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Cubism, one of the most influential art movements of the 20th century, fundamentally
altered how artists and audiences perceive and represent reality. Initiated by Pablo Picasso
and Georges Braque in the early 1900s, Cubism challenged the conventions of linear
perspective and realistic portrayal that had dominated Western art for centuries. Unlike
earlier movements, which focused on accurate and singular depictions of objects and scenes,
Cubism fragmented and reconstructed forms to portray multiple perspectives at once, aiming
to present objects as if viewed from different angles simultaneously.

At the heart of Cubism was the desire to capture the essence of objects rather than their
superficial appearance. This led to the development of two primary phases within Cubism:
Analytic and Synthetic. Analytic Cubism, which dominated the early years of the movement,
involved a meticulous deconstruction of objects into basic geometric shapes. Artists would
break down objects like guitars, bottles, and human faces into facets, presenting them from
several angles in the same work. This phase of Cubism maintained a muted color palette,
focusing more on form than on color, which allowed viewers to concentrate on the
complexities of perspective and structure.

The later phase, known as Synthetic Cubism, emerged around 1912 and introduced a new
approach. Rather than simply deconstructing objects, artists began to reconstruct or
"synthesize" them. In Synthetic Cubism, artists often used bright colors and incorporated
found objects such as newspaper clippings, fabric, and other materials into their
compositions. This technique, known as collage, allowed Cubists to challenge traditional
boundaries of painting by integrating elements from the real world. This not only expanded
the possibilities for expression but also made a statement about the evolving role of art as a
reflection of contemporary society.

Cubism’s impact went beyond the realm of painting. Its influence permeated other forms of
art, including sculpture, literature, and even architecture. The movement's emphasis on
abstraction and multiplicity of perspectives inspired writers, architects, and designers to
break from linearity and embrace more fragmented, innovative approaches. In literature, for
example, authors like Gertrude Stein experimented with fragmented and disjointed language,
mirroring the Cubist style. In architecture, the movement contributed to the development of
modernist structures characterized by geometric forms and abstract designs.

Ultimately, Cubism paved the way for other modern art movements, including Futurism,
Constructivism, and Surrealism. By questioning the norms of representation and exploring
new ways to depict reality, Cubism laid the groundwork for abstraction as a dominant mode
in modern art. It opened up endless possibilities for artists to move beyond imitation and
into the realms of imagination and conceptual exploration. Through its radical approach,
Cubism remains a testament to the power of art to reshape perceptions and redefine the
boundaries of creative expression.

2-1. How were objects represented in Cubism?

(1004t oJf= S22 F3shA|Q.)

2-2. How did Synthetic Cubism differ from Analytic Cubism?

(100X} o2 ot=22 Hotr|2.)

2-3. What are the impacts of Cubism?
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All writing is a species of remembering. The recovery of memory is an ethical
obligation: the obligation to perﬁist in the effort to apprehend the truth.
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A2 1>

What has come to be called the ‘cultural turn' in the social and human sciences, especially in cultural
studies and the sociology of culture, has tended to emphasize the importance of meaning to the definition
of culture. Culture, it is argued, is not so much a set of things - novels and paintings or TV programmes
and comics as a process, a set of practices. Primarily, culture is concerned with the production and the
exchange of meanings - the 'giving and taking of meaning' - between the members of a society or group.
To say that two people belong to the same culture is to say that they interpret the world in roughly the
same ways and can express themselves, their thoughts and feelings about the world, in ways which will be
understood by each other. Thus culture depends on its participants interpreting meaningfully what is
happening around them, and 'making sense' of the world, in broadly similar ways.

This focus on 'shared meanings' may sometimes make culture sound too unitary and too cognitive. In any
culture, there is always a great diversity of meanings about any topic, and more than one way of
interpreting or representing it. Also, culture is about feelings, attachments and emotions as well as
concepts and ideas. The expression on my face 'says something’ about who I am [identity) and what I am
feeling (emotions) and what group I feel I belong to (attachment), which can be 'read’ and understood by
other people, even if | didn't intend deliberately to communicate anything as formal as 'a message', and
even if the other person couldn't give a very logical account of how s/he came to understand what I was
'saying'. Above all, cultural meanings are not only 'in the head'. They organize and regulate social practices,
influence our conduct and consequently have real, practical effects.
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The emphasis on cultural practices is important. It is participants in a culture who give meaning to people,
objects and events. Things 'in themselves' rarely if ever have any one, single, fixed and unchanging
meaning. Even something as obvious as a stone can be a stone, a boundary marker or a piece of
sculpture, depending on what it means - that is, within a certain context of use, within what the
philosophers call different 'language games' (i.e. the language of boundaries, the language of sculpture, and
so on). It is by our use of things, and what we say, think and feel about them - how we represent them -
that we give them a meaning. In part, we give objects, people and events meaning by the frameworks of
interpretation which we bring to them. In part, we give things meaning by how we use them, or integrate
them into our everyday practices.

A2 2>

Members of the same culture must share sets of concepts, images and ideas which enable them to think
and feel about the world, and thus to interpret the world, in roughly similar ways. They must share,
broadly speaking, the same ‘cultural codes'. In this sense, thinking and feeling are themselves 'systems of
representation’, in which our concepts, images and emotions 'stand for' or represent, in our mental life,
things which are or may be 'out there' in the world. Similarly, in order to communicate these meanings to
other people, the participants to any meaningful exchange must also be able to use the same linguistic
codes - they must, in a very broad sense, 'speak the same language'. This does not mean that they must
all, literally, speak German or French or Chinese. Nor does it mean that they understand perfectly what
anyone who speaks the same language is saying. We mean 'language’ here in a much wider sense. Our
partners must speak enough of the same language to be able to 'translate’ what 'you' say into what T
understand, and vice versa. They must also be able to read visual images in roughly similar ways. They
must be familiar with broadly the same ways of producing sounds to make what they would both recognize
as 'music’. They must all interpret body language and facial expressions in broadly similar ways. And they
must know how to translate their feelings and ideas into these various languages. Meaning is a dialogue -
always only partially understood, always an unequal exchange.

Why do we refer to all these different ways of producing and communicating meaning as 'languages’ or as
‘working like languages' ? How do languages work? The simple answer is that languages work through
representation. They are 'systems of representation’. Essentially, we can say that all these practices 'work
like languages', not because they are all written or spoken (they are not). but because they all use some
element to stand for or represent what we want to say, to express or communicate a thought, concept,
idea or feeling. Spoken language uses sounds, written language uses words, musical language uses notes
on a scale, the 'language of the body' uses physical gesture, the fashion industry uses items of clothing,
the language of facial expression uses ways of arranging one's features, television uses digitally or
electronically produced dots on a screen, traffic lights use red, green and amber - to 'say something'. (7}
These elements - sounds, words, notes, gestures, expressions, clothes - are part of our natural and

material world: but their_importance for language is not what they are but what they do, their function.

They construct meaning and transmit it. They signify. They don't have any clear meaning in themselves.

Rather, they are the vehicles or media which carry meaning because they operate as symbols, which stand

for or represent (i.e. symbolize) the meanings we wish to communicate. To use another metaphor, they

function as signs. Signs stand for or represent our concepts, ideas and feelings in such a way as to enable

others to read’, decode or interpret their meaning in roughly the same way that we do.
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So it is through culture and language in this sense that the production and circulation of meaning takes
place. The conventional view used to be that 'things' exist in the material and natural world; that their
material or natural characteristics are what determines or constitutes them; and that they have a perfectly
clear meaning, outside of how they are represented. Representation, in this view, is a process of secondary
importance, which enters into the field only after things have been fully formed and their meaning
constituted. (L) But since the 'cultural turn’ in the human and social sciences, meaning is thought to be

produced - constructed - rather than simply 'found'. Consequently, in what has come to be called a 'social

constructionist approach’, representation is conceived as entering into the very constitution of things: and

thus culture is conceptualized as a primary or 'constitutive' process, as important as the economic or

material 'base’ in _shaping social subjects and historical events - not merely a reflection of the world after

the event.
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