnish Warf 1808{9. Al-
though ostensibly autonomous, the Pan-Slavic movement ofi¢ 1890s motivated
Czar Nicholas Il to limit the Finn's freedom. This, in turn, stoked the Finnish
desire for independence, which they would gain in 1917. Wh#re Arts and Crafts
movement came to Scandinavia at the turn of the century, pets throughout the
region were struggling to de ne who they were and their relanships with one
another.

The Scandinavian Arts and Crafts emphasized traditional f&l arts, especially
textiles. A number of preservationist societies were foued with the aim of record-
ing traditional techniques and elderly women weavers werelwgyht out to pass along
their skills to those learning the craft (Stavenow-Hidemarkk004). But in contrast
to the British movement, these organizations did not stand gposed to modernity.
Artisans instead adapted vernacular techniques and motifanifying the applied and
ne arts as Ruskin had prescribed. As an example, consider kg 5.6. Woven by
Akseli Gallen-Kallela (born Axel Galen, he changed his Swesh-sounding name to
something more authentically Finnish), it exhibits a tradtional Finnish knot-tying
techniqueryijy but geometricized with Art Nouveau in uences.

In Norway, a Viking revival was underway. In 1876 and 1880, arakologists had
unearthed Viking ships and the \dragon style" quickly became hallmark of the
Norwegian Arts and Crafts. Kinsarvik's chair is an example (Fjure 5.7). The ears
of the chair are carved into dragon heads and an ornate, knad pattern adorns
its surface. Today, Norwegian Arts and Crafts are particulayl recognized for their
silverwork (Stavenow-Hidemark 2004): Figure 5.8 presentssalt cellar fashioned

into the form of a dragon and Figure 5.9, a tankard with the chacteristic motifs



101

Figure 5.6: Akseli Gallen-Kallela (1900) \The Flame" Tapesty
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Figure 5.7: Kinsarvik (c.1899) Armchair

(a victorious Viking on the body and a dragon head emerges frothe top of the
handle).

Following the \Compromise" of 1867, Hungary entered a periodf accelerated
industrialization. The accompanying disruption of socialife provoked an explo-
ration of self-identity among the citizenry; at the same tine, the state was striving
to unite the multi-ethnic nation. The consequence was a \Magrization" of Hun-
gary with the state promoting the romantic notion of a commorHungarian lineage
descending from Attila the Hun (Hobsbawm 1989; Molrar 2001).Attention was
focused on Transylvania, where folk traditions were belied to have been preserved
in their purest form. Transylvanian craftwork provided fora common ground which
the state actively promoted. The National Museum of Decorate Arts was founded
in 1872, followed by the Hungarian Decorative Arts Associatiorand the National
School of the Applied Arts. The search for a national style culmated with the
construction of a new building for the Museum of Decorative As, completed in
1896. That same year, with great pomp and circumstance, the Hgarians cele-
brated the one-thousand year anniversary of their Magyar Yecestors'" conquest of
the country.
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Figure 5.8: Marius Hammer (1890{1900) Salt cellar

Figure 5.9: Frederik Holm and David Anderson (1899) Tankard
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Figure 5.10: Aladar Keres®i-Kriesch (1908) Women of Kdotaszeg

The Gadellh Artists' Colony was founded in 1903. Cumming ad Kaplan (1991)
argue that of the numerous workshops, guilds, schools, andsaciations that the
Arts and Crafts movement produced, it was Gedellh that cane closest to realizing
Morris' dream. The Gedellp artists pursued both social and artistic reform, training
the rural poor in pottery, woodworking, leatherwork, and waving. Aladar Kerestpi-
Kriesch, a founding member of Gedelly, published a bookmRuskin that emphasized
the responsibility that artists have to improve society. HiswWomen at Kalotaszeg
(Figure 5.10), today regarded as a masterpiece of Geds|IHepicts Hungarian women
in traditional Sunday dress. The weaving method is not Hungan but Swedish and
the geometrized forms indicated the in uence of Art Nouveau.

Art Nouveau was also strong in uence on the Zsolnay Manufactgr still in op-
eration today. Founded by Mikbs Zsolnay in 1853, it was hiyoungest son Vilmos,
who brought the rm its rst international success at the Vienna World Exhibition
of 1873 after which Vilmos' work became increasingly cosmdipan, drawing in u-

ence not only from Hungarian folk life but also Western Europehe Middle East,
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and the Orient.

The cosmopolitan orientation of Vilmos is notable because highlights the
socially-constructed nature of Hungarian culture. The st& had previously \Mag-
yarized" the educational curricula by requiring all childen to learn Hungarian (Hob-
sbawm 1989). Now the Hungarian National Museum showcased marytloe fac-
tory's ceramics as \authentically Hungarian." Around 1870, Mimos' had directed
his daughters dulia and Teez to begin collecting folk art The collection, now housed
in the Janus Pannonius Museum in Recs, Hungary, includes woifrom throughout
central Europe. When lulia and Teez became involved ceraic design, they liber-
ally borrowed all of these traditions and included not just Hagarian but also Croa-
tian, Slavic, Turkish, and Persian motifs in their \Hungarian rural" style (Kowacs
2002).

5.3.3 United States and Germany

In the United States and Germany, the Arts and Crafts movement &s signi cantly
more capitalistic than in other countries. Kaplan (2004a) leserves that the leaders of
the American Arts and Crafts movement were disproportionatglbusinessmen and
concludes that this explains its pro-capitalist orientaton. But the German Arts and
Crafts movement was also pro-capitalist even though its ldars, as Kaplan (2004a)
observes, tended to be artists and designers, not businessm | suggest that the
pro-capitalist orientation of the American and German Arts ad Crafts movements
was a re ection of these regions' ideological emphasis oretdemocratization of the
arts, just as the socialist orientation of the British Arts ard Crafts movement was
a re ection of that region's ideological emphasis on the vaé of labor.

Among the di erent regional fractions of the Arts and Crafts meement, the
American and British branches were in many respects the mosislar. This is
understandable, as the lack of a language barrier facilitad the transmission of the
Arts and Crafts philosophy. The writings of Ruskin and Morriswvere very popular in
the United States and reading groups formed throughout the oatry to discuss their
work (Kaplan 2004a). In Boston, the Society of the Arts and Ciiéss (SACB) was
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founded in 1897. Modeled after the Arts and Crafts ExhibitiorSociety, the SACB
organized exhibitions to disseminate the Arts and Crafts plasophy and served as a
model for similar organizations across the country. Thereag also extensive personal
contact between the leaders of the British and American movamts. C.R. Ashbee,
Walter Crane, T.J.Cobden-Sanderson, May Morris, and Oscar Wilde all came todh
United States, either to lecture on the Arts and Crafts or accopanying exhibitions
of their work. Americans also traveled to England. In 1894, Bert Hubbard took
a voyage to England and Ireland and while there, visited Mois at his home and
Kelmscott press. One year later, Hubbard founded the RoyctoPrinting Shop in
East Aurora, New York. The Roycrofters, as the community refeed to itself and
which remained in operation until 1938, grew to encompasd akpects of handicraft;
in particular, furniture making, metalwork, leatherwork, and bookbinding. At its
peak, more than 500 people worked there. Adopting Ruskin's vas as their creed|
"A belief in working with the head, hand and heart and mixing aough play with
the work so that every task is pleasurable and makes for hdalind happiness”|the
Roycrofters gave form to Morris' vision. Gustav Stickley'sravels similarly inspired
him and in 1898, one year after returning from Europe, he foded the United
Crafts of Eastwood (now Syracuse), New York. Located just hosifrom Hubbard's
Roycroft Community, Stickley's United Crafts would developinto the Craftsman
Workshops, responsible for the \Mission" style furniture ® which Stickley's name is
still associated. In 1901, Stickley published the rst isseiof The Craftsman which
became the leading voice of the Arts and Crafts in the United Stes and from
which the American Craftsman movement would take its name.The Craftsman
served both to promote the Arts and Crafts philosophy and as a anketing vehicle
for Stickley's expanding business. And although Stickley digive up Morris' socialist
politics, he never abandoned the belief that craftsmanshigould improve the world.
By contrast, social reform was not of primary concern in Geramy. As in the
United States, the leaders of the German Arts and Crafts werersihgly shaped by
their interactions with the British movement. But their reactions were di erent.

In 1896, the German government appointed Hermann Muthesiuan architect, to



107

its embassy in London. Upon his return to Germany seven yearatér, he pub-
lished the three-volume studyThe English Housewhich extolled the virtues of the
British Arts and Crafts movement but critiqued the \economic impossibility" of
handcrafted goods. Muthesius became a leading advocate @amanization andtyp-
isierung (standardization), a sensibility that was adopted by Muni@'s Vereinigte
Werkstatten far Kunst im Handwerk (United Workshops for Art i n Craftswork)
and Dresden's Werkstatten far Handwerkskunst (Workshop dr Arts and Cratfts).
Standing in opposition was Henry van de Velde, a Belgian des&y who moved to
Germany in 1899 and the members of the Darmstadt Artists' Cofty, founded by
Ernest Louis in 1899, and which included Peter Behrens andf the Vienna Seces-
sion, Joseph Maria Olbrich. Ideologically sympathetic to Mrris, van de Velde and
the Darmstadt community viewed industrial production as atithetical to art and
design. Despite these ideological di erences, however,thh@wamps shared a simi-
lar aesthetic sensibility that emphasized simple forms witstrong, clean lines; i.e.,
a geometric aesthetic. Figure 5.11 presents a chair designgy Richard Riemer-
schmid, one of the founders and principle designers of thergmigte Werkstatten;
Figure 5.12, one by van de Velde. The pieces are more similaan they are di er-
ent. The curves of van de Velde's chair soften its form but,Ke the Riemerschmid,
its aesthetic is characteristically geometric and both pees exhibit symmetry, mul-
tiplicity, linearity, and simplicity.

The geometric aesthetic that characterized the United Stateand Germany was
part of a general rejection of ornament|one that Morris, following Ruskin, had
begun. But Morris did not forswear ornament in its entirety lut merely sought
to correct its excesses. Morris|whose most celebrated degpis are his tapestries,
textiles, and tiles|was certainly not opposed to decoration. What he objected to
was its gratuitous application by Victorian designers. He dichot renounce British
design but, rather, sought to reform it and set right the misakes of his predecessors.
By contrast, in the United States and Germany, the Arts and Crds movement
turned its back on the past and pursued a distinctly new aesétic, one that spurned

ornament. Various reasons were o ered to justify the adopin of the geometric
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Figure 5.11: Richard Riemerschmid (1904{06) Chair

Figure 5.12: Henry Van de Velde (1895{98) Side chair
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aesthetic, the most popular of these was one to which we conie to appeal: that
form should follow function.

The \form follows function" aesthetic was|and is|the aesth etic of modernity.
\Freedom from ornament is a sign of spiritual strength," wree the Austrian architect
Adolf Loos (1910:294) in \Ornament and Crime," which remainsn today's canon
of aesthetic theory. But until the twentieth century, ornament was the rule and
its rejection is the de ning characteristic of modern artific style (Trilling 2003).
Modern aesthetics reduces ornament|the decorative or visally pleasing aspects
of an object|to form; the form itself should provide visual pleasure, rather than
something applied or added to it.

What this means in practice is that special attention is give to the materials
and techniques that are used in construction. For Stickleg'furniture, the preferred
wood was quarter-sawn white oak, which is cut in such a way as highlight the
wood's natural grain and he would leave the joints exposed 8wt one could visually
inspect the craftsmanship. Louis Comfort Ti any invented aglassblowing technique
in which colors were blended together while in their moltentate. This technique,
which Ti any christened \Favrile," ensured that even when mass produced, each
of his works were unique (Figure 5.13). Although Stickley's avk tends toward
the geometric and Ti any's toward the organic, they both exenplify the modern
approach to ornamentation in which the ornament (e.g., the @odgrain or the glass
color) is embedded within the work's materials. Figure 5.1gresents a table lamp
designed by Frank Lloyd Wright. The bronze base of the base wéeft rough and
unhewn to encourage a mottled patina to develop; light owshrough and refracts
o of the leaded glass of the lampshade. Similar e ects aredad in the work of the
Roycrofters (Figure 5.15).

This application of ornament was not limited to handicraft and we can see the
same interpretation in German architecture. Behrens' AEG Tibine Factory (Fig-
ure 5.16), for example, is de ned by strong geometric formand restrained orna-
ment. Exposed steel stanchions repeat along the sides, thglight tapering alludes

to classical columns and transforms the massive gable intoGaeek pediment. At
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Figure 5.13: Louis Comfort Ti any (1893{96) Vase
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Figure 5.14: Frank Lloyd Wright (1902{04) Table lamp

Figure 5.15: Copper Shop of the Roycrofters (c.1908{10) Hang lantern
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Figure 5.16: Peter Behrens (1908{9) AEG Turbine Factory

the same time, the large glass facade extends from the buidis front to join with
and stabilize the tympanum.

5.3.4 Austria

In 1902, Josef Ho mann traveled to England to visit Ashbee's Gld of Handicraft.
Upon his return, Ho mann|who, in 1897, had, along with Gustav K limt, Koloman
Moser, and Joseph Maria Olbrich, broken with the Austrian aistic establishment
to form the Vienna Secession|decided to organize a similar ganization for Vienna.
The Wiener Werkstatte (Vienna Workshops) was founded in 12by Ho mann and
fellow Secessionist Koloman Moser with the goal of unifyirthe decorative and ne
arts. But in contradistinction to the British Arts and Crafts , which argued for an
equivalence between the decorative and ne arts, the Wienéherkstatte sought

to elevate the status of decorative art to that of ne art. Whee Morris' goal was
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inclusive, Ho mann's was exclusive: \Our aim is to create arsiand of tranquility in

our own country, which amid the joyful hum of arts and crafts, would be welcom
to anyone who professes faith in Ruskin and Morris" (quotedni Cumming and
Kaplan 1991:198; emphasis added). The goal of the Wiener \kstte was not

to spread the Arts and Crafts ideology but rather to raise thetatus of Viennese
art. Indeed, Ho mann entirely dismissed the notion of that atists should direct
their e orts toward improving the world and declared that shnce \it is absolutely
no longer possible to convert the masses, then it is all the meoour duty to make
happy those few who turn to us" (quoted in Cumming and Kaplan 991:200).

Within the Wiener Werkstatte, there was special emphasisrogesamtkunstwerk
the total work. Gesamtkunstwerkwas a stated goal throughout the Arts and Crafts
but the associated costs rendered it largely incompatibleith the movement's other
principles. In Vienna, however, there was no such con ict. Rl4ersdorf Sanatorium,
the Werkstatte's rst important commission for which the rm designed everything
except for the kitchen utensils (Cumming and Kaplan 1991),emains a stunning
example ofgesamtkunstwerkThe design is hyper-geometric. A at roof emphasizes
the linearity and symmetry of the bright white exterior (Figure 5.17). The interior
is equally ascetic with bright white walls, punctuated by tle constant repetition
of circles and squares. Geometric motifs echo throughoute¢tfamous dining room,
designed by Ho mann and presented in Figure 5.18.

When considering the principles of the Arts and Crafts movemg Austria's
privileging of artistic unity appears anomalous. The othethree Arts and Crafts
principles re ect the dominant political and economic conerns of the era: the re-
lationship between labor and capital (\the value of labor") the rise of the nation
(\regionalism and the vernacular"), and the emerging midd# classes (\democrati-
zation of the arts"). In contrast, the emphasis on artistic nity was part of the Fin
de secle cultural explosion of Vienna. Arrighi (1994) observes that th economic
recession that marks the beginning of the end of every longntery is followed by
a \wonderful moment" of economic prosperity. In Vienna, howeer, this moment

took place within the context of a powerful aristocracy and eakened bourgeoisie.



114

Figure 5.17: Josef Ho mann (1904{05) Purkersdorf Sanatonu

Figure 5.18: Josef Ho mann (1904{05) Purkersdorf Sanatonm
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The Christian Socials' victories of 1895 and 1896 had brokdmrty years of Liberal
rule in Vienna and and they would continue to consolidate theipower over the
next decade (Boyer 1995). This defeat had a signi cant psyological impact on
the Viennese bourgeoisie, who were forced to recognize tHaitk of national and
international in uence: \The mood it evoked was one not so meh of decadence as
of impotence. Progress seemed at an end" (Schorske 1981:Bhe dominance of
the aristocracy meant that the upward mobility of the bourgeisie was dependent
upon assimilation, the most promising avenue of which was thyolitical or economic
but cultural (Schorske 1981). As a result, an artistic fervohad swept through the

bourgeoisie by the end of the century:

Elsewhere in Europe, art for art's sake implied the withdraal of its
devotees from a social class; in Vienna alone it claimed théegjiance of
virtually a whole class, of which the artists were a part. Thdife of art
became a substitute for the life of action. Indeed, as civic@on proved
increasingly futile, art became almost a religion, the soce of meaning
and the food of the soul (Schorske 1981:8{9).

5.4 Discussion

In 1904, Theodore Roosevelt invited Charles Wagner to prdaat the White House.
At the turn of the century, Wagner, a French pastor, had pubkhed a book;The Sim-
ple Life, decrying the excesses of contemporary society and encaimg people to
re ect upon what was truly necessary to lead a ful lled and poductive life. William
Morris, who passed away in 1896, would have, no doubt, conced with Wagner's
sentiment. Kern (2003:1) observes that during the period tfie Arts and Crafts, \a
series of sweeping changes in technology and culture crelatistinctive new modes
of thinking about and experiencing time and space.” Prior tdahe invention of the
telephone in 1876, one person could not speak to another as@ great distance;
afterward, one could. Cumming and Kaplan (1991) argue thahe Arts and Crafts

philosophy could be exercised as either a progressive or senvative force and from
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within the perspective of the movement, that is certainly tue. In certain regions,
the movement was backward-looking and characterized by amantic nostalgia for
the past; in other regions, the movement looked to the futurby embracing indus-
trial technology and capitalist production. What both approaches shared was a goal
of providing sanctuary from an increasingly inhospitable @rld and | suggest that
this was the underlying charge of the movement: to bu er theaial disruptions
accompanying the technological revolution of the late-1Btcentury.

In the backward-looking regions of Great Britain, Scandinaa, and Hungary,
this respite would be achieved by returning to the past, a sheer and more intimate
period. Ashbee formed his Guild of Handicraft in pursuit of thdife imagined by
Morris, one that would promote \a higher standard of craftsmanship, but at the
same time ... protect the status of the craftsman” (quoted i€Cumming and Kaplan
1991:28). It was the latter principle that was, in fact, of geater concern to Ashbee,
who in 1902 moved the community of some seventy artisans frabondon to the
Cotswalds hills: \[T]he real thing is the life," Ashbee wrotein 1915, \and it didn't
seem to matter so very much if their metalwork was second-mat Give them their
liberty of production and they'll do it better" (quoted in Hol ton 2006:51).

Community formation was not as important in the forward-loding regions of the
United States, Germany, and Austria. Utopian visionaries wodl found a handful
of Arts and Crafts colonies, such as Byrdclie in Woodstock, Ne York, still in
operation today, and Roycroft in East Aurora, New York. In genel, however, in
these regions the Arts and Crafts movement did not retreat fra modern civilization
as it did elsewhere. Here, the predominant approach was to abruct \islands of
tranquility” (to use Ho mann's phrase) within modern, industrial society.

Nothing symbolizes this philosophy better than the Arts and Cafts movement's
most lasting legacy in the United States, the bungalow home. dveloped and pop-
ularized during the Arts and Crafts era, the classic Americanungalow is a small
freestanding house, suitable for single-family occupanciyhe bungalow is a product
of the modern age, constructed to protect the newly emerginguclear family: A

pitched roof with overhanging eaves shelters the inhabitgfrom the weather while
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the front porch and yard provide a demilitarized zone sepatiag the sacred family
from the secular world. Discussions of Frank Lloyd Wright'srchitecture frequently
highlight his use of open oor plans. What is often overlookkis his attention to
providing private and protected spaces. Wright would coneé doors to the outside
behind stone parapets and porches behind brick walls. Onlye interior, forti ed
against intrusion, was safe to open up.

The Arts and Crafts movement helped to usher in the modern watlby providing
havens from within which people, temporarily protected fnm the social disruptions
of the period, could adjust to the realities of the twentiethcentury. Gilmore (2000)
argues that we can best understand artistic styles by examig their endings. |
extend this insight to the Arts and Crafts movement as a whole.lf we wish to
make sense of the movement's ideological and aesthetic &ion, it is not su cient
to merely trace the transmission and evolution of Morris' piiosophy, which has
been the standard practice since Pevsner's initial publitan of Pioneers of Modern
Design in 1936. The weakness of this approach is that it has not impred our
understanding of the movement, itself, nor of the world thagave birth to it. Ex-
isting research on the Arts and Crafts all concludes in prettynuch the same way:
by observing that there were con icts between the movemestideals and economic
realities (but isn't there always?), that the movement was aver able to resolve these
con icts, and that it faded away with the onset of the First World War. Reasons for
the demise of the movement are rarely o ered and apart from kanging consumer
tastes,” when they are, the o ered explanations are inevitay situated at the indi-
vidual level: the Guild of Handicraft's products were too exensive; Gustav Stickley
overextended himself nancially; Elbert Hubbard died when @rmans torpedoed the
Lusitania.

World-systems researchers, following Braudel, seek to cluct analysis over the
longue duee From this vantage, the forty years of the Arts and Crafts moveent are
but the blink of an eye. But | suggest that it is only from a wortl-systems perspective
that we are able to make sense of the movement and its aestleetind ideological
diversity. The Panic of 1873 marked the beginning of a periaaf protracted political,
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economic, and technological transformation in the econombase to which the Arts
and Crafts movement arose as a superstructural response. elThineven e ects of the
hegemonic transition were re ected in the aesthetic and idéogical diversity of the
movement. With the onset of World War I, the long nineteenth entury came to a
close and as people adjusted to the politics, economics, aedhnologies of the new
world order, the sanctuaries provided by the Arts and Crafts @re no longer needed.
Not all of these sanctuaries disappeared, of course, and mdmve become part of

our everyday lives as we continue to retire to our homes and Illmes to provide
relief from modern life.



119

REFERENCES

Abbott, A. (2001). Chaos of Disciplines The University of Chicago Press, Chicago.

Ackerman, J. S. (1962). A Theory of Style. The Journal of Aesthetics and Art
Criticism, 20(3), pp. 227{237.

Arrighi, G. (1994). The Long Twentieth Century: Money, Power, and the Origins
of Our Times. Verso, London.

Barton, A. (1955). The concept of property space in social rearch. In Lazarsfeld,
P. F. and M. Rosenberg (eds.J'he language of social research: a reader in the
methodology of social resear¢tpp. 40{53. Free Press, Glencoe, lIl.

Baxandall, M. (1985). Patterns of Intention: On the Historical Explanation of
Pictures. Yale University Press, New Haven, CT.

Becker, H. S. (1953). Becoming a Marihuana UseAmerican Journal of Sociology
59(3), pp. 235{242.

Becker, H. S. (1974). Art as Collective ActionAmerican Sociological Review39(6),
pp. 767{776.

Becker, H. S. (1982).Art Worlds. University of California Press, Berkeley, CA.

Bergesen, A. (1996). The Art of Hegemony. In Chew, S. C. and R. A. Bbmark
(eds.) The Underdevelopment of Development: Essays in Honor of Aadsunder
Frank, chapter 14, pp. 259{278. Sage, Thousand Oaks CA.

Bergesen, A. J. (2006). The Depth of Shallow Culture: The High Art of Shoes,
Movies, Novels, Monsters, and ToysParadigm Publishers, Boulder, CO.

Bergesen, A. J. (2007). Theories of Style. Department of Solagy, University of
Arizona, Tucson, AZ. Unpublished Manuscript.

Bernstein, B. (1964). Elaborated and Restricted Codes: TheSocial Origins and
Some Consequencesdmerican Anthropologist 66(6), pp. 55{69. ISSN 00027294.

Binstock, B. (2001). I've Got You Under My Skin: Riegl, Rembradt, and the
Will of Art History. In Wood eld, R. (ed.) Framing Formalism: Riegl's Work
chapter 11, pp. 219{264. G+B Arts International, Amsterdam.

Blau, J. R. (1988). Study of the Arts: A Reappraisal.Annual Review of Sociology
14, pp. 269{292.



120

Boswell, T. (2004). American World-Empire or Declining Hegeony? Journal of
World-Systems ResearghX (2), pp. 516{523.

Bourdieu, P. (1984). Distinction: A Social Critique of the Judgement of Taste
Harvard University Press, Cambridge, MA.

Bourdieu, P. (1993a).The Field of Cultural Production. Columbia University Press,
New York.

Bourdieu, P. (1993b). The Historical Genesis of a Pure Aesthet In Bourdieu
(1993a), chapter 10, pp. 254{266.

Bourdieu, P. (1993c). Outline of a Sociological Theory of ArPerception. In Bour-
dieu (1993a), chapter 8, pp. 215{237.

Boyer, J. W. (1995). Culture and Political Crisis in Vienna: Christian Socialism in
Power. The University of Chicago Press, Chicago, IL.

Brantlinger, P. (1996). A Postindustrial Prelude to Postctonialism: John Ruskin,
William Morris, and Gandhism. Critical Inquiry , 22(3), pp. 466{485.

Cerulo, K. A. (1989). Socio-Political Control and the Structire of National Anthems:
An empirical analysis of national anthemsSocial Forces 68(1), pp. 76{99.

Cerulo, K. A. (1993). Symbols and the World System: National Aftems and Flags.
Sociological Forum 8(2), pp. 243{271.

Chan, C.-S. (1994). Operational De nitions of Style Environment and Planning B:
Planning and Design 21, pp. 223{246.

Chan, C.-S. (2000). Can style be measured®esign Studies 21(3), pp. 277{291.
ISSN 0142-694X. doi:DOI: 10.1016/S0142-694X(99)00011-3.

Crawford, A. (1997). Ideas and Objects: The Arts and Crafts M@ament in Britain.
Design Issues13(1), pp. 15{26.

Cumming, E. and W. Kaplan (1991).The Arts and Crafts Movement Thames and
Hudson, London.

de Saussure, F. (1972)Course in General Linguistics Open Court, Chicago, IL.

Diesing, P. (1971). Patterns of discovery in the social sciencesAldine-Atherton,
Chicago, IL.

Durkheim, E. (1982). The Rules of the Sociological Method and Selected Texts on
Sociology and its MethodFree Press, New York.



121

Engels, F. (1978). To H. Starkenburg. In Tucker (1978), pp. 7768.

Evans, T. H. (1988). Folklore as Utopia: English Medievalistand the Ideology of
Revivalism. Western Folklore 47(4), pp. 245{268.

George, A. L. and A. Bennett (2005).Case Studies and Theory Development in the
Social SciencesMIT Press, Cambridge, MA.

Gerth, H. H. and C. W. Mills (eds.) (1946). From Max Weber: Essays in Sociology
Oxford University Press, New York.

Gilmore, J. (2000). The Life of a Style: Beginnings and Endings in the Narrative
History of Art. Cornell University Press, Ithica, NY.

Goodman, N. (1949). On Likeness of Meaninginalysis, 10(1), pp. 1{7.
Goodman, N. (1975). The Status of StyleCritical Inquiry , 1(4), pp. 799{811.

Gramsci, A. (1971). State and Civil Society. In Hoare, Q. and GN. Smith (eds.)
Selections from the Prison Notebooks of Antonio Gramsgdp. 210{276. Interna-
tional Publishers, New York.

Harvey, D. (1990). The Condition of Postmodernity Blackwell Publishers, Cam-
bridge, MA.

Hauser, A. (1979).The Sociology of Art University of Chicago Press, Chicago.

Hays, S. (1994). Structure and Agency and the Sticky Problem &ulture. Socio-
logical Theory, 12(1), pp. 57{72.

Hobsbawm, E. (1989).The Age of Empire: 1875{1914 Vintage Books, New York.
Hobsbawm, E. (1996).The Age of Capital: 1848{1875 Vintage Books, New York.

Holton, T. (2006). Digging Beyond "Style:' A Challenge for th Arts and Crafts
Revival. Arts and Crafts Homes and the Revivall(1), pp. 47{53.

Hough, G. G. (1969).Style and Stylistics Routledge and K. Paul, New York.

Kann, R. A. (1974). A History of the Habsburg Empire 1526{1918University of
California Press, Berkeley, CA.

Kant, I. (1790). The Critique of Judgement. In Preziosi, D. €d.) The Art of Art
History: A Critical Anthology, pp. 76{96. Oxford University Press, Oxford.

Kaplan, W. (2004a). America: The Quest for Democratic Design In Kaplan
(2004b), chapter 8, pp. 246{282.



122

Kaplan, W. (ed.) (2004b). The Arts & Crafts Movement in Europe & America,
1880{1920: Design for the Modern World Thames & Hudson, New York.

Kaplan, W. (2004c). Design for a Modern World. In Kaplan (20@b), chapter 1, pp.
10{19.

Kaufman, J. (2004). Endogenous Explanations in the Socigp of Culture. Annual
Review of Sociology30, pp. 335{357.

Kern, S. (2003). The Culture of Time and Space, 1880{1918Harvard University
Press, Cambridge, MA.

King, G., R. O. Keohane, and S. Verba (1994)Designing Social Inquiry: Scientic
Inference in Qualitative Research Princeton University Press, Princeton, NJ.

Kowcs, O. (2002). Historicism in Zsolnay Ceramics. IrEva Csenskey andAgota
Steinert (eds.) Hungarian Ceramics from the Zsolnay Manufactory, 1853{2001
chapter 2, pp. 35{43. The Bard Graduate Center for Studies ithe Deocative
Arts, Design and Culture, New York.

Kuhn, T. S. (1996). The Structure of Scienti ¢ Revolutions University of Chicago
Press, Chicago, IL.

Kwan, S. (2005). Why the U.S. Can't Have Its (Layered) Cake and & It Too:
Global Cycles, Cake Forms, and the Decline of American HegenyoriFood, Cul-
ture, & Society, 8(1), pp. 32{43.

Lang, B. (ed.) (1979). The Concept of Style University of Pennsylvania Press,
Philadelphia, PA.

Lena, J. C. (2004). Meaning and membership: samples in rap sic, 1979{1995.
Poetics 32, pp. 297{310.

Lieberson, S. (2000). A Matter of Taste: How Names, Fashions, and Culture
Change Yale University Press, New Haven, CT.

Loos, A. (1910). Ornament and Crime. In Frank, I. (ed.)The Theory of Decorative
Art: An Anthology of European and American Writings, 1750{B40, pp. 288{294.
Yale University Press, New Haven, CT.

Maddison, A. (2006). The World Economy, Volumes 1 and 20ECD Publications,
France.

Marx, K. (1967). Capital: A Critique of the Political Economy, volume 1. Interna-
tional Publishers, New York. English edition rst published1887.



123

Marx, K. (1978). Economic and Philosophic Manuscripts of 48l In Tucker (1978),
pp. 66{125.

McKinney, J. C. (1966). Constructive typology and social theoryAppleton-Century-
Crofts, New York.

Meyer, L. B. (1979). Toward a Theory of Style. In Lang (1979)pp. 3{44.

Molrar, M. (2001). A Concise History of Hungary Cambridge University Press,
Cambridge.

Panofsky, E. (1955). The History of the Theory of Human Proporbns as a Re-
ection of the History of Styles. In Meaning in the Visual Arts, chapter 2, pp.
55{107. Doubleday Achor Books, Garden City, NY.

Peterson, R. A. and N. Anand (2004). The Production of Culture Rspective.
Annual Review of Sociology30, pp. 311{334.

Pevsner, N. (2005). Pioneers of Modern Design: From William Morris to Walter
Gropius. Yale University Press, New Haven, CT.

Ragin, C. C. (1987). The Comparative Method: Moving Beyond Qualitative and
Quantitative Strategies University of California Press, Berkeley, CA.

Ragin, C. C. (1992). "Casing' and the Process of Social Inquiln Ragin and Becker
(1992), chapter 10, pp. 217{226.

Ragin, C. C. (1994). Constructing Social Research Pine Forge Press, Thousand
Oaks, CA.

Ragin, C. C. (2000). Fuzzy-Set Social ScienceThe University of Chicago Press,
Chicago.

Ragin, C. C. (2008a). Measurement versus Calibration: A S#éteoretic Approach.
In Box-Ste ensmeier, J. M., H. E. Brady, and D. Collier (eds.)The Oxford Hand-
book of Political MethodologyOxford Handbooks of Political Science, chapter 8,
pp. ??{?? Oxford University Press, Oxford.

Ragin, C. C. (2008b).Redesigning Social Inquiry: Fuzzy-Sets and Beyandniver-
sity of Chicago Press, Chicago, IL.

Ragin, C. C. and H. S. Becker (eds.) (1992).What is a Case? Exploring the
Foundations of Social Inquiry Cambridge University Press, Cambridge.

Riegl, A. (2004). Historical Grammar of the Visual Arts. Zone Books, New York.
Ruskin, J. (2006). The Nature of the Gothic Kessinger Publishing, White sh, MT.



124

Schapiro, M. (1953). Style. In Schapiro (1994), pp. 51{102.

Schapiro, M. (1994). Theory and Philosophy of Art: Style, Artist, and Society
George Braziller, New York.

Schaprio, M. (1966). On Perfection, Coherence, and Unity obFn and Content. In
Schapiro (1994), pp. 33{49.

Schorske, C. E. (1981)Fin-de-secle Vienna: Politics and Culture Vintage Books,
New York.

Simmel, G. (2005).Rembrandt: An Essay in the Philosophy of ArtRoutledge, New
York.

Sorokin, P. (1985). Social and Cultural Dynamics: A Study of Change in Major
Systems of Art, Truth, Ethics, Law, and Social RelationshipTransaction Books,
New Brunswick, NJ.

Stavenow-Hidemark, E. (2004). Scandinavia: "Beauty for All'ln Kaplan (2004b),
chapter 6, pp. 178{217.

Stoll, R. R. (1979). Set Theory and Logic Dover, New York.

Swidler, A. (1986). Culture in Action: Symbols and StrategiesAmerican Sociolog-
ical Review 51, pp. 273{286.

Swidler, A. (2001).Talk of Love: How Culture Matters University of Chicago Press,
Chicago.

Tombs, R. (2000). Politics. In Blanning, T. C. W. (ed.) The Nineteenth Century
Short Oxford History of Europe, chapter 2, pp. 10{46. Oxford Uiversity Press,
Oxford.

Trilling, J. (2003). Ornament: A Modern Perspective University of Washington
Press, Seattle, WA.

Tucker, R. C. (ed.) (1978). The Marx-Engles Reader W. W. Norton & Company,
New York.

Walker, H. A. and B. P. Cohen (1985). Scope Statements: Impenats for Evaluating
Theory. American Sociological Review50(3), pp. 288{301.

Wallerstein, I. (2000). The Rise and Future Demise of the Wit Capitalist System:
Concepts for Comparative Analysis. InThe Essential Wallerstein chapter 5, pp.
71{105. The New Press, New York.



125

Walton, K. L. (1979). Style and the Products and Processes éft. In Lang (1979),
pp. 45{66.

Weber, M. (1946a). Class, Status, Party. In Gerth and Mills 1946), chapter 7, pp.
180{195.

Weber, M. (1946b). Religious Rejections of the World and TleDirections. In
Gerth and Mills (1946), chapter 13, pp. 323{359.

Weber, M. (1958). The Rational and Social Foundations of MusicSouthern lllinois
University Press, Carbondale, IL. Translated and Edited by Bn Martindale,
Johannes Riedel, and Gertrude Neuwirth.

Weingarden, L. S. (1985). Aesthetics Politicized: William Mrris to the Bauhaus.
Journal of Architectural Education, 38(3), pp. 8{13.

Weingartner, R. H. (1959). Form and Content in Simmel's Philsophy of Life. In
Wol, K. H. (ed.) Essays on Sociology, Philosophy, and Aesthetiqsp. 33{60.
Harper and Row, New York.

White, H. C. and C. A. White (1965). Canvases and Careers: Institutional Change
in the French Painting World. John Wiley and Sons, New York.

Wieviorka, M. (1992). Case Studies: History or Sociology? IRagin and Becker
(1992), chapter 7, pp. 159{172.

Wel in, H. (1950). Principles of Art History: The Problem of the Development of
Style in Later Art. Dover, Mineola, N.Y.

Wollheim, R. (1979). Pictorial Style: Two Views. In Lang (199), pp. 129{145.
Wood, E. M. (2002). The Origin of Capitalism: A Longer View Verso, London.

Wuthnow, R. (1987). Meaning and Moral Order: Explorations in Cultural Analysis
University of California Press, Berkeley, CA.



