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In a landscape flooded with light... where the academic painter sees nothing but a broad
expanse of whiteness, the Impressionist sees light as bathing everything not with a dead
whiteness, but rather with a thousand vibrant struggling colours of rich prismatic
decomposition. Where the one sees only the external outline of objects, the other sees the
real living lines built not in geometric forms but in a thousand irregular strokes, which at a

distance, establish life.
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It seems appropriate to vary Wolfflin's examples to some extent to bring out different
factors covered by his terms. The first pair of concepts in the book designed to characterise
the shift from High Renaissance to seventeenth-century painting, is that of 'linear' and
'painterly’:

The meaning of seeing linearly is that the sense and beauty of things are sought first

of all in outlines — interior forms also have their outlines — so that the eye is led

along the outer limits and drawn to a sense of the tangible edge of objects
What Wolftlin is picking out with his notion of linearity is, first of all, a relation between
medium and object: it is not a matter of drawn lines of edges, but a correspondence, a use of
one to pick out the other. And it is not merely a certain kind of equivalence between object
and medium, but one with a particular purpose: to achieve clarity in the spatial separation
and relation of objects. This notion of a lucid outline therefore implies that figures or forms

must be presented to the eye in a position from which they are readily intelligible.
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