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The longevity of traditional linear perspective suggests a cultural desire for vision to
be stable and unchanging and for the meanings of images to be fixed. In fact, the act
of looking has been highly changeable and contextually meaningful, not in any ideal
sense, throughout modernity. Rational objectivity may be an accurate general
characterization of the modern episteme, but the mobilization of the seeing subjects
and the fascination with distortion (and depiction of perspective as a technique of
illusionism) that the anamorphosis (¥4Jf%) process suggests indicate that we should
take seriously alternative paradigms of looking. Artistic movements such as cubism
and surrealism have continually sparred with the dominant worldview for which
perspective is the paradigm. The intent of the artists working in these styles is not to
replace that episteme with a new worldview but to emphasize the status of perspective
and its worldview as culturally situated and determined by social conditions of seeing
and representation. The purpose of abstraction is to make obvious the historical and
contextual making of perspective by that emphasizing it is not a universal principle.
This occurs in works such as impressionist paintings that bring other aspects of seeing
into play or through strategies such as those used in cubism that analyze and

restructure the spatial logic of perspective.

(Quoted from Marita Sturken and Lisa Cartwright, Practices of Looking: An
Introduction to Visual Culture, New York: Oxford University Press, 2009, p. 169.)
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1. Romanticism was the response to the situation at the beginning of the [19th]
century, or rather an infinite number of individual responses to a constantly
changing situation. There was no single Romantic attitude nor can the variety of
Romantic ideas be encapsulated in a simple formula. [...] [T]The Romantics judged
works of art, literature and music not by predetermined rules, but according to the

sensibility of the individual. They were reluctant to accept any guide apart from



their own inner light.

(Quoted from Hugh Honour & John Fleming, A World History of Art, 5th Edition,
London: Lawrence King, 1st edition. 1984; 7th edition 2009, p.640.) (20%)

2. The association of the Left (/=)J%) with the avant-garde (Hijf#)Jk) was by no
means unprecedented, with the Soviet cinema of the 1920s and the surrealist
movement both prefiguring the post-1968 alignment. In thinking through the
implications of their position, the new generation of film theorists returned to
earlier discussions of the relations between the avant-garde and politics, focusing
their attention chiefly on the debates of the inter-war period, when Marxists were

concerned to mobilise art in the struggle against fascism.

(Quoted from Robert Lapsley and Michael Westlake, Film Theory: An
Introduction, New York: Manchester University Press, 1988, pp. 181.) (20%)
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