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Art Resources

on the Internet

What's on the Art in Focus Web Site?

The Art Online Web site connects you to the
arts community and powerful tools that
enhance the content in Art in Focus. At
art.glencoe.com you will find a gateway to
resources for every unit and chapter in your
book.

Take a tour when you begin your art class to
discover all the ways you can use the site.
Start with Find Your Book Here to locate
links, study tools, and activities.

Use the Web Links, Art History Time Line,
and Web Museum tours to bring to life art
collections from museums around the world.

How Can | Use These Resources?

>

>

When you need to find out more about an
artist, technique, or art style, investigate the
links at art.glencoe.com.

View images of thousands of artworks in
online galleries and collections to enhance
your research, reports, and presentations.
When using resources on the Internet,
remember to cite sources and recognize
copyright regulations.

Explore Artist Profiles to find more on the
artists you will be reading about. Find out
about exciting career possibilities in the arts
in the Career Corner.

Explore Student Art Gallery and
Studio Activities

>

Glencoe’s Student Art Gallery showcases
exemplary artwork by students who have com-
pleted studio activities from Glencoe’s text-
books. Here you can view examples of works
in several media:

* Mixed Media
e Digital Art

¢ Painting
® Drawing

Look for additional Studio Projects online. As
you complete these projects you will develop
problem-solving skills by working in a variety
of media and art styles.

Try Study Tools and Art Quests

>

>

As you review lesson content, use the online
study tools, concentration games, and
eFlashcards.

Challenge yourself with Art Quests—online
tools that provide pathfinders to guide you
through the vast world of art online.

El!ﬂl}!}
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H4 Art Handbook

Studying Art

How Do I Use Art in Focus?

Artists and educators have identified certain
areas of focus to help you study art. There are six
standards by which you can explore the world of
art. Art in Focus is written to guide you in explor-
ing and creating art to understand its influences
and benefits to you and the world around you. This
book will help you to:

1. Understand and apply media, techniques,
and processes of art.

2. Use knowledge of structures and functions
in art.

3. Choose and evaluate a range of subject
matter, symbols, and ideas used by artists.

4. Understand the visual arts in relation to
history and cultures.

5. Reflect upon and assess the characteristics
and merits of your work and the work of
others.

6. Make connections between visual arts and
other disciplines.

Art in Focus takes you across time and space to
discover the origins of art, explore artworks and
the artists who create those works, and to examine
ways that art influences society and cultures. The
first part of your book will provide an introduction
to the methods you can use to sharpen your skills
as art critic and art historian. Then, throughout the
rest of the text you will be able to put these skills
to work.

S [ contents J§ 2

Reading About Art

P>  Focus on Reading and Time Line activities
in each chapter opener will start you on your
journey. Use these strategies to preview what
you will learn.

> Study the captions and credit lines as you
examine each work of art in a lesson.
Answering questions in the captions will
help you gain information about the art.

P> Scan the headings in each lesson. After
you read, review what you have learned
using Lesson Review questions and the study
tools on the Web site.

Practicing Art Criticism

> Vocabulary terms in each lesson help you
to develop your visual vocabulary. Practice
this vocabulary and identify more details in
artworks. You will be able to describe and
discuss artworks with others when you use
words that are precise and accurate.




Being an Art Historian

>

Ask questions about the art and the artists
discussed in the chapter. Find out a much as
you can about each work and the artist who
created it.

Time & Place Connections will help you
place art in the context of history. You will gain
more in-depth information as you recognize
the impact art has on history and cultures.

Looking Closely features guide you in exam-
ining details in the artwork and help you to
understand and apply your visual vocabulary.

Creating Art

>

v

Studio Lessons in many of the chapters
guide you in finding a purpose and inspira-
tion to practice what you have learned to
solve specific art problems.

Step-by-step instructions help you to expe-
rience a variety of art media and techniques.

Examining Your Work following each
Studio Lesson will help you polish your art
criticism skills.

Communicating
through Art

> Symbolism and Storytelling in Art fea-
tures throughout the text will help you iden-
tify how an artist can use details to
communicate symbols and stories into the
subject matter of the artwork.

> Styles Influencing Styles helps you com-
pare and contrast two artworks to find out
how artists and styles are affected by art of
other art periods and cultures.

P>  Your Portiolio is the place where you will
keep examples of your work and record your
progress as you develop your art skills.

Connecting with other
Disciplines

P> TIME Art Scene connects art to the real
world around you. You will read about cur-
rent news and events and connect art to
other disciplines.

P>  Virtual Museum Tours guide you through
the vast art resources available on the Inter-
net and let you find connections through art
to a multitude of subject areas.

P> The Career Handbook demonstrates a vari-
ety of art-related careers to choose from.

Art Handbook HS




HG6 Art Handbook

How Should I Read My
Textbook?

Reading your Art in Focus textbook will take you
on a reading journey through art history. You will
find a great amount of information in it. It is an
example of nonfiction writing—it describes art-
works, art styles, and artists from the real world,
and introduces you to people, images, and ideas.

Here are some reading strategies that will help
you become an active textbook reader. Choose the
strategies that work best for you. Look back at
these strategies to remind yourself what you can
do to get the most from your reading. The activi-
ties at the beginning of each chapter will help guide
you as you read.

_ CONTENTS

Before You Read

Set a Purpose

Why are you reading the textbook?

How might you be able to use what you
learn in your own life?

Preview
Read the chapter title to find out what
the topic will be.

Read the subtitles to see what you will
learn about the topic.

Skim the fine art images, photos, and
maps.

Look for vocabulary words that are
boldfaced. How are they defined?

Draw From Your Own
Background

What do you already know about this
topic?

How is the new information different
from what you already know?

If You Don't Know What A
Word Means

P> Think about the setting, or context in
which the word is used.

P>  Checkif prefixes such as un, non, or pre
can help you break down the word.

P> Look up the word’s definition in a

dictionary or glossary.

| 2



As You Read

Question

What is the main idea?

How well do the details support the
main idea?

How do the art images, charts, and
maps support the main idea?

Connect

Think about art you have seen and
artists you know about in your own
community.

Are there any similarities with those in
your textbook?

Predict

Predict events or outcomes by using
clues and information that you already
know.

Change your predictions as you read
and gather new information.

Visualize

Use your imagination to picture the set-
tings, events, and artists that are
described.

Create graphic organizers to help you see
relationships found in the information.

" CONTENTS y

After You Read

Summarize

Describe the main idea and how the
details support it.

Use your own words to explain what
you have read.

Assess

What was the main idea?

Did the text clearly support the main
idea?

Did you learn anything new from the
material?

Can you use this new information in
other school subjects or at home?
Reading Do’s
DO LN

Establish a purpose for reading.

vy

Think about how your own experi-
ences relate to the topic.

> Try different reading strategies.

Reading Don’ts

Don'’t...

> Ignore how the textbook is organized.
P Allow yourself to be easily distracted.
> Hurry to finish the material.

Art Handbook H7



to store in your art portfolio.

What is a Portfolio?

> A portfolio is a collection of artwork you have
created that demonstrates your progress and
achievements as an artist over time. A well-
organized portfolio should include self-reflec-
tion and critical analysis of your artworks.

P> Your portfolio is an interactive storage unit
for your artworks, providing ease and con-
venience when transporting artwork, and
protecting artworks from damage while you
create.

P> Your portfolio might be large cardboard fold-
ers or boxes filled with drawings and writ-
ings that also include video clips,
photographs, and three-dimensional sam-
ples. It might be an electronic file with digi-
tal images and notes saved on a computer.

How to Build Your Portfolio

> Knowing what can go into a portfolio helps
you determine what is appropriate in rela-
tion to each assignment. Observations, ver-
bal responses, written records, drawings and
sketches, and actual products are the basic
contributions to a portfolio.

> Technology now makes it possible for you to
not only include digital artworks in your
portfolios, but also to consider digitizing all
of your traditional artworks. Scanners, digi-
tal still and video cameras, and current soft-
ware now make the creation of electronic or
digital portfolios easy and affordable.

> [l' CONTENTS
H8 Art Handbook \(

Building Your A vt Portfolio

Art in Focus presents you with opportunities to develop your
artistic skills by experimenting and creating your own artworks

Digital Portfolios

P> Electronic or digital portfolios offer the con-

venience of being able to transport and view
all artworks created on a single CD-ROM. You
can easily develop an organization or struc-
ture for the presentation of the images. By
creating electronic portfolios, you are also
learning and applying technology skills used
by art professionals in today’s workplace.

A digital portfolio can be easily accessed on
a computer for review or reflection. It can
include text, audio, graphics, digitized pho-
tos, video, and hypermedia presentations.
You can include multimedia presentations
and Internet pages, as well as videos and
sound.

How to Organize Your Portfolio

> Keep an outline or checklist of assignments

to keep track of what should be completed
and placed in your portfolio. Set aside some
time periodically to update, reorganize, or
adjust your portfolio.

Peer reviews and written self-reflections are
also valuable to place in your portfolio. Reor-
ganizing your portfolio is an effective way to
review your work and analyze your progres-
sion and growth as an artist.
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I d in SOC'aI stu » eit. . Compare.th.ese two te‘chnlques.H'owt?o they differ? How
real WOor h I Y are they similar? Explain your findings in a short Summary,
: technology.
science, and

[0 The Art of Inda, Ching, and Japan

art
Compare and contrast artworks aIl:dr -
les to identify historical am.1 .f.:u l:'
isl:;uences, trends, and similarities o

differences.

iti nguage
Practice your reading, writing, andtI:’ i tgy g
arts skills as you complete each ac
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Mapping Art HiStOI'y

How Do I Use the
Maps in Art in Focus?

You will find maps throughout your textbook that
can add to the information you are reading about
art. As you learn about the places where art peri-
ods and styles developed, you can use the maps to
picture where these places are located. Use your
map skills to help you understand the information
on the maps.

Why Read a Map? Maps can direct you down the
street, across the country, or around the world. In
this book, you will explore the world through art his-
tory. Maps are included so you can find locations of
art periods and movements. Knowing the location
of places helps you develop an awareness of the
world around you as you study
the art of a culture or time period.

Using Time Lines

The Art Handbook Time Lines beginning on the
next page provide a comprehensive overview of
each major period of art history. With this tool you
can review artworks and understand them in the
context of the period in which they were created.
These Time Lines can aid you in researching events
of a particular period or recognizing the influences
on different art styles.

You will also find a Time Line at the beginning
of each chapter, with dates, art periods, and art-
works covered in the chapter. Use these as an
overview of the art in each chapter and to get a
sense of the time and place in which the artists
lived and worked.

Roman Empire

.
Hdrian’s Wall ?
A
"“‘ North ?i.-'

ATLANTIC

OCEAN [
5op,
A

Using Your Map Skills

Examine the maps at the
beginning of lessons in Art in
Focus as you read about each
culture or geographic area you
will study. Answer the ques-
tion provided in the Map Skills
caption. You may wish to
investigate more about a
nation or a culture once you
begin to recognize the ways
that art history and art styles
have influenced history and
cultures in different parts of
the world.

[ End of Punic Wars, 146 B.C.

[ At Caesar’s death, 44 B.C.

[ At Augustus’s death, Ap. 14

[ Greatest extent of empire, AD. 130
* Battle site

" AFRICA
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EARLY CIVILIZATIONS

30,000 8.¢.-500 B..

Art Style/Period Artworks Historical and Cultural Events

30,000 s.c. Paleolithic Period begins b Humans live as hunter-gatherers
: Cave paintings of Altamira and Lascaux

15,000 B.c. a Chinese Horse (p. 129)

11,000 B.c. Magdalenian Era Bison Licking Its Back (p. 133) »

8000 B.c. Neolithic Period begins in some regions Humans begin to live in settled villages

(c. 5000-8000 B.c.)
. Humans begin to domesticate plants and animals
5000 B.c. Sumerians settle in Mesopotamia (4500 B.c.)
3000 B.C Bronze Age begins in Greece Sumerians create musical instruments and songs
Bronze tools are used in Sumer

» Pharaoh Khafre (p.156)

2500 B.c. The Old Kingdom in Egypt Stone is used to construct great pyramids
(c. 2575-2130 B.C.)
Sumerians develop cuneiform writing (c. 2500-3000 B.c.)
Akkadian period
(c. 2340-2150 B.C.)

2000 B.C Neo-Sumerian period
(c. 2150-1800 B.c.) a Seated Gudea (p. 137) -
Stonehenge (p. 134) »
The Epic of Gilgamesh

1900 B.C

The Middle Kingdom in Egypt
(c. 1938-1600 B.c.)
Babylonians gain control of Mesopotamia
King Hammurabi establishes a set of laws (1792-1750 B.c.)
1500 B.C The New Kingdom in Egypt begins Mesopotamians myth
(1539 B.c.)

a Queen Nefertiti (p. 158)

1000 B.c Iron Age begins Assyrians rule Mesopotamia (900-600 B.c.)
King Nebuchadnezzar restores Babylon

Persians advance into Mesopotamia

S [ contents J 2
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1300 B.C.

A.D. 300
End of Western Roman

A.D. 500

Art Style/Period

Geometric Period
(1000-700 B.C)

Archaic Period
(c. 640-490 B.C)

Classical Period
(c. 490-300 B.C.)

Hellenistic Period
(323-3318.C)

Roman Empire

(c. 27 B.C. to AD. 330)

Empire (A.D. 476)

H12 Art Handbook Time Line

Artworks

&

» Geometric Jug
(p. 174)

v Hera of Samos
(p. 178)

Exekias Vase »
(p.175)

v Parthenon
(p. 169)

v Dying Gaul
(p. 184)

< Flora (Spring)
wall painting
(p. 194)

a Arch of
Constantine
(p. 207)

S [ contents § 2

GREECE ano ROME

1300 8.¢.-AD.500

Historical and Cultural Events

Mycenaean civilization

Trojan War (c. 1250 B.C))
Homer’s llliad and Odyssey
Ancient Olympic Games (c. 900-700 B.C.)

Athens becomes a unified city-state

Pericles begins construction of Parthenon (447 B.c.)
Sophocles writes the tragedy Antigone (443 B.C))
Peloponnesian War (431 B.C.)

Athenian Empire is destroyed (405 8.c.)

Alexander the Great dies (323 B.C.)

Euclid writes Elements of Geometry (323 B.C)

Etruscans become subject to Rome (295 B.C))

Death of Virgil, Roman poet
Crucifixion of Christ
Eruption of Vesuvius, Pompeii (A.D. 79)

Roman conquest of Britain (A.0. 43-85)

Constantine dedicates new capital (A.D. 360)

Books begin to replace scrolls



Time Line ASIA

3000 8.c.-A.0.1500

Date Art Style/Period Artworks Historical and Cultural Events
Harappan Period Indus Valley civilization begins

1000 B.c. Shang Dynasty, China Hindu writing, The Upanishads (600-300 B.C.)

(1766 B.C.)

Han Dynasty, China
(206 B.C. to AD. 220)

CREDE  Tang Dynasty, China ~ Shiva Nataraja, China’s Golden Age (c. 618)
India (p. 221)

m Ming Dynasty, China Genghis Khan invades northwest China

(1368-1644)

Edo Period, Japan The Great Wave » I
(p. 239)
i 5

THE AMERICAS

10,000 8.c.-A0.1800

Date Art Style/Period Artworks Historical and Cultural Events

(ODIDTRES  Woodland Period Hunting, fishing, and gathering in North America

A (DORHSES  Mound builders Ohio Valley sees first mound builders
(c. 1000 B.C. to A.D.1000)

Maya culture (c. AD 320) Maya build their first cities in Central America
m Pueblo Period (c. 700-1100 B.C. ) Anasazi use bricks, build kivas

ﬂ Aztec culture (c. 1324)  Xipe Impersonator Aztecs conquer Mexico
Inca culture (p. 260) Incas build Machu Piccu

Saddle Blanket »
(p. 251)

AFRICA

AD.700-1700

Date Art Style/Period Artworks Historical and Cultural Events

Harappan Period Islam spreads across North Africa (700-800)

4 Portrait of a King  Yoruba cities develop (800-1000)
(p. 267)

Yoruba culture

Shona peoples build structures in Zimbabwe

European slave trade

Asante culture v Kente cloth Asante weavers create kente cloth patterns
(p. 271)

Story of Tambuka, Swahili epic poem

PETIT  Benin culture Kingdom of Benin reaches its peak

S [ contents J 2

Art Handbook Time Line HI13




H14

Date Art Style/Period Artworks

Roman Empire
(27 B.C. to AD. 395)

Byzantine Empire
(A.D. 330-1453)

Early Medieval Period

Medieval Period
(c. 500-1500) a Justinian and
Attendants (p. 296)

<« Mezquita Mosque,
Cordoba, Spain
(p. 299)

v Equestrian
Statuette (p. 311)

1000 Romanesque Period
(c. 1000-1200)

1100 Gothic Period v Christ in Majesty
(c. 1150-1500) (p. 326)

i 4« Leaf from Koran
T (0. 297)

4 Book of Hours
(p. 343)

Art Handbook Time Line

S [ contents § 2

ART IN QUEST OF SALVATION

278.¢-AD.1500

Historical and Cultural Events

Monasticism has its roots in the Near East
(a.D. 200)

Roman Empire legalizes Christianity
(AD. 313)

Plans for Vatican Palace begin in Rome

Muhammad, prophet of Islam, born in Mecca
(A.D. 570)

Beowulf, the Anglo-Saxon epic poem is written

Islam spreads throughout Northern Africa

Moors rule Spain (711-1492)

Charlemagne becomes the first Holy Roman Emperor
Charlemagne dies (814)

Feudalism emerges in Western Europe

Crusades begin in Europe (1095)
Pilgrimages to Jerusalem begin

Pointed arch and flying buttress developed by
French architects

King John of England signs the Magna Carta (1215)

Dante completes The Divine Comedy (1321)

The Plague (Black Death) kills one-third of England’s
population (1349)

Chaucer writes The Canterbury Tales (c. 1387)

Limbourg Brothers produce a luxurious Book of
Hours for the Duke of Berry (1413-1415)



ART OF MODERN EUROPE

1400-1600

%’

Date Art Style/Period Artworks Historical and Cultural Events

Hundred Years’ War between England and France
(1337-1453)

Italian Renaissance Brunelleschi discovers linear perspective (1412)
(c. 1400-1520)
The Medici family flourishes in Florence

Johannes Gutenberg invents movable type (1440)

~ Portrait of a Lady Florence becomes a center of Renaissance humanism
(p. 388)

y‘E{I8  High Renaissance

(c. 1495-1527)

Italian Mannerism I

Elizabethan Age
(c. 1558-1603)

Rome is premier Renaissance city

~ Pieta (p. 369) Hapsburgs rule

<« Mona Lisa (p. 369) Martin Luther writings lead to
Protestant Reformation (1517)

v Madonna with the
Long Neck (p. 402)

Philip 1l becomes King of England (1556)

The arts and drama flourish in England

Marlow writes The Tragical History of Faustus

L Il Gesu (p. 420)
First ballet performed at the French Court

Edmund Spenser writes the epic poem
The Faerie Queene (1590-1596)

Crusades begin in Europe (1095)

Shakespeare writes Romeo and Juliet (1596)

Globe Theatre is built in London (1599)

Baroque Period a The Conversion Queen Elizabeth | dies, James | becomes king of
(c. 1600-1700) of St. Paul (p. 425)  England (1603)

S [ contents J 2
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Date Art Style/Period Artworks

Baroque Period continues
(c.1600-1700)

a David (p. 424)

< The Night Watch
(p. 431)

v Hall of Mirrors,
Palace of Versailles
(p. 447)

Roccoco Period
(c. 1700-1800)

v The Attentive
Nurse (p. 451)

4« The Blue Boy
(p. 453)

~ The Third of May
1808 (p. 457)

1740

1800

H16 Art Handbook Time Line

ART OF MODERN EUROPE

1600-1850

Historical and Cultural Events

Miguel de Cervantes writes Don Quixote (1605)
English colonists settle in North America (1607)

Galileo perfects the telescope (1609)

Louis XIV, the Sun King, reigns in France
(1643-1715)

The Great Fire of London (September 2-6, 1666)

J.S. Bach composes “The Brandenburg Concertos”
(1721)

Handel composes “Music for the Royal Fireworks”
(1749)

Benjamin Franklin conducts experiment proving
lightning is electricity (1752)

The American Revolution (1775-1776)

The Industrial Revolution begins in Great Britain

Mozart composes the “Jupiter” symphony (1788)

Parisian peasants storm the Bastille;
The French Revolution begins (1789-1799)

The Louvre opens in Paris as a public museum
(1793)

Napoleon becomes emperor of France (1804)

French army invades Spain and captures Madrid
(1808)

S [ contents J§ 2
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1700-2000
Date Art Style/Period Artworks Historical and Cultural Events
Neoclassicism Discovery of Pompeii ruins renews interest in
(c. 1730s-1850) Classical art forms

U.S. Declaration of Independence (1776)

4« The Death of French Revolution begins (1789)

Marat (p. 467) Louis XIV is executed, Reign of Terror in France begins
(1793)

Coleridge and Wordsworth publish Lyrical Ballads
First important poetry of the Romantic era

1800 Romanticism v Wrath of the Medusa
(1790-1850) (p. 471)

Charles Dickens writes Oliver Twist (1837-1839)
Louis Daguerre develops photographic image process

Civil War fought in the United States (1861-1865)
First Transcontinental Railroad in the U.S. completed
First Impressionist Exhibition in France (1874)
Thomas Edison invents the phonograph

Impressionism (1860-1900)

Realism (1880-1900)

g :3:00) Post-Impressionism a The Olive Trees
(c. 1880s) (p. 493)
Fauves (1905-1910) First exhibition of Cubist art (1907)
Cubism (1907-1920) [] The Armory Show of modern art in America (1913)
Dada movement World War | (1914-1918)

(1915-1922)

Regionalism in America The Jazz Age in the United States

(1930s) a American Gothic  U.S. Stock Exchange collapses (1929)
(p. 549) John Steinbeck writes The Grapes of Wrath
World War 1l (1939-1945)
Abstract Expressionism The first programmable computer is constructed
Pop art (1950s) | « Woman VI Korean War (1950-1953)

(p. 552)

Op art (1960s) Vietnam War (1955-1975)

v Giant Three-Way  Civil Rights movement begins in the United States

Plug (p. 555) Neil Armstrong walks on the moon (1969)
Photo-Realism (1970s) :‘. The Internet ushers in the Information Age
Tom Wolfe publishes The Bonfire of the Vanities
1980 Postmodernism (1980s) End of the Cold War era (1989)
v Sonia (p. 576) Pro-democratic protest in Tiananmen Square, China

The world celebrates the Third Millenium
Frank Gehry's Disney Concert Hall opens (2003)

S [ contents J 2

Digital art emerges (1990s) . Nelson Mandela is freed from prison (1990)
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UNIT

CREATING AND
UNDERSTANDING
ART

g’ ake a moment to study the painting
created by Gabriele Miinter. Do you

think this is a successful work of art? To gain
information from and about works of art, you
must know the right questions to ask. In the
pages that follow, you will discover what those
questions are—and learn how to use them to
defend your own decisions about the meaning
and value of art.

Web Museum Tour Visit art.glencoe.com and explore
works of more than 250 women artists at the National
Museum of Women in the Arts.

Activity Search the collection by artist or period. Read
the profile about Gabriele Minter and view another
painting by this progressive artist. What historical
events influenced her career?

Gabriele Munter. Staffelsee in Autumn. 1923. Qil on board.

34.9 X 48.9 cm (13% X 19'4"). National Museum of Women in
the Arts, Washington, D.C. Gift of Wallace and Wilhelmina
Holladay. © 2002 Artists Rights Society (ARS)/VG Bild-Kunst, Bonn.

_ CONTENTS y

A



http://www.art.glencoe.com

——

ART AND YOU

%‘ave you ever painted a picture or shaped a piece of clay? What are
some of the types of artforms you have seen? Why do you think
artists create art? The visual arts are a universal language. Through the arts,
people have portrayed their world and expressed their dreams, ideas, and
feelings. Every work of art reflects the time and place in which it was
created. For this reason, art offers us a unique opportunity to journey into
the past. There, we can linger a moment to gaze into the eyes of Girl with a
Pearl Earring (Figure 1.1), and imagine what her life might have been like.
What meaning might the painting have held for the artist, Jan Vermeer?

FOCUS ON READING

Read to Find Out As you read this chapter, make connections
between the works of art and the people, places, and events in your life.
Look at the young girl shown in Figure 1.1. Who do you think she was?
Perhaps her expression reminds you of someone you know. What emo-
tions does her facial expression suggest?

Focus Activity Girl with a Pearl Earring was painted around
1665-1667. What do you think life was like in seventeenth-century
Holland? On a separate sheet of paper, write a caption that tells some-
thing about the girl in the painting. Making connections between a
work of art and your own life will enhance your appreciation of the
visual arts.

Using the Time Line The Time Line shows details of some of the

artworks you will study in this chapter. Locate the images on the time
line as you read, and consider the time and place in which each artist
worked.

€

‘ ¢. 1665-1667

c. 1425 s.c.
Ancient Egyptian wall
paintings in tombs depict
customs in Egyptian life

Jan Vermeer
paints Girl with
a Pearl Earring
(Detail)

1542 c. 1633
Titian paints Judith Leyster
Ranuccio Farnese paints The Concert

1500 B.cC. A.D. 1500

Art from ancient civilizations




B FIGURE 1.1 Jan Vermeer. Girl with a Pearl Earring. c. 1665-1667. Oil on canvas. 46.5 X 40 cm (187 X 15 %)
Royal Cabinet of Paintings, Mauritshuis, The Hague, The Netherlands. Scala/Art Resource, NY.

1934 1940

Uemura Shoen creates Mother and Marie Apel creates
Child, exploring the theme of bronze sculpture Grief
beautiful women in Japanese art (credit p. 8)

Art from many
cultures

Art in a variety of media

1954

Jacob Lawrence
creates Man with
Flowers

(Detail. Credit p. 22)

T PLAGE

Refer to the Time Line
on page H11 in your
Art Handbook for
more details.




LESSON ONE

Vocabulary
m visual arts
m fine arts

m applied arts

Discover
After completing this lesson,

you will be able to:

m Identify the difference between
fine arts and applied arts.

m Discuss why cultures and artists
create art.

m Explain the benefits of studying
art.

m Identify art sources within a
community.

Exploring Art

hy do people choose to make, perform, and respond to art? After

all, it is not necessary to create or experience art in order to
ensure physical survival. Art is not needed to maintain life in the way that
food, clothing, and shelter are. Yet, humans have persisted in creating
every form of art since earliest times (Figure 1.2). The desire to create,
perform, and appreciate works of art is universal among humans. Just
what is it that has made, and continues to make, art so special in the lives
of all people? To answer that question we must first arrive at a definition
for art in general and then, more specifically, for the visual arts.

What Is Art?

The arts are a basic form of human communication. The visual arts,
music, literature, and poetry may be considered the means by which
people, past and present, express themselves in unique sights and sounds
that capture the interest, imagination, and appreciation of others.

B FIGURE 1.2 Paintings on the walls of tombs tell us a great deal about life in ancient Egypt over
three thousand years ago. Can you identify the different kinds of tribute or payment being made?
For whom do you think it is intended?

Presentation of Nubian tribute to Tutankhamun (restored). Detail from a wall painting from the Tomb of Amenhotpe Huy, XVIII
Dynasty. Egyptian, Thebes, Qurnet Murai. c. 1360 B.c. 182 X 524 cm (71% X 206'%"). Egyptian Expedition of The Metropolitan

Museum of Art, Rogers Fund, 1930. 30.4.21.
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B FIGURE 1.3 This American artist has been immensely popular since 1948, when he exhibited his

famous painting entitled Christina’s World. Do you feel that the artist succeeded in creating a lifelike
picture? What features do you find especially realistic?

Andrew Wyeth. Soaring. 1950. Tempera on masonite. 130 X 221 cm (48 X 87”). Shelburne Museum, Shelburne, Vermont.

Arriving at a more specific definition for
the visual arts may not sound too difficult at
first—until you realize that this task has chal-
lenged scholars throughout history. Great
philosophers, including the ancient Greeks
Plato and Aristotle, have attempted to define
the nature of art and understand its unique
contribution to human life. In their efforts to
define art, scholars have tried to establish the
qualities that identify an object as a work of
art. You may find that your own ideas about
art take into account some of the same quali-
ties noted by scholars:

® Art should mirror reality. It must look
like something seen in the real world
(Figure 1.3).

® Art must be pleasing to the eye, even if it B FIGURE 1.4 This sculpture is made with colored metal parts that
is not realistic (Figure 1.4). have been welded together. Does this work remind you of anything
e Art should express the artist’s ideas, beliefs, found in the natural world? Do you think it may have been inspired

. . N . 5
and feelings so that others can understand by something seen in the natural world? If so, what might that be?

them (Figure 1.5, page 8). Nancy Graves. Palpable Interconnection. 1990. Iron, bronze, aluminum, stainless and car-
bon steel with polychrome patina. 154 X 134.6 X 53.4 cm (60% X 53 X 21”). The Lowe

Perhaps you feel that all these quahtles are Gallery, Atlanta, Georgia. © Nancy Graves Foundation/Licensed by VAGA, New York, NY.

important, although they need not all be \
S [ contents J 2
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evident in the same work. After all, some
works are successful because they do look
real. Others do not mirror reality, but are still
pleasing to the eye. Still others do not look
lifelike and are not visually appealing, but
succeed in communicating ideas or feelings. If
you take into account all these qualities, you
can define visual arts as unique expressions
of ideas, beliefs, experiences, and feelings pre-
sented in well-designed visual forms.

Various Forms of Art

Artists use their imaginations, creativity,
and skills to express themselves in a tangible,
visually appealing way. Whenever you paint a
picture, sculpt a figure with clay, or express

M FIGURE 1.5 The artist has created
an expressive work that attempts to
show the isolation and grief accompa-
nying the loss of a loved one. What
features do you find especially effec-
tive in communicating this feeling

of sorrow?

Marie Apel. Grief. 1940.50.8 X 17.8 X 15.2 cm
(20 X 7 X 6"). Bronze. National Museum of
Women in the Arts, Washington D.C. Gift of the
artist’s daughter.

M FIGURE 1.6 The warm, intimate relationship of
mother and child is captured in this wood carving.
What do you consider to be the most impressive
feature of this work: its visual appeal, or its power-
ful expression of emotion? Do you think the work'’s
appearance and its emotional impact are equally
important?

Elizabeth Catlett. Mother and Child. 1933. Mahogany. 171.5 X 41.9
X 39.4 cm (67 %2 X 16%: X 15%"). Collection of the Studio Museum
in Harlem, New York. © Elizabeth Catlett/Licensed by VAGA,

New York, NY.
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yourself in a song, a dance, or a poem, you
are creating art. However, art can take
different forms. Two primary forms are fine
arts and applied arts.

Fine Arts

In the visual arts, fine arts refers to paint-
ing, sculpture, and architecture, arts which
have no practical function and are valued
in terms of the visual pleasure they provide
or their success in communicating ideas or
feelings (Figure 1.6). The one exception is
architecture, which involves designing struc-
tures that strive to be both attractive and func-
tional. A building’s primary purpose, however,

is to provide shelter and service other human
needs. Therefore, architecture is also consid-
ered a form of applied arts.

Applied Arts

There is no clear dividing line between
fine arts and applied arts. The term applied
arts is most often used to describe the design
or decoration of functional objects to make
them pleasing to the eye. Made either by
hand or by machine, works of applied art are
intended primarily to serve a useful function
(Figure 1.7). Artists who create applied arts
or crafts are usually referred to as designers,
artisans, or craftspeople.

B FIGURE 1.7 The designs created by craftspeople are often highly complex and skillful. What
impresses you most about this work, its design or its practical usefulness?

Maria and Julian Martinez. Black-on-black storage jar. 1942. Clay shaped by Maria and design painted by Julian. 47.6 X 56 cm
(18% x 22"). Courtesy of the Museum of New Mexico, Santa Fe, New Mexico. School of American Research Collection.

<
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Why Art Is Created

Art of some kind has been created by cultures
throughout the course of history. This prompts
the question: Why do cultures create art?
Although it would be impossible to list all the
reasons, the following warrant consideration:

® Aesthetics. Some cultures create art sim-
ply for its visual appeal and for the plea-
sure it brings to those who understand
and appreciate the creative efforts of
artists. In Chapter 4 you will learn to
identify the various aesthetic qualities
inherent in works of art. These aesthetic
qualities must be taken into account to
understand and judge works of art.

® Morals/Ethics. In many cultures art is
used to depict people and behaviors that
are considered noble and good. (See Fig-

ure 20.7, page 451.)

® Spirituality. Works of art are often created
for religious purposes, enabling people to
connect with the spirit world. For exam-
ple, a carved head from an island in the
Pacific Ocean (Figure 1.8) was made for a
festival to commemorate the death of a
community member. These figures played
an important role in the funeral cere-
monies of this culture. Other cultures rely
on art to tell stories and provide lessons
associated with their religious beliefs.

® History. Many artworks provide valuable
information about important people,
places, and events. (See Figure 10.25,
page 234.) Paintings and sculpture often
reveal how people looked and dressed,
and they even record their behavior and
accomplishments. Pictures also illustrate
places and significant events and reveal

how artists felt about them.

® Politics. Art serves as a tool of persuasion
or propaganda when it is used to con-
vince people to adopt a certain point of
view or to enhance the power of a ruler
or political party. (See Figure 21.3,
page 468.) The power of art to inspire
patriotism or cultural spirit is undeniable.

(See Figure 5.2, page 107.)

10 Unit One Creating and Understanding Art
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B FIGURE 1.8 Sculptured heads like this one
combine intricate carving, projecting forms,

and colorful painting. Identify any familiar
creatures incorporated into this carving. How
does an understanding of its purpose affect your
appreciation for this work?

Malagan sculpture, head. Oceania, New Ireland, northwestern
region. Early 20th century. Wood, paint, and opercula. 97.8 X
46.4 X 31.1 cm (38 X 18 X 12%"). Dallas Museum of Art,
Dallas, Texas. The Roberta Coke Camp Fund.

Knowing why an artwork was created can
help you gain a better understanding of the
artist as an individual and of the culture
within which that artist worked.

Why Artists Create

Knowing the various purposes served by art
does not explain why individuals create art.
Are they motivated by the promise of great
wealth? This might seem to be the case with

| 2



some very successful artists. One of these was
the fifteenth-century Italian painter Titian
(tish-un) (Figure 1.9). Titian’s fame as a painter
to kings and nobles enabled him to earn huge
commissions and to live like a prince.

However, not all artists were as fortunate.
The Dutch artist Rembrandt (rem-brant) spent
his last days bankrupt, living as a lonely hide-
away. His countryman, Frans Hals (frahns
hahls), died in a poorhouse and was buried in
a pauper’s grave.

Do artists create as a means of gaining
recognition and glory? Actually, the quest for
personal recognition that we see in Western
cultures today is relatively new in art. During
the Middle Ages, the names of most artists
were unknown. Artists wanted to create art
that glorified God, not themselves.

This changed during the Renaissance,
when artists hoped to gain fame through their
art. Many earned the respect and admiration
of society. Not all succeeded, however. For
example, Judith Leyster (lie-ster) was com-
pletely ignored for generations after her
death in 1660, because, as a woman, she was
considered incapable of producing significant
art. Her paintings were attributed to another
Dutch artist, Frans Hals, until her signature
was accidentally discovered on a work previ-
ously credited to Hals. This prompted scholars
to re-examine her paintings. They recognized
that paintings like Leyster’s The Concert
(Figure 1.10, page 12) were the work of a
very accomplished artist.

B FIGURE 1.9 Portraits by Titian were in great
demand because he used a brilliant painting
technique to capture both the appearance and
the character of his subjects. Here he portrays a
12-year-old boy who was a member of a powerful
and aristocratic Italian family. Based on this
portrait, how would you describe this boy’s
personality? In what ways does he exhibit the
confidence needed to assume the responsibilities
of an adult?

Titian. Ranuccio Farnese. 1542. Oil on canvas. 89.7 X .73.6 cm
(357 X 29"). National Gallery of Art, Washington, D.C.
© 2004 Board of Trustees. 1952.2.11.

The Impulse to Create

It seems unlikely that artists create only out of

a desire for either wealth or glory. Regardless of
the artist’s culture or nationality, all artists seem
to have one trait in common: they are driven by
the impulse to create. Most would admit that
they continue to create art simply because they
have to; they are not happy doing anything else.
Examples of this single-minded dedication
are found throughout art history. The proud,

restless, and irritable Japanese artist Katsushika

Hokusai (kah-tsoo-shee-kah ho-koo-sigh),
for example, was so consumed with the
need to create that he provided illustrations
for novels, poems, calendars, greeting cards,
and even popular, inexpensive publications

Chapter 1 Art and You
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B FIGURE 1.10 Today Judith Leyster is recognized as a talented artist for her skill in inventing visually
appealing compositions. These compositions often show familiar subjects from a woman'’s point of view.
What has the artist done to make the viewer feel a part of this merry scene?

Judith Leyster. The Concert. c. 1663. Oil on canvas. 60.96 X 86.99 cm (24 X 34Y4"). National Museum of Women in the Arts,

Washington, D.C. Gift of Wallace and Wilhelmina Holladay.

similar to modern comic books. It has been
estimated that he illustrated 437 different
volumes and enriched the art of Japan
with no fewer than 30,000 pictures. (See
Figure 10.34, page 239.)

Clearly, for an artist like Hokusai, art is
not a means of livelihood or glory. Art is
life itself—life dominated by and often
complicated by the overpowering impulse
to create.

12  Unit One Creating and Understanding Art

Art in Your Life

You might wonder why you should involve
yourself in the creation of art. When you cre-
ate original works of art, you experience the
creative process, and you develop your own
capabilities for self-expression. Presented with
a puzzling visual problem, you learn how to
approach the problem and resolve it as an
artist might.




SeIf-Expression One artist used his painting to communi-
cate personal emotions in a subtle and poetic
manner (Figure 1.11). With limited colors
and simplified forms, he pictured a world
marked by the melancholy and loneliness he
experienced throughout his life.

The other artist used vigorous brush
strokes, pure colors, and the distortion of
natural forms to illustrate a different
emotional reaction to the night sky
(Figure 1.12). His painting captures the
energy and creative forces of nature—stars
spinning and swirling violently above a
quiet, unsuspecting village.

Creating art offers you the opportunity to
express your own ideas and emotions. Studying
the art created by others enables you to share

Assume for a moment that you want to
express an idea or emotion in a work of art.
As you paint, draw, or sculpt, you look for
ways to convey this idea or feeling to others.
This task involves more than manipulating
material with your hands; it also requires that
you use your mind and draw upon your emo-
tions. To illustrate this point, suppose that two
artists decide to paint the same subject—a
landscape that both identify with the same
title: Starry Night. However, the completed
paintings have little in common. Why?
Because each artist created a version of the
scene that reflected his own personal ideas
and feelings.

M FIGURE 1.11 Munch
sold few paintings during
his lifetime. He left nearly
all his works to his native
city of Oslo, Norway. What
color dominates in this
painting? How does this
color help express the
mood of the work?

Edvard Munch. Starry Night. 1893.
Oil on canvas. 135 X 140 cm

(53% X 55%"). The J. Paul Getty
Museum, Los Angeles, California.
© 2004 The Munch Museum/ The
Munch Ellingsen Group/Artists
Rights Society (ARS), New York.

A

"CONTENTS J 3
> Chapter 1 Artand You 13



B FIGURE 1.12 Like Munch,

van Gogh received little public
recognition during his lifetime.

He sold only one painting. In what
ways is this painting similar to the
painting with the same title by
Munch? How are the two paint-

ings different?

the ideas and emotions expressed by others—
and in the process to recognize and appreciate
the differences that distinguish us all as
unique individuals.

Decision Making and
Problem Solving

Whenever you create art or examine the art
created by someone else, you engage in two
important activities: decision making and
problem solving. Creating a work of art
involves decision-making tasks for all artists.
These are some of the decisions you face:

® What subject should I paint or sculpt?

® Which medium and technique should I use?

® What colors, shapes, lines, and textures
should I emphasize?

® How can I arrange those colors, shapes,
lines, and textures most effectively?

® How will I recognize that the work is fin-
ished and the creative process has ended?

You have already seen how two artists
painting the same subject—the night sky—
arrived at two different solutions after making
these kinds of decisions. Consider all the

Vincent van Gogh. The Starry Night. 1889.
QOil on canvas. 73.7 X 92.1 cm (29 X 36%").
The Museum of Modern Art, New York,
New York. Acquired through the Lillie P.

Bliss Bequest.
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decisions both artists made before setting
aside their paints and brushes. These are the
same kinds of decisions you must face every
time you become involved in making art.

Creating art also requires problem-solving
skills. Artistic creation involves the explo-
ration of an open-ended problem that has no
“right” answer. With every drawing, every
sculpture, and every work you create, you try
to solve the problems involved in clarifying,
interpreting, and communicating what is
important to you.

Critically examining a work of art involves
similar decision-making and problem-solving
activities. These are some of the tasks of the
serious viewer:

® [dentify the subject depicted in the art-
work.

® Determine the medium and technique
used.

® Identify the colors, shapes, lines, and tex-
tures, and note how they are organized.

® Decide whether the work is successful,
and be prepared to defend that judgment
with good reasons.

S [ contents J 2



Real-World Connections

There is another, more practical reason for
creating and critically viewing art—a reason
expressed more and more frequently in the
workplace. Leaders in business and industry
point to a need for creativity in the modern
workplace. They note that the arts help build
ideas and nurture a place in the mind for
original ideas to take hold and grow.
Businesses today require knowledgeable
and sensitive workers with a wide range
of higher-order thinking skills, the kind of
thinking skills one gains when creating and
viewing art.

An art education helps build a variety of
important thinking skills that can be applied
to real-world situations. It provides impor-
tant experience in following each step in the
problem-solving process:

® (Clarify the problem.

® Identify possible solutions.

® Test each possible solution.

® Select the solution that seems most

appropriate.

Apply the chosen solution.

® Determine whether the solution resolves
the problem.

An art education also nourishes an appreci-
ation of differing points of view, flexible
thinking, and self-discipline. Further, it helps
you recognize the importance of collaboration
and teamwork. Art experiences can help you
become a decision maker, a problem solver,
and an imaginative and creative thinker.
These are precisely the kinds of skills that
businesses value today. These skills explain
why an arts education is now generally
regarded as basic and vital.

Arts in Your Community

Art is more popular today than ever. Every
day, people visit galleries and museums to
see works created by famous—and not-
so famous—artists. Movies and television
programs feature the lives of artists, and
newspapers regularly record the sale of

<«

" CONTENTS ) y

noteworthy artworks. Many people report that
viewing art provides them with a sense of
pleasure and adds meaning to their lives.

It is not surprising, then, that almost every
community offers opportunities to view and
learn about art. These opportunities include
museums, exhibits, libraries, and other sites.

Museums

Museums provide space for preserving,
exhibiting, and viewing works of art. Often
the museum building itself is a work of archi-
tectural beauty. Visitors to museums will find
a variety of opportunities to learn about the

B FIGURE 1.13 Museums today enable people to become
personally involved with actual works of art representing
every age and time period. What are some of the things you
can learn during a museum visit?

J. Paul Getty Museum at the Getty Center, Los Angeles, California.

Discover the wealth of art available at your fingertips. Click
on Web Links at art.glencoe.com. Choose from dozens of

museum links and art sites. Explore your favorite artists’
works and visit collections from museums around the world.
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works on display. Tours are often available
either with a guide or through the use of
audio listening devices. Museums also invite
guest speakers and sponsor classes and spe-
cial workshops, many of which include studio
activities.

Online Resources and Libraries

Today you will find exciting ways to
explore the art world using computers and
online resources. With a computer you can
view CD-ROMs that feature museum art col-
lections. You can also access the Internet to
obtain information on specific artists and art-
works. It is easy to visit Web sites of museums
and galleries in cities anywhere in the world.
You can even take virtual studio tours at
artists” personal Web pages.

Another important source of information
about art and artists is your school’s media
center or the local library. In addition to
extensive collections of reference books,
libraries are often equipped with computers
available to the public. Using library
resources, you can locate facts about artists’
lives and works. For more in-depth informa-
tion, biographies are also available. Beginning

and advanced students can find books that
explain various techniques for using art
media. History and art history books present
different approaches to the study of art, from
prehistoric times to the present. Magazines
and art periodicals feature articles about
artists, art periods, and art styles. Find exam-
ples of these articles in the TIME Art Scene
features in this book.

In addition to their permanent collections,
museums frequently present special exhibits
that feature the works of a particular artist or
artworks borrowed from other collections.
These special exhibits usually include presen-
tations made by artists, art historians, art crit-
ics, or other speakers who share information
and insights about the works on display.

Exhibits

Many different kinds of art exhibits are pro-
vided in almost every community. Local artists
may exhibit their works in galleries, shopping
malls, schools, libraries, office buildings, and
other locations. Visiting these exhibits gives you
a chance to see what subjects artists choose to
paint and how they work with various media to
interpret those subjects.

LESSON ONE REVIEW : -

Reviewing Art Facts

1. Explain How do fine arts differ from
applied arts?

2. Recall What valuable kinds of activi-
ties does one engage in when creating
or examining works of art?

3. Explain Why is an arts education val-
ued by today’s leaders in business and
industry?

4. Ildentify Name three places where a
person can obtain information about
art and artists.

this topic.

YVisual Arts loormal

Determine Function and Meaning The question of why
cultures and artists create art is one that has been studied
throughout history. The five reasons listed in your text—
Aesthetics, Morals/Ethics, Spirituality, History, and Politics—
serve as a good starting point to begin your exploration of

Activity Choose five works of art from your text that repre-
sent different artists, time periods, and subjects. Record the
credit line information of each work in your journal along
with a thumbnail sketch. Using your text, determine the rea-
son each was created and record your answer in your journal.

16 Unit One
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Understanding Art

Vocabulary
m aesthetics
m criteria

Discover
After completing this lesson,

you will be able to:

m Explain the distinction between
art media and art process.

m Explain what art criticism and art
history involve.

m Discuss the benefits of including
studio experiences in a study
of art.

B FIGURE 1.14 This artist successfully combines tradi-
tional and contemporary features in her paintings of
beautiful women—long a popular subject in Japanese
art. How many art elements can you identify in this
painting? Is any one more important than the others?

reating a work of art that succeeds in expressing your ideas and

feelings can be fulfilling and satisfying. Gaining an understanding
and appreciation for a work of art created by another artist can be equally
satisfying. However, both kinds of experiences require preparation, the
kind of preparation this book is designed to provide.

The Visual Vocabulary of Art

This book will help you acquire the skills necessary to understand, judge,
and support your personal decisions about a variety of visual art forms. You
will have opportunities to engage in decision-making and problem-solving
activities as you create your art forms. However, in order to do both, you
must first learn the vocabulary of art.

Artists use many different colors, values, lines, tex-
tures, shapes, forms, and space relationships to create
their artworks. These are called the elements of art,
and they are used by artists in countless combinations.
If you are to fully understand a painting, a sculpture,
or a building, you will need to recognize the elements
of art within each and discover for yourself how they
are being used (Figure 1.14). In Chapter 2 you will
learn how to do this. This knowledge will not only
add to your understanding of how others create, it will
also help you express yourself through art. A visual
vocabulary then, is essential when you are trying to
do the following:

® Gain insights into the artworks produced by
others.

® Create your own artworks with different media
and techniques.

Media and Processes

In order to create art, artists use a variety of different
materials. Almost any material can function as an art
medium, provided artists are able to mark with it, bend
it, or shape it to suit their purposes. Art media are usu-
ally distinguished by whether they can be used to
make marks on a two-dimensional surface, as in draw-
ing or painting, or can be manipulated as a three-
dimensional form, as in sculpture. Pencils, charcoal,

Uemura Shoen. Mother and Child. 1934. Color onsilk. 1770 cm X 117 cm
(67 X 46"). National Museum of Modern Art, Tokyo, Japan.

paint, clay, stone, and metal are all common art media.
Computers give artists many more options for creativity.
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Almost anything can be used by artists to express
themselves in visual form (Figure 1.15).

The difference between art media and art
process is important. Art media consist of the
materials the artist uses to create artworks.
Art process is the action involved in making
art. Examples of art processes include draw-
ing, painting, printmaking, modeling, weav-

ing, digitizing, and casting.

Once you have mastered a vocabulary of
art and gained a knowledge of the various art
media and processes, you will be prepared to
learn how aesthetics, art criticism, and art his-
tory can be used to gather information from

and about works of art.

B FIGURE 1.15 This
artist is noted for creat-
ing works of art with
unusual materials. Here
he uses paint tubes and
paint embedded in syn-
thetic resin. What do
you think he was trying
to say with this unusual
work?

Arman. Tubes. 1966. Paint tubes
and paint in synthetic resin.
84.45 < 29.85 cm (332 X 1134").
Hirshhorn Museum and
Sculpture Garden, Smithsonian
Institution, Washington, D.C.
The Joseph H. Hirshhorn
Bequest, 1981 (86.145).
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Understanding Aesthetics

What is meant by the term aesthetics?
Aesthetics is a branch of philosophy concerned
with identifying the criteria that are used to
understand, judge, and defend judgments about
works of art. An aesthetician is a scholar who
specializes in identifying the criteria to be used
in determining the significance of artworks.

Aestheticians share a concern for the study
of art with art critics and art historians. How-
ever, art critics and art historians operate from
two different points of view. Art critics direct
their attention to a thorough examination of
works of art. They ask and then answer ques-
tions that enable them to gain information
from those works. With this information, they
can make intelligent judgments about the suc-
cess of artworks. Art historians, on the other
hand, seek objective facts about works of art
and the artists who created them. Their
efforts include gathering information on
major art periods and on styles of different
times and places. Historians research the lives
and works of leading artists, and chronicle the
development of art from the distant past to
the present day.

Studying Art Criticism

Have you ever been asked to express your
opinion about a work of art? Imagine that,
while visiting an art museum with a friend,
you stop to look closely at a particular paint-
ing. Noticing your interest, your friend asks,
“Well, what do you think of it?” In situations
like this, when you are asked to provide a
judgment about a work of art, you are cast in
the role of an art critic. You assume this role
whenever you try to learn as much as you can
from an artwork in order to determine
whether or not it is successful.

The Art Criticism Operations

Many people seem to think that art criti-
cism is very complicated and difficult. This is
simply not true. Art criticism can be easily
learned and will add a great deal of interest

| 2



and excitement to your encounters with art.
You can think of art criticism as an orderly
way of looking at and talking about art. It is a
method used to gather information from the
work of art itself.

To gain information from a work of art,
you must know two things: what to look for
and how to look for it. In Chapter 4, you will
become more familiar with the aesthetic qual-
ities you should be prepared to look for when
examining a work. Those qualities represent
the criteria, or standards of judgment, you
will need when making and supporting deci-
sions about art. You will also learn to use a
search strategy that will make the task of find-
ing those qualities in works of art much eas-
ier. The search strategy for art criticism
consists of four operations, or steps. These
operations will be introduced in Chapter 4.

The Value of Art Criticism

Using the art criticism operations enables
you to examine and respond to a variety of
visual art forms with a more critical eye. You
can discover for yourself the aesthetic qualities
that elevate certain artworks above others, and
experience the satisfaction and pleasure those
artworks can provide. At the same time, you
will find yourself less likely to accept passively
the judgments of others. Instead, you will
make and explain your own judgments.

Studying Art History

Have you ever encountered a work of art
that you wanted to know more about? Use
your imagination to put yourself in the follow-
ing scene. While helping clean out an attic,
you find a picture hidden from view in a dark
corner. By examining it closely, you see that it
is a portrait of an elegant young woman who
returns your gaze with a smile (Figure 1.16).
A number of questions come to mind: Who
painted the picture? When and where was the
work painted? Is it an important work? In situ-
ations like this, when you seek to learn more
about a work of art and the artist who created
it, you assume the role of an art historian.

B FIGURE 1.16 Angelica Kauffmann was one of
the few artists of her era to create paintings with
classical and medieval subjects. Why do you think
paintings like this one made Kauffmann such a
successful portrait painter?

Angelica Kauffmann. Portrait of a Young Woman (Duchess of
Kurland). 1785. Oil on canvas. 76.84 X 63.5 cm (30% X 25").
Los Angeles County Museum of Art, Los Angeles, California.

Gift of Zacharie Birtschansky. © 2004 Artists Rights Society (ARS),

New York/VBK, Vienna.

The Art History Operations

Works of art are not created in a vacuum.
Your understanding of them cannot be com-
plete unless you determine who made them,
as well as when, where, how, and why they
were made. A complete understanding of a
work requires that you learn as much as
possible about the artist and the circum-
stances that caused that artist to paint certain
subjects in certain ways.

Most people looking at the hills surround-
ing the town of Aix-en-Provence in southern
France would find them uninteresting. The
artist Paul Cézanne (say-zahn), however,
painted those mountains over and over again
(Figure 1.17). Why? Because he saw some-
thing in those mountains that others failed to
see. Repeated efforts to capture what he saw

Chapter 1 Art and You
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enabled him to arrive at a new style of paint-
ing. If you look closely, you will see that
Cézanne used overlapping patches of color to
give his picture a solid, three-dimensional
appearance. This had never been done before.

While most people would attach little
importance to a group of marching peasants
(Figure 1.18), José Clemente Orozco (hoh-say
cleh-men-tay oh-ross-coh) recognized the sig-
nificance of such a scene taking place in Mexico
in the early 1930s. For him, these people sym-
bolized the courageous effort of an oppressed
people determined to overcome tyranny.

To fully understand and appreciate these
two works—or any other work—you must
learn about the circumstances that influenced
the sight and the insight of the artists who
created them.

A search strategy can be just as useful in
gathering art history information as it is in
gathering art criticism information. The
search strategy for art history also consists of

four operations or steps. It is important to
keep in mind, however, that when it is

applied to art history, this search strategy
operates from a different point of view. It is
used to gather information about a work of art
rather than information from the work. The
four operations used in art history will be
fully explained in Chapter 5.

The Value of Art History

Art is often considered a kind of mirror to the
past, a way of gaining valuable insights into
bygone eras. After all, how could anyone fully
understand the civilization of ancient Egypt
without studying the pyramids? Similarly, a
study of the Renaissance would be, at best,
incomplete without reference to the works of
Michelangelo (my-kel-an-jay-lo), or Leonardo
da Vinci (lay-oh-nar-doh da vin-chee).

If we agree that an understanding of the pre-
sent can be enhanced by a study of the past,
then a chronological examination of art makes

B FIGURE 1.17 Cézanne concentrated on using carefully placed brushstrokes to
structure his compositions, making the scenes he painted look firm and solid. Why
do you think he chose to paint the same subjects repeatedly?

Paul Cézanne. Mountains in Provence. 1886-90. Oil on canvas. 63.5 X 79.4 cm (25 X 313%"); National Museum

and Gallery of Wales, Cardiff/Bridgeman Art Library.
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good sense. By starting at the beginning and
observing the development of art from year to
year, decade to decade, century to century, we
can see that the origins of today’s art are to be
found in the art of the past. Every period in his-
tory is a blend of the past and the present, and
the proportions of past and present within that
mixture determine the quality of the world at
any given moment in time. Art history offers us
one way of measuring those proportions—and
gaining a better understanding of our time, our
place, and ourselves.

Combining Art Criticism
and Art History

In Chapter 5 you will learn how to combine
the art criticism operations and the art history
operations to create a comprehensive search
strategy. When examining a work of art, you
will begin by drawing on your knowledge of
art criticism to gain information from the art-
work. Then you will turn to art history to gain
information about the work and the artist who
created it. Combining information from both
art criticism and art history will enable you to
make a final judgment about the artwork.

Why Study Art?

In addition to the satisfaction and pleasure
it affords, a study of art will help you gain a
better understanding of yourself and those
around you. You can begin by studying works
created by artists representing cultures and
periods different from your own. By studying
the creative expressions of artists from all
backgrounds, you can become aware of the
beliefs, ideas, and feelings of people of vari-
ous ethnic origins, religions, or cultures.

B FIGURE 1.18 This painting shows determined
peasants marching forward to participate in the
revolution under the leadership of Zapata. How
did the artist suggest the relentless forward
movement of these peasants?

José Clemente Orozco. Zapatistas. 1931. Oil on canvas.

114.3 X 139.7 cm. (45 X 55”). Museum of Modern Art, New York
City, New York. Given anonymously. © Estate of José Clemente
Orozcol/Licensed by VAGA, New York, New York.

It may surprise you to learn that by study-
ing art, you prepare yourself for an active
role in keeping your culture alive. Artists,
writers, and musicians cannot hope to accom-
plish this task alone. They require your
support as part of a knowledgeable and
appreciative audience.

As you use this book, you will discover
that art has the power to enrich, inspire,
and enlighten. It has the power to stir the
imagination, arouse curiosity, instill wonder
and delight—and even incite strong emo-
tional reactions. Can there be any better
reason for studying it?

Studio Production

Learning in art is not limited to examining
the artworks produced by others. It also
involves planning, testing, modifying, and
completing your own artworks with a variety
of materials and techniques (Figure 1.19,
page 22). In this book, you will find studio
lessons that provide these kinds of experi-
ences at the end of each chapter. It is hoped
that they will serve as a springboard for fur-
ther exploration. Remember that, if your
efforts with these studio experiences are to be
successful and satisfying, you must make
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B FIGURE 1.19 Lawrence received his first art lessons in

Harlem during the Depression. What adjectives would you use

to describe the colors and shapes in this painting?

Jacob Lawrence. Man with Flowers. 1954. 40 X 29.8 cm (15% X 113"). Tempera

on gessoed masonite. Norton Museum, West Palm Beach, Florida. © 2004
C. Herscovici, Brussels/Artists Rights Society (ARS), New York.

maximum use of your imagination and enthusiasm.
These are as essential to the creative process as
paints, brushes, clay, and the skill required in manip-
ulating these and other kinds of art media.

Knowledge and skill in aesthetics, art criticism, and
art history will serve you well during efforts to create
your own art. Aesthetics and criticism will help you
measure the quality of your creations. Each studio
exercise includes a series of art criticism questions that
will help you evaluate your work.

Knowledge of art history will enable you to identify
artists who have faced—and solved—the same kind
of problems you will confront when creating art.
References to art history will also help you find ideas
for subject matter, illustrate how other artists used
and organized the elements of art, and point out the
different techniques they used to communicate their
ideas and feelings.

Careers in Art

If you enjoy studying or creating art, you will want
to become familiar with the many career opportunities
in the art field. Schools, museums, art galleries, small
businesses, and large corporations look for creative
people to fill a variety of art and art-related positions.
An awareness of some of these opportunities may help
you as you think about your own career plans. For this
reason, information concerning career opportunities
in the visual arts is provided in the Careers in Art
Handbook at the back of this book.

LESSON TWO REVIEW _

Reviewing Art Facts

1. Explain What is the difference
between art media and art process?

2. Define the term aesthetics.

3. Recall What two things must a per-
son know before attempting to gather
information from a work of art?

4. Explain How does the approach of an
art critic differ from the approach of
an art historian?
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. Beyond the Classroom

Art Careers Every item we use in our everyday lives has
been touched by an artist at some point. The packages that
contain products we use were designed by artists.
Thousands of products and services are identified by sym-
bols called logos that are created by artists. These identify-
ing symbols are a part of our everyday lives.

Activity Logos are designed by artists called graphic
designers. Collect examples of logos from newspapers, mag-
azines, the Internet, or other media. Create a logo that is a
visual symbol for an imaginary product. Describe your logo
to your class.
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CHAPTER

Reviewing the Facts

Lesson One

1. What are visual arts?

2. In your own words, define the word artist.

3. Name one trait all artists have in common.

4. What are your reasons for studying art?

Lesson Two

5. What are art media? Give three examples.

6. What are art processes? Give three examples.

7. Who are aestheticians and what do they do?

8. How can a knowledge of art history aid you in
efforts to create artworks of your own?

Thinking Critically

1. EXTEND. Look at Orozco’s Zapatistas (Figure 1.18).
How might this scene change if a rifle shot was
suddenly heard? Share your ideas with other
members of your class. Then research to deter-
mine if the followers of Zapata faced opposition in
their quest for justice. Were they successful?

REVIEW

2. ANALYZE. Study Lawrence’s Man with Flowers
(Figure 1.19) carefully tracing a finger along the
horizontal, diagonal, and vertical lines in the
picture. Explain how these lines help guide the
viewer’s eye around the painting.

YOUR DIGITAL PORTFOLKD

Keep your best artworks in your portfolio
to maintain a record of your growth and
development as an artist. Choose entries for
your portfolio that exhibit your strongest
works and demonstrate your best skills and
use of different media. As you create
artworks for the lessons in this text, keep
in mind which ones you would like to add
to your portfolio. Include your name and
the date you completed each artwork.
Digital portfolios are described in your Art
Handbook, page H8.

J

Standardized Test Practice

B Re2ding St Writing

Read the paragraph below regarding Figure 1.6, page 8,
and then answer the questions that follow.

Elizabeth Catlett’s sculpture tells a warm
and tender story. It is a story of the unbreak-
able bond that unites a mother and her child.
Like a good storyteller, Catlett is economical
in her use of imagery. There are no visual frills
or adornments, no reliance on gaudy color or
superfluous detail. There is little more than
fluidity of line and grace. Yet the sculpture
speaks volumes about the deepest and most
profound of all human relationships.

1. Which statement best sums up the main
idea of this passage?

:13 The bond between mother and child
cannot be broken.

B Catlett’s sculpture tells a story.
€ The sculpture has few adornments.
D Catlett should be a writer.

2. Personification is a literary device in which
human qualities are ascribed to a nonhu-
man subject. Which statement best cap-
tures the personification in the passage?

E The bond between mother and child is
described as unbreakable.

F: A sculpture is described as speaking.
G The artist is described as a storyteller.

M A sculpture is without frills.

| 2
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DEVELOPING A
VISUAL VOCABULARY

%‘ ave you ever made a color wheel? Have you used lines or colors to
create a picture? Examine closely the painting shown in Figure 2.1.
What words or phrases do you think of to describe the parts of this artwork?
Exactly how did the artist create a painting that is complex, visually appeal-
ing, and carefully balanced? In order to understand and appreciate the
artist’s work more fully, you must learn the visual vocabulary employed by
all artists when creating works of art. Once you are familiar with that visual
vocabulary, you will be able to recognize how this artist created the artwork
and be able to discuss the work with others.

FOCUS ON READING

Read to Find Out As you read this chapter, remember that the main
purpose is to develop your visual vocabulary. Pause at each artwork and
ask yourself: What did the artist use to create the people, objects, and
events depicted? Did he or she use lines, colors, or shapes? Read to find
out the terms that are used to describe the basic parts of an artwork.
Discover the elements of art and the principles of art.

Focus Activity Take a closer look at Emily Carr’s painting (Figure 2.1).
Note that it is a painting made up of colors, values, lines, textures,
shapes, and spaces. These terms are part of a visual vocabulary. Study
the boldface vocabulary terms and definitions in italics as you read the
chapter.

Using the Time Line Consider the variety of artworks you see on
the Time Line on these pages. Use the visual vocabulary terms as you
examine each one.

;15.3—(‘;26|0 1788 1912 1936
tglge -%Va\]lsst Marie-Louise-Elisabeth Marcel Duchamp paints Antonio M. Ruiz
‘é\”n (x‘{ d es) Vigée-Lebrun Marie Nude Descending a paints School
il Antoinette and Her Children Staircase #2 Children on Parade
of Chartres (Detail) (credit, p. 44) (Detail. Credit, p. 45)
Cathedral, France T ’ "
1000 1500 1900 1930
Color adds interest in Texture gives flat paintings
medieval churches a rich surface
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B FIGURE 2.1 Emily Carr. Abstract Tree Forms. 1931-32. Oil on paper. 61.1 X 91.1 cm (24 X 35%¢") Vancouver Art Gallery,
Emily Carr Trust, VAG 42.3.54.

1947

Marie Laurencin 1971 TIM E{\‘Puni

paints Woman 1953 Jessie Oonark

with Hat Henry Moore creates the bronze paints A Shaman’s el i3 |3

(credit, p. 32) Large Interior Form Helping Spirits ' .

(credit, p. 33) (credit, p. 40) Refer to the Time Line
on page H11 in your
Art Handbook for
more details.

Line can also create moods Balance in any artwork
provides stability

and feelings in art




The Elements of Art

Vocabulary

m elements of art
m principles of art
= unity

m color

m intensity

m value

m line

m axis line

m texture

m shape

m form

m space

Discover
After completing this lesson,
you will be able to:
m Discuss the importance of know-
ing the language of art.
m Identify the elements of art.

26

Works of art are unique arrangements of the obvious and the not so
obvious. In order to understand any art object, you must be willing
to go beyond the obvious and examine the not so obvious as well. You need
to know what to look for; you must understand the language of art. Art has
a language of its own: words that refer to the visual elements, or basic parts,
and the principles, the various ways of putting these parts together.

Elements and Principles of Art

One of the most important things to look for in works of art is the way
those works have been designed, or planned. This involves knowing what
the elements and principles of art are and how they are used to create
art objects.

The elements of art are the basic components, or building blocks: color,
value, line, texture, shape, form, and space. Artists use the elements of art
to express their ideas. These elements are not the media the artist uses—
paint or clay or stone, for example—but the visual vocabulary used by
the artist.

The principles of art are the different ways the elements can be used in
a work of art: balance, emphasis, harmony, variety, gradation, movement,
rhythm, and proportion.

We can make a comparison with writers who must do more than just
select and randomly arrange words if they are to communicate their ideas
to others. The elements of art can be compared to words. How writers
organize those words is similar to using the principles of art. Writers form
phrases, sentences, and paragraphs. Then they must carefully arrange
these into meaningful sequences. The words must be organized so that
readers can understand and appreciate their ideas.

Unity

When organizing their works of art, artists use the principles of
balance, emphasis, harmony, variety, gradation, movement, rhythm,
and proportion. They select and use these art principles to arrange the
elements. In this way, they are able to achieve unity in their works. Unity
is the look and feel of wholeness or oneness in a work of art. In works
where unity is evident, the elements and principles work together.

Where unity is lacking, the works may look disorganized, incomplete,
or confusing.

When artists recognize that a color, a shape, or some other element
does not contribute to unity in a work, they eliminate or change it. Artists
strive to make their works appealing to viewers, and few people are will-
ing to view and respond favorably to disorganized works of art.

<«




Style

Artworks owe much of their uniqueness to
the ways artists have used the elements and
principles. No doubt you have heard people
talk about an artist’s “style.” More often than
not, they are referring to the special way an
artist uses the elements and principles to orga-
nize a work. Just as there are different styles in
writing, there are different ways to achieve
unity in painting, sculpture, or architecture.

Some artists deliberately select and orga-
nize the elements using the principles. These
artists are not satisfied until a certain combi-
nation of elements and principles looks right
to them. Other artists choose to use the ele-
ments of art in a more spontaneous or intu-
itive manner. They do not make deliberate
decisions regarding the principles of art.
Rather, these artists instinctively select and
organize the art elements in their works.

The Elements of Art

People looking at a painting or other work of
art often stop looking once they have examined
the subject matter. They recognize the people,
objects, and events shown, but they pay little
attention to the elements of art to create the
people, objects, and events. They overlook the

fact that a painting is made up of colors,
values, lines, textures, shapes, and spaces
(Figure 2.2).

In a realistic landscape painting, for exam-
ple, the art elements are combined to look like
trees, hills, fields, and sky. Although you may
admire the realistic scene, you should not
limit your attention to the subject matter
alone. If you do, you might miss other impor-
tant and interesting things, such as the man-
ner in which the elements of art are used to
create that realistic scene. If the subject matter
in a painting is not apparent, you should be
prepared to examine what is shown in terms
of color, value, line, texture, shape, and space.

You are already familiar with the elements of
art, even if you have never taken an art course
or read a book about art. Imagine that, in a
phone conversation, you are listening to a
description of an object. Could you guess what
that object is after hearing a description that
includes the following list of art elements?

® Tt has height, width, and depth and occu-
pies actual space.

® Abrupt changes in light and dark values
indicate that it is made up of flat planes at
right angles to each other.

® |t is a flat, three-dimensional form with
six sides.

B FIGURE 2.2
Works of art like

this one are made up
of the elements of
color, value, line, tex-
ture, shape, form,
and space. Can you
identify the different
colors, lines, shapes,
and forms in this
painting?

Thomas Hart Benton. The
Sources of Country Music.
1975. Acrylic on canvas.
1.8 X3m (6 X 10’). The
Country Music Hall of fame
and Museum, Nashville,
Tennessee. © T.H. Benton
and R.P. Benton,
Testamentary Trusts/{UMB
Bank Trustee/Licensed by
VAGA, New York, NY.
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® It is rectangular in shape when viewed
directly from any side or from the top or

bottom.

® Three sides are a rich, leather-brown
color; the remaining three sides are white.

® Three sides are hard and smooth in tex-
ture; this contrasts with the fine ridged
texture of the remaining three sides.

® The three sides with the ridged texture are
made up of a series of thin, parallel lines.

Did you correctly identify the object as

a book?

There can be problems of interpretation with
any language; this seems to be especially true
with a visual language. When you use the term
line, for example, you want to be sure that the
person to whom you are talking has the same
understanding of the term as you do. If this
bond of understanding is missing, confusion
will occur. In order to avoid confusion and mis-
understanding, each of the elements of art is
defined and examined in this chapter.

Color

Color is an element made up of three dis-
tinct qualities: hue, intensity, and value.
When talking about a color or the differences
between two or more colors, you can refer to

any one or all of these qualities.

Intensities of Blue

High Intensity

Low Intensity

Values of Blue

Shade

Tint

B FIGURE 2.3 value and Intensity Scale

28 Unit One Creating and Understanding Art
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Hue

Hue refers to the name of a color. The term
is used to point out the difference between a
blue and a green, or a red and a yellow.
Imagine that you have gone into a department
store and have asked to see a selection of blue
sweaters. The word blue should be a clear
enough description for the salesperson to
know what color you have in mind. Examples
of 12 different hues are shown in the Color
Wheel in Figure 2.4.

Intensity

Now assume that, while checking the
store’s stock of sweaters, the salesperson dis-
covers a variety of blue sweaters in your size.
Some seem to be a brighter, purer blue than
others. This is a color’s intensity, or quality of
brightness and purity.

When a hue is strong and bright, it is said to
be high in intensity. When that same color is
faint and dull, it is said to be low in intensity.
Perhaps the salesperson brings out a selection
of blue sweaters for you to see. Unsure which
you like best, you arrange them on the counter
in a row, from those that are the brightest to
those that are the dullest. The differences in
color intensity of these sweaters might resemble
the range of intensities shown in Figure 2.3.

Value in Color

The salesperson now brings out more blue
sweaters. Some of these sweaters are darker
and some are lighter than those you have
just seen. You arrange this second group of
sweaters in a row from darkest to lightest.
Your awareness of the lightness and darkness
of the blues means that you have recognized
the differences in their color values.

When describing a hue, the term value
refers to that hue’s lightness or darkness.
Value changes are often obtained by adding
black or white to a particular hue. The
value chart in Figure 2.3 shows the range of
dark and light values created when various
amounts of black and white were added to
blue. The differences in color value that you

| 2



The Color Wheel in ﬂft

L/{n understanding of color is
aided by the use of a color wheel.

Notice the three primary colors: red, yellow, and blue.
These are called primary colors because they are
mixed to make all the other colors, but they cannot be
made by mixing the other colors.

12

The secondary colors, orange, green, and violet, are
located midway between the primary colors on the
wheel. Each of the secondary colors is made by mix-
ing two primary colors. Orange is made by mixing red
and yellow; green, by mixing blue and yellow; and
violet, by mixing blue and red.

o

Adding more red to the combination of red and
yellow produces a red-orange. Adding more yellow
produces a yellow-orange. Red-orange and yellow-
orange are examples of intermediate colors. By vary-
ing the amounts of the two primary colors used, it

is possible to create a number of these intermediate
hues, or tertiary colors. Both terms, intermediate and
tertiary, refer to the colors found between the primary
and secondary colors.

L [ coNTENTS

B FIGURE 2.4 color Wheel

Colors that are opposite each other on the color wheel
are called complementary colors. Thus, red and green
are complementary colors. These hues are opposites in
a more fundamental way, however: There is no green
hue in red, and no red hue in green.

5

The addition of only a small amount of a hue’s com-
plement lowers its intensity. In other words, a green
can be made to look less green—and move by degrees
closer and closer to a neutral tone—by the addition of
its complement, red.

16/

Colors that are next to each other on the color wheel
and are closely related are called analogous colors.
Examples of analogous colors are blue, blue-green,
and green.

| 2
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B FIGURE 2.5 Notice how the loose and colorful brushwork and sudden changes of hue
contribute to this painting’s feeling of energy. Why do you think the artist made this
painting look so flat?

Jasper Johns. Map. 1961. Oil on canvas. 198.2 X 312.7 cm (78 X 123'4"). Collection, Museum of Modern Art, New
York, New York. Gift of Mr. and Mrs. Robert C. Scull. © Jasper Johns/Licensed by VAGA, New York, NY.
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found in the sweaters might resemble the
range of color values shown in this chart.

The terms warm and cool are applied to
certain colors on the color wheel. Cool colors
are often associated with water and sky.
These are colors that contain blue and green
and appear on the side of the wheel opposite
the warm colors. Warm colors are often asso-
ciated with fire and sun. These are colors that
contain red and yellow and appear on the side
of the wheel opposite the cool colors. Cool
colors appear to recede in space, whereas
warm colors seem to advance.

Over the centuries, artists have used color
in many different ways. Some have tried to
reproduce exactly the colors of the objects
they have painted. Others have freely changed
colors in order to emphasize a certain feeling

or mood. For example, notice how American
artist Jasper Johns uses contrasting, comple-
mentary colors to create a dynamic compo-
sition without emphasis on subject matter
(Figure 2.5). The sudden and unexpected
changes of color from blue areas to areas of
yellow, orange, and red lead the eye in a lively
dance across the surface of his painting. The
artist’s main concern was color and the emo-
tional impact of sudden changes in color.

Value

Sometimes value is an important element in
works of art even though color appears to be
absent. This is the case with drawings, wood-
cuts, lithographs, and photographs. It is true,
too, with most sculpture and architecture.
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Abrupt or gradual changes in value can
add greatly to the visual effect of these art
forms. Abrupt value changes can suggest
planes, or flat surfaces at various angles to
each other. Gradual value changes can indi-
cate concave or convex surfaces. They can
do even more, however. Changes in value
can help the artist express an idea. Many of
René Magritte’s pictures display the surprising
and often disturbing placement of ordinary
objects in unexpected settings. In The
Listening Room, he made use of gradual value
change to paint an apple so huge that it fills
an entire room (Figure 2.6). The gradual

change from light to dark value makes the
apple appear round, solid, and more real. The
result is a picture that playfully challenges the
viewer to question its possible meaning.

Line

Line is an element that is difficult to
describe, although most people know what it
is and can easily think of several ways to cre-
ate it. Perhaps the simplest way to define line
is to refer to it as a continuous mark made on
some surface by a moving point. The marks
made by a ballpoint pen moving across a

B FIGURE 2.6 Notice how the gradual change in value emphasizes the round form
of the giant apple. Can you identify abrupt changes of value in this painting as well?
What idea do you think the artist was trying to express with this work?

Rene Magritte. The Listening Room. 1952. Oil on canvas. 45 X 55 cm (17 % X 21%3"). The Museum of Modern
Art, New York, New York. Photothetique R. Magritte-ADAGP/Art Resource, NY. ©2004 Herscovici, Brussels/

Artist Rights Society (ARS), NY.
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sheet of paper are lines. So are the marks
made on canvas by a moving paintbrush, or
the marks made by the sculptor’s finger mov-
ing across a clay surface.

Artists use several different types of line in
their works to identify and describe objects
and their movements. Different effects are

obtained by using these different types of line.

Emphasizing Line

One type of line is used to show the edges,
or contours, of an object. This is called a
contour line. Such a line is familiar to anyone
who has tried to draw. It is, in fact, one of the
most common forms of line used by children.
When children pick up pencils or crayons to
draw, they use lines to create figures, houses,
trees, and flowers. Usually, children draw
these objects in outline form.

Artists often use contour lines in much the
same way to identify and describe objects in

their drawings and paintings. They do this
even though they know that these outlines
are not actually a part of the real object. The
contour line separates the object from the
background and from other objects in the
same work.

Some artists place great importance on
contours or outlines. They use them as a way
of adding interest or unity to their paintings.
The works created by such artists are fre-
quently called linear. Notice, for example,
how the French artist Marie Laurencin (law-
rahn-san) has used black outlines to add clar-
ity and interest to her portrait of a woman
wearing a hat (Figure 2.7). Because of these
outlines, every object is clearly defined and
stands out on its own. More importantly, the
black outlines add a decorative accent that
increases the picture’s appeal.

De-emphasizing Line

Some artists try to eliminate or conceal the
outline of objects in their pictures. The term
painterly is often used when describing works
by these artists. Claude Monet (kload mow-
nay) was such an artist, and you can see why
when you look at his paintings of haystacks
(Figures 21.14 and 21.15, page 481). Monet
was interested in recording the fleeting effect
of light on the various surfaces of objects. He
used short brush strokes to create a shimmer-
ing effect in which the contour lines seem to
disappear.

Line and Sculpture

The terms linear and painterly are not
reserved only for discussions about paintings.
They are also applied to sculptures. Henry
Moore, for example, used a continuous flow-
ing contour line in his sculpture of a standing
figure (Figure 2.8).

Terms such as linear and painterly can help
you see more clearly a particular quality found
in works of art. Thus, when a painting or sculp-

B FIGURE 2.7 The blackoutlines help define the shapes
in this portrait. How would the impact of the painting be
different without the use of these lines?

ture is described as linear, you know immedi-
ately that the element of line has been stressed.
The word linear produces a mental image quite
different from the image that comes to mind
when a work is described as painterly.

S [ contents J 2

Marie Laurencin. Woman with Hat (Femme au Chapeau). 1911. Oil on canvas.
35 X 26 cm (13% X 10'4"). The Museum of Fine Arts, Houston, Texas. The
John A. Jones and Audrey Jones Beck Collection.
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Line and Movement

In addition to defining objects in works of art,
line can also suggest movement. This movement
might be horizontal, vertical, diagonal, or curved.
Certain feelings or sensations are associated with
each of these movements.

Vertical, or straight up and down, suggests
strength and stability. Horizontal, or from side to
side, suggests calmness. Diagonal suggests tension.
Curved suggests a flowing movement. Sometimes the
feelings suggested by the lines in a picture can influ-
ence your reactions to it. The lines in one picture
may help you feel calm and relaxed (Figure 21.9,
page 474), whereas the lines in another may create a
tense and uneasy feeling (Figure 19.9, page 427).

An axis line, an imaginary line that is traced
through an object or several objects in a picture, can
be helpful when you are trying to identify movement
and the direction of movement in a work of art. It
can show you whether the object or objects have
been organized in a particular direction. For exam-
ple, examine the painting by John Biggers in
Figure 2.9. Use your finger to trace the movement
and direction of the walking figures. Notice that
your finger moves in a gentle curve from the figure
at the far left to the smallest figure at the top right,
emphasizing the direction in which the women are
walking. The axis line is the line your finger would
have made if it had left a mark on the picture. This
is the way you can trace the direction of movement
in a work of art.

M FIGURE 2.8
Notice how the
sculptor has used
the element of
line in this work.
Describe the
movement your
hand would make
if you could trace
around this sculp-
ture. Does it
change direction
suddenly or move
in a smooth, flow-
ing manner?

Henry Moore. Large
Interior Form. 1953,
cast 1981. Bronze.
5X14X14m

(195 X 564 X 56%4").
The Nelson-Atkins
Museum of Art,
Kansas City, Missouri.
The Hall Family
Foundation
Collection.

B FIGURE 2.9 The axis line in this painting begins at the far left
with the largest figure and moves back into space through the
remaining figures. It ends with the smallest figure in the distance.
In what way does this axis line aid the viewer? What other art
element helps emphasize a sense of movement in this work?

John Biggers. Climbing Higher Mountains. 1986. Oil and acrylic on canvas.
101.6 X 91.4 cm (40\>< 36"). Hampton University Museum, Hampton, Virginia.
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Some artworks make use of a single axis
line; others make use of several. In a work
with more than one axis line, you should
determine how the lines relate to one another.
For example, in Figure 2.10 four axis lines
combine to form a large W that ties the vari-
ous parts of the picture together while point-
ing out the most important figures. Observe
how two diagonal axis lines are used to
arrange the figures at either side of the paint-
ing. These join two other diagonal axis lines
that lead upward to complete the W. At the
center point are the Christ child and His
mother. Even though they are not the largest
figures in the work, they are the most impor-
tant. The artist has skillfully used axis lines
to guide your eye to them.

Axis lines can be as important in sculpture
and architecture as they are in painting. They

can help you recognize the rigid, vertical pose
of one sculpture (Figure 8.15, page 178) or the
active, twisting pose of another (Figure 8.18,
page 182). In architecture, axis lines can also
help you define the principal vertical empha-
sis of one building or the horizontal emphasis
of another.

Texture

Whenever you talk about the surface qual-
ity, or “feel,” of an object, you are discussing
its texture. Texture is the element of art
that refers to the way things feel, or look as
if they might feel if touched. In painting,
some works have an overall smooth surface
in which even the marks of the paintbrush
have been carefully concealed. There are no
textural “barriers” or “distractions” to get in

B FIGURE 2.10 The religious figures in this painting are dressed in garments of the
artist’s own time. In addition to the axis lines discussed, can you find other actual lines,
both diagonal and vertical, that direct attention to the main figures?

Sandro Botticelli. The Adoration of the Magi. c. 1481-82. Tempera on wood. Approx. 70.1 3 104.1 cm (27% X 41").
National Gallery of Art, Washington, D.C. Board of Trustees, Andrew W. Mellon Collection. N
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the way as your eyes sweep over the smooth,
glossy surface.

Other paintings have a more uneven surface.
This is the case when a heavy application of
paint produces a rough texture that you sense
with your eyes and feel with your fingers. Both
types of painting are examples of actual texture
because you actually feel the smooth surface of
one and the rough surface of the other.

There are many paintings, however, in
which the surface is smooth to the touch
but the sensation of different textures is sug-
gested by the way the artist painted some
areas. In her portrait of the ill-fated French
queen, Marie Antoinette and Her Children
(Figure 2.11), the artist Marie-Louise-
Elisabeth Vigée-Lebrun painted a wide range
of different textures. There is a distinctive

“feel” to the different materials used for the

M FIGURE 2.11 The artist, known for her beauty,

garments. Other kinds of textures are noted in

the heavy woven carpet, the wooden furni-
ture, and the smooth, soft skin of the figures.
Yet, if you were to pass your fingers lightly
over this painting, you would find that it is
smooth all over. When painters try to make
different objects look rough or smooth, they
are using a technique known as simulated,
or artificial, texture.

Another, similar example of texture is
seen in a portrait of the Princess de Broglie
(Figure 2.11a). The artist, Jean-Auguste-
Dominique Ingres, obviously delighted in
painting as accurately as possible a range of
simulated textures. The rich satin and lace
of the woman’s gown gives a sense that you
might hear the rustle of fabric as she moves.
Compare this to the soft skin, and brocade
of the chair.

M FIGURE 2.11a Notice the variety of simulated
textures in this painting. What other elements of
art did the artist use to add variety to the many
surfaces?

wit, and charm, enjoyed a close personal relationship
with Queen Marie Antoinette and painted her many
times. How many different textures can you identify
in this painting? What does this painting tell you
about the queen?

Jean-Auguste-Dominique Ingres. Princesse de Broglie. 1853. Oil on
canvas. 121.3 X 90.8 cm (47 %2 X 35%4"). The Metropolitan Museum
of Art, New York, New York. Robert Lehman Collection, 1975.
(1975.1.186)

Marie-Louise-Elisabeth Vigée-Lebrun. Marie-Antoinette, Queen
of France, with Her Children. 1789. Oil on canvas. 271 X 195 cm
(10624 X 76%4"). Réunion des Musées Nationaux /Art Resource, NY.
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B FIGURE 2.12 Notice how light
emphasizes the textures in this three-
dimensional piece. What other element
of art has been used to provide variety?

José de Creeft. The Cloud. 1939. Greenstone.
42.5 X 31.4 X 25.4 cm (16% X 12% % 10").
Collection of Whitney Museum of American
Art, New York, New York. Purchase. 41.17a-b.
© Estate of José de Creeft/Licensed by VAGA,
New York, New York.

Texture and Sculpture

Because three-dimensional forms seem to
invite touch, texture is especially important
to sculptors. They recognize the urge to touch
a sculptured surface and often encourage
this by providing rich textural effects. José
de Creeft creates obvious contrasts in rough
and smooth textures in his sculpture of The
Cloud (Figure 2.12). These different textures
are emphasized by the effect of light playing
across the surface of the work.

Sculptors recognize that wood, marble, and
bronze all have unique textural qualities. They
must keep this textural quality in mind when
choosing the material for a particular work.

Shape and Form

The term shape refers to a two-dimensional
area clearly set off by one or more of the other
visual elements, such as color, value, line,

<«
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texture, and space. Shapes are flat. They are
limited to only two dimensions: length and
width. This two-dimensional character of
shape distinguishes it from form, which has
depth as well as length and width. Thus, a
form is an object with three dimensions.
Shapes can be created deliberately in draw-
ing and painting by joining a single continu-
ous line or several lines to enclose an area.
For example, when two parallel horizontal
lines are joined to two parallel vertical lines,
a square or rectangular shape is made.
Usually, when you try to visualize a shape,
the first thing that comes to mind is an area
surrounded by lines. Yet line is not always
needed to create shapes. Many shapes are
formed in a more indirect manner without the
aid of lines. When an artist paints an area of a
picture with a particular color, a shape is cre-
ated. An artist can also create shape by isolat-
ing or setting off an area that is texturally
different from its surroundings.
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Many painters have tried to create the illu-
sion of solid, three-dimensional forms in
their works. Frequently, the look of solidity
and depth is achieved by painting shapes
with light and dark values. For example, a
circular shape can be made to look three-
dimensional by gradually changing its value
from light to dark. This technique can be
used to reproduce the effect of light on the
surface of a round object. When combined
with a dark shadow cast by the round object,
the desired three-dimensional effect is cre-
ated (Figure 2.13).

Because it possesses the added dimension
of depth, a form can be thought of as a shape
in three dimensions. You cannot actually feel
around a form in a painting, but you are able
to do so with the forms found in sculpture
and architecture.

Mass and Volume

Two important features of form are mass
and volume. Mass refers to the outside size
and bulk of a form, and volume refers to the
space within a form.

Any discussion of the mass of a sculpture
or building uses the vocabulary of solid geom-
etry. This allows you to describe more clearly
a three-dimensional work as resembling a
cube, a sphere, a pyramid, a cylinder, or a
cone. This does not mean that a sculpture or a
building must be solid. You can also describe
a contemporary sculpture made of transparent
plastic and wire as having mass and resem-
bling a sphere, cylinder, or cone.

The term volume is used during discussions
of interior space. In architecture, volume refers
to the space within a building. This inside
space is determined by the exterior mass of the

B FIGURE 2.13 You might feel that you could
pick up one of the oranges in this painting. How
did the artist make the flat shapes look like
round, three-dimensional forms?

Luis Meléndez. Still Life with Oranges, Jars, and Boxes of Sweets.
c. 1760-65. Oil on canvas. 48.2 X 35.3 cm (19 X 137%"). Kimbell
Art Museum, Fort Worth, Texas.

building. Sometimes volume can be small and
confining, as in a tiny chapel. At other times it
can be huge and expansive, as in an enormous
cathedral. You should not limit your concern
for volume to buildings alone, however. You
can also refer to the volumes created between
and within sculptural masses.

Occasionally, it is helpful to describe a
sculpture or a building in terms of its shape as
well as its form. For example, you might be
concerned with the two-dimensional outline
or silhouette of a sculpture or building seen
from a fixed position. In this way, a sculpture
may offer several interesting shapes as you
walk around it and view it from different
angles. A building that looks small and square
when viewed directly from the front might
prove to be large and rectangular when
viewed from one side.
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Space

Space can be thought of as the distance or
area between, around, above, below, or within
things. In art, space is an element that can be
either three-dimensional or two-dimensional.

Three-dimensional space, which has
height, width, and depth, is known as actual

B LookinG [N IH]]

space. It is the type of space found in art
forms that are three-dimensional such as
sculpture, ceramics, and architecture. For
example, if you could study José de Creeft’s
sculpture of The Cloud (Figure 2.12, page 36)
in its museum setting, you would be able to
move about freely in the space that surrounds
the sculpture. You could see the way this

® Size. Distant shapes are made smaller;
closer shapes are made larger.

® Placement. The shapes within the
work overlap, suggesting that some are
in front of others. Distant shapes are
placed higher in the picture; closer
shapes are placed lower.

® Detail. Distant shapes are shown with
less detail; closer shapes are shown
with greater detail.

CREATING THE ILLUSION OF THREE-DIMENSIONAL SPACE

Giorgione created a sense of three-dimensional space by using the techniques below:

® Color. Distant shapes are colored with
hues that are duller and appear bluer
to suggest the layers of atmosphere
between the viewer and those shapes.

® Line. The horizontal lines of shapes
(buildings and other objects) are
slanted to make them appear to extend
back into space.

B FIGURE 2.14 Giorgione.
The Adoration of the Shepherds.

¢. 1505-10. Oil on panel. Approx.

91 X 111 cm (35% X 43%"). National
Gallery of Art, Washington, D.C.
Board of Trustees, Samuel H. Kress
Collection.
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work changes when viewed from different
positions. The work presents not only
different shapes, but different images and
meanings as well. From one angle, the sculp-
ture resembles a cloud. From a second, it
changes to look like a woman. From a third, it
appears to be a mother and child. The work
does more than just occupy space. Certainly
an understanding of this sculpture would be
incomplete for a viewer who insisted on
examining it from a single point of view.

Architecture is an art form devoted to the
enclosure of space. To truly appreciate this art
form, you must carefully consider the way in
which space is treated in different structures.

Unlike three-dimensional works of art, the
space in flat, two-dimensional works is limited
to height and width. There is no actual depth or
distance in such works. Despite this, artists have
devised several techniques to create the illusion
of depth or distance on flat or nearly flat sur-
faces. Many of these techniques were used by
Giorgione (jor-joh-nay) when he painted The
Adoration of the Shepherds (Figure 2.14).

With these techniques, the flatness of the pic-
ture plane seems to be destroyed. The viewer is

LESSON ONE REVIEW

Reviewing Art Facts

1. Recall List the seven elements of art.

2. Describe Give an example of an anal-
ogous color scheme.

3. Explain What is the benefit of identi-
fying the axis line in a work of art?

4. Identify Name four techniques
artists can use to create the illusion
of three-dimensional space in a two-
dimensional work of art.

transported into what appears to be a world of
actual space, atmosphere, and three-dimen-
sional forms. Giorgione’s picture may be an illu-
sion, but it is a very convincing one.

Working with the
Elements

Typically, artists are faced with the challenge
of considering several elements with each step
they take in creating a work of art. They can-
not, for example, work effectively with color
without considering other elements. They real-
ize that the selection and application of one
hue in one part of a painting will have an
impact on the hues, shapes, lines, and textures
used in other parts of the work.

Some artists respond to this challenge in
a deliberate, thoughtful manner, whereas
others are more spontaneous and intuitive.
To understand and appreciate artists’ various
responses, you need not only to be familiar
with the elements of art, but also to under-
stand how the principles of art are used to
organize those elements.

Working with Elements and Principles Combining ele-
ments and principles has endless variations that make the
creation of art an exciting and wonderful challenge for the
artist. In any time period or any place, the artist is always
working with these basic tools and rules.

Activity Choose five elements and create a design using
simple art materials. Evaluate your design to determine
how you used the tools of balance, emphasis, harmony,
variety, gradation, movement/rhythm, and proportion.
Display your design and describe how you used the
principles in creating your design.

CONTENTS | 3
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The Principles of Art

Vocabulary

m design m gradation
m balance ® movement
m emphasis m rhythm

m harmony m proportion
m variety

Discover

After completing this lesson,
you will be able to:

m Explain how the principles of
art are used to organize the
elements of art.

m Analyze how successful works of
art achieve unity by using the
elements and principles of art.

m Demonstrate how a design chart
can be used to identify the ele-
ments and principles in a work
of art.

M FIGURE 2.15
Notice that all parts
of this picture are
equally distributed
on either side of an
imaginary vertical
line drawn through
the center. Can you
find other paintings
in this book that use
this same symmetri-
cal balance? Why do
you think so few
works of art make
use of this kind of
balance?

Jessie Oonark. A Shaman’s
Helping Spirits. 1971.
Stonecut and stencil on
paper. 94.2 X 63.8 cm

(37 x 25"). Art Gallery of
Ontario, Toronto, Canada.
Gift of the Klamer Family,
1978.
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L/{ rtists “design” their works by controlling and ordering the elements

of art in some way. When trying to combine these different elements
into an organized whole, they use certain principles, or guidelines. These
principles of art are balance, emphasis, harmony, variety, gradation, move-
ment, rhythm, and proportion. A unified design—a skillful blend of ele-
ments and principles—results when all the parts hold together to produce
the best possible effect. Without this overall principle of unity, the work
would “fall apart,” or appear disorganized and confusing to the viewer.

The principles of art, then, describe the different ways artists can use
each element. When working with any element, artists seek variety with-
out chaos and harmony without monotony. The elements must fit
together and work together to make a complete and unified whole.

In order to understand works of art, you need to know how the princi-
ples of art are used. You will use this knowledge whether you are examin-
ing works by artists who deliberately use a variety of art principles, or
works by artists who use their instinct. Learning the principles will help
you recognize and enjoy one of the most fascinating things about works of
art: how they are put together.

The following principles should help you determine how the elements
of art can be used to create art. Remember, each of these principles
describes a unique way of combining or joining art elements to achieve
different effects.

Balance

Balance refers to a way of combining
elements to add a feeling of equilibrium or
stability to a work of art. Balance can be of
three kinds: symmetrical, asymmetrical,
or radial.

Symmetrical balance means a formal
balance in which two halves of a work are
identical; one half mirrors the other half
(Figure 2.15). This is the simplest kind
of balance.

Asymmetrical balance is more informal
and takes into account such qualities as
hue, intensity, and value in addition to size
and shape. All these qualities have an
effect on the apparent weight of objects
shown in a work of art. It is possible to bal-
ance a large brightly colored area on one
side of a picture with another large shape



B FIGURE 2.16 The artist witnessed this disaster
from a boat on the Thames River. Notice how
the buildings engulfed by flames at the left are
balanced by the bridge and its reflection at the
right. Do you consider the “felt” balance here
more interesting or less interesting than the
symmetrical balance found in Figure 2.15?

Joseph M.W. Turner. Burning of the Houses of Lords and
Commons. 1834. 92 X 123.19 cm (36 /4 X 487%"). Oil on canvas.
Philadelphia Museum of Art. The John H. McFadden Collection.
M1928-1-41.

of a light hue on the other side (Figure 2.16).
A smaller dark shape, though, may accom-
plish the same result. The dark value of the
smaller shape makes it appear heavier and
equal to the task of balancing the larger white
shape. The result is a “felt” balance.

Radial balance occurs when objects are
positioned around a central point. The daisy,
with its petals radiating from the center of
the flower, is a good example. Notice how
the stained-glass window (Figure 2.17) was
designed using radial balance.

<«

B FIGURE 2.17 The colored glass shapes of this window radiate from
the center like the spokes of a wheel. What other kind of balance is
demonstrated in this work?

Stained-glass window (West rose window). Chartres Cathedral, France. 1153-1260.

)
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Emphasis

Emphasis, or contrast, is a way of com-
bining elements to stress the differences
between those elements. Contrasting ele-
ments often are used to direct and focus
the viewer’s attention on the most impor-
tant parts of a design. Artists try to avoid
making works of art in which the same col-
ors, values, lines, shapes, forms, textures,
and space relationships are used over and
over again. They know that such works
may be monotonous and uninteresting. To
avoid this, artists introduce obvious con-
trasts that establish centers of interest in
their works.

In Rainy Night Downtown (Figure 2.18),
Georgia Mills Jessup creates a center of

M FIGURE 2.18 The vertical shapes in the center of this
work contrast with the larger round shapes at the sides.
interest by Painting a compact collection of ~ Can you also find contrasts of hue and line in this painting?

vertical, abstract shapes to represent the

£ lei b d Georgia Mills Jessup. Rainy Night Downtown. 1967. Oil on canvas.
crowds of people in a busy downtown area 111.8 X 120 cm (44 % 48"). The National Museum of Women in the Arts,
at night. Around the edges she uses larger Washington, D.C. Gift of Savanna M. Clark.
shapes that are brighter and more loosely
defined. The contrast between both the colors
and the shapes gives the scene vitality. Try to
imagine how this picture would look without
these contrasts—the picture would lack its
visual interest.

similarities. It is accomplished through the
use of repetitions and subtle, gradual changes.
A limited number of like elements often are
used in an effort to tie the picture parts
together into a harmonious whole. This is cer-
tainly evident in Robert Delaunay’s colorful

Harmony Portuguese Still Life (Figure 2.19). Observe

Harmony refers to a way of combining how the repetition of certain colors, values,
stmilar elements in an artwork to accent their lines, and shapes gives the work an overall
sense of unity or wholeness.

\ M FIGURE 2.19 Delaunay’s preoccupation with color
) is clearly evidenced in this work. What colors has he
g used repeatedly to lend harmony to this painting?
. Can you identify any other art elements that have
been repeated to give the work a more uniform
appearance?

Robert Delaunay. Portuguese Still Life. 1916. Oil on canvas.
89.2 X 111.8 cm (35% X 44"). Norton Museum of Art, West
Palm Beach, Florida. Gift of Mrs. Jeanne Levin. 92.1

qy
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Variety

Variety is a way of combining elements in
involved ways to create intricate and compli-
cated relationships. It is achieved through
diversity and change (Figure 2.20). Artists
turn to this principle when they want to
increase the visual interest of their works. A
picture made up of many different hues, val-
ues, lines, textures, and shapes would be
described as complex.

A carefully determined blend of harmony
and variety is essential to the success of
almost any work of art. Both principles must
be taken into account during the creative
process. Harmony blends the picture parts
together to form a unified whole, and variety
adds visual interest to this unified whole. It is
this visual interest that attracts and holds the
attention of viewers.

Gradation

Gradation refers to a way of combining ele-
ments by using a series of gradual changes in
those elements. Examples of gradation include
a gradual change from small shapes to large
shapes or from a dark hue to a light hue.
Unlike emphasis, which often stresses sudden
and abrupt changes in elements, gradation
refers to an ordered, step-by-step change
(Figure 2.21).

B FIGURE 2.21 Notice the step-by-
step change from large to smaller
shapes. What does this gradual
change from large to smaller shapes
accomplish?

Antonio M. Ruiz. School Children on Parade.
1936. Oil on canvas. 24 X 33.8 cm (9% x 13%").
Secretaria de Hacienda y Credito Publico,
Mexico City, Mexico. © Antonio M. Ruiz/
SOMAAP México, 1999.
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B FIGURE 2.20 In this painting, the artist assembles a complex array
of large and small forms in a variety of light and dark values to create
a haunting landscape unlike any found on this planet. If you were the
artist and you wanted to add harmony to this composition, what
might you do? In doing so, what would you have to keep in mind?

Yves Tanguy. Multiplication of the Arcs. 1954. Oil on canvas. 101.6 X 152.4 cm (40 X 60”).
The Museum of Modern Art, New York, NY/Licensed by SCALA/Art Resource, NY. Mrs.
Simon Guggenheim Fund (559.1954). ©2004 Estate of Eves Tanguy/Artists Rights Society
(ARS), New York.
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Movement

Movement is the principle of art used to cre-
ate the look and feeling of action and to guide
the viewer’s eye throughout the work of art. Of
course, in a two-dimensional artwork, any look
or sensation of action or motion is only an illu-
sion: A horse shown in full gallop gives only
the impression of motion. There are some
three-dimensional artworks, however, that
actually do move. They allow the viewer to
study the constantly changing relationships of

B FIGURE 2.22 This painting shows the interior
of a church in Paris. What has the artist done to
guide the viewer’s eye into the painting?

Marcel Duchamp. Nude Descending a Staircase #2. 1912. Oil on
canvas. 147.3 X 89 cm. (58 X 35"). Philadelphia Museum of Art,
Philadelphia, Pennsylvania. Louise and Walter Arensberg
Collection. ©2004 Artists Rights Society (ARS), New York?
ADAGP, Paris/Succession Marcel Duchamp.

colors, shapes, forms, lines, and textures found
in the artworks.

Movement is also used to direct the
viewer’s attention to a center of interest, or
to make certain that the main parts of the
work are noted. This movement is achieved
through placement of elements so that the eye
follows a certain path, such as the curve of a
line, the contours of a shape, or the repetition
of certain colors, textures, or shapes.

Rhythm

Closely related to movement is the principle
of rhythm. Rhythm is created by the careful
placement of repeated elements in a work of art
to cause a visual tempo or beat. These repeated
elements invite the viewer’s eye to jump
rapidly or glide smoothly from one to the next.

B FIGURE 2.22a The repeated vertical lines and
the contrasts of light and dark values create a
rhythm that draws the viewer’s eye into the paint-
ing. What is the center of interest in this work?
Why is it important?

Robert Delaunay. Saint-Séverin No. 3. 1941. 114.1 X 88.6 cm
(45 X 347%"). Solomon R. Guggenheim Museum, New York,
New York. Gift, Solomon R. Guggenheim. 41.462.
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B FIGURE 2.23 The size of the figures in this work
indicates their importance. In addition to his larger
size, what other clues are provided to help identify
the powerful Benin king?

African. Nigerian. Benin kingdom. Warrior and Attendants Plaque.

17th century. Brass. 37.46 X 39.37 cm (14% X 15%"). The Nelson-
Atkins Museum of Art, Kansas City, Missouri. Purchase: Nelson
Trust. 58.3

The same shape may be repeated several times
and arranged across the picture to create the
sensation of movement in a certain direction
(Figure 2.22a). As the viewer’s eye sweeps
from shape to shape, this sensation is height-
ened, as seen in Marcel Duchamp’s Nude
Descending a Staircase #2 (Figure 2.22).
Sometimes visual contrasts set up a
rhythm, in which elements are repeated and
combined with contrasting colors, values,
shapes, lines, or textures. A certain color may
rush forward, then backward, or light values
may clash with darker values, all the while
moving the viewer’s eye through the work.

Proportion

Proportion is the principle of art concerned
with the relationship of certain elements to the
whole and to each other. Proportion often is
closely connected with emphasis. If in a cer-
tain portion of a painting, there are more
intense hues than dull hues, or more rough
textures than smooth, emphasis is suggested.
In a similar manner, the large size of one
shape compared with the smaller sizes of
other shapes creates visual emphasis. The

Q{ _CONTENTS I 2

viewer’s eye is automatically attracted to the
larger, dominant shape.

In the past and in other cultures, artists
often relied on the principle of proportion to
point out the most important figures or objects
in their works. The more important figures
were made to look larger than the other, less
important figures. This was the case in the
bronze sculpture created by an artist of the
Benin Empire in Africa (Figure 2.23). This
relief was made to decorate the wooden pillars
of the palace in the Court of Benin. The power-
ful king of the tribe is in the center. The sculp-
tor has made the king the largest figure,
emphasizing his importance.

Achieving Unity

Although unity was discussed in Lesson
One, its importance demands additional com-
ment. Unity may be thought of as an overall
concept—or principle. It refers to the total
effect of a work of art. All artists draw from
the same reservoir of elements and principles,
but few are able to take those elements and
principles and fashion works of art that are
unique, exciting, and achieve unity.
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Discovering Design

Relationships in Art

The Design Chart (Figure 2.24) can help
you identify the many possible relationships
between elements and principles in works of
art. The first step in determining how a work
is put together is to ask the right questions
about it. The Design Chart helps you identify
these questions.

Begin with any element and then, referring
to the chart, ask yourself how this element is
used in a work. Your questions will link the
element with each principle. For example, you
might begin an examination of a painting by
looking at hue. Then, referring to each princi-
ple in order, you would ask and then answer
questions such as these about the work:

® Are the hues in the picture balanced
formally or informally?

® Are contrasting hues used to direct the
eye to areas of emphasis?

® Is harmony achieved through the use of
similar hues that are repeated throughout
the picture?

® Are different hues used to add variety to
the composition?

LESSON TWO REVIEW

Reviewing Art Facts
1.

46 Unit One

Explain How are the principles of art

used in creating works of art? Using Elements and Principles Artists have always used
Identify Name and define the three color as a tool for expressing thoughts, ideas, and feelings.
types of balance. Using available images or prints, find a work of art that
Explain How can harmony be speaks to you through the use of color. How does the color
achieved in creating a work of art? speak? Is it warm or cool? Is it loud or soft? Can you create
Recall What principle of art leads a a work that expresses a thought or mood through color?
viewer to sense action in a work? Activity Using small pieces of sponge, dip into primary

of color.

colors and black and white to create your painting. Create
a painting using color as the means to express a mood
or thought. Display your painting and describe your use

Visit art.glen@com for study tools and review activities.

® Do any of the hues change gradually, or
in a gradation from one to another?

® Are the hues arranged to create a feeling
of movement or rhythm?

® Is the presence of any one hue out of
proportion to the other hues used in the
picture?

Once you have completed an examination
of hue, turn to the next quality of color, which
is intensity, and repeat the procedure with all
the principles. An analysis carried on in this
manner can help you gain the knowledge and
understanding needed to determine how the
parts of a picture have been put together to
achieve unity.

A work of art is made up of many different
colors, values, lines, textures, shapes, forms,
and space relationships. The artist who cre-
ates it must combine these elements into an
organized whole, and this takes a great deal of
knowledge and skill. When viewing a work of
art, you must determine how the artist has
done this, and that too takes a great deal of
knowledge and skill. When you have this
knowledge and skill, you are able to do more
than merely look at art; you can see it—and
fully appreciate it.
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STUDIO Painting a Picture Using the
LESSON Design Chart as a Guide

Materials

Pencils and sketch paper

White mat board or illustration board, 9 X 12"
Brushes, mixing tray, and paint cloth

Tempera or acrylic paint

Water container

Refer to the Design Chart (Figure 2.24), which
identifies the relationships between elements and prin-
ciples. Make six choices on this chart indicating how
you intend to use the elements and principles in a
painting. Complete a painting based on a work of art
illustrated in Art in Focus. Use the
decisions to guide you in the cre-
ation of this painting.

PRINCIPLES OF ART

Balance

Process

1. Complete several pencil sketches of an artwork in
Art in Focus. Try to reproduce the work as accu-
rately as possible.

2. Reproduce your best sketch on the mat board.

3. Use tempera or acrylic to paint your picture. Except
for black and white, all colors must be mixed rather
than used directly from the jar or tube.

. At every step of the process, refer to the six deci-
sions recorded on the Design Chart.

5. Display your painting and completed Design Chart.

Movement/

Gradation Rhythm

Emphasis | Harmony Variety Proportion

Inspiration

Look through Art in Focus for an
illustration of a two-dimensional
artwork that you find interesting.

Avoid overly complicated works
that will be difficult to replicate.

Value
(Non-Color)

UNITY

Line

Copy the Design Chart and identify

ELEMENTS OF ART

the elements and principles you
will use when creating your version

Texture

of the painting selected. Do this by

Shape/Form

checking six intersections linking
elements and principles.

Space

Note: Do not write on this chart

B FIGURE 2.24 Design Chart

Examining Your Work I

Describe |s your painting an accurate rendering of the
artwork you selected? Are others able to see the simi-
larities between your painting and the original?

Analyze Did you use the six design relationships iden-
tified on your Design Chart when completing your
painting? Can you point to places in your work that
demonstrate your use of the six design relationships?

L Dniine

Interpret Does your picture express the same mood or
feeling as the painting on which it is based? If not,
what mood or feeling does your picture communicate?
What factors contributed to the differences in mood
between your picture and the original?

Judge Do you judge your painting a success? What are
its best features? If you were to do it again, what
would you do differently?

[ ConTENTS
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TI ME ART SCENE

Breaking Down Walls with

Judith Baca brings people together with her murals.

Los Angeles is known as much for its freeways as its museums. So perhaps
it’s not surprising that artist Judith Baca (b. 1946) paints on concrete.
Since 1974, the artist has directed the creation of about 550 murals in public
spaces. They have provided summer work for inner-city youth and brought
color to highway underpasses and parks. “I want it to continue,” Baca says of
her work. “I want future generations to see it.” If they can’t see her work on
concrete walls, they can still see it on museum walls. Her paintings are part of
the Smithsonian Institution collection.

iy |
JUDITH BACA

. . . . Judith Baca. La Memorla
Now Baca is restoring her most famous piece, the 13-foot-high, half- de Nuestra Tierra (Our

mile-long Great Wall of Los Angeles. Created on a flood-channel wall, the Land Has Memory). 2000.
: . L . This mural hangs in
mural depicts Los Angeles and world history from an ethnic viewpoint. Denver International
Great Wall exhibits intense color and an exhilarating sense of movement. Airport.
Baca was teaching art in an inner-city park when she began planning
murals to build bridges between different ethnic groups. Some 400 young
people—many from low-income, crime-ridden areas—worked five summers
on the original mural. Now, some of their children are working on its restora-
tion. She hopes the huge project will meet the same goal.
“All these people made the wall together,” she says.
“That's the story—what they made together.”

TIME to Connect

Judith Baca’s mural at Denver’s airport tells the story of her
parents, who migrated from Mexico to the United States.The
mural also tells the story of Mexican immigrants who worked as
laborers in Colorado.

* Research an ethnic group that came to the United States in
the twentieth century.Why did they leave their homeland?
What problems did they face on their journey? What problems
did they encounter when they arrived in the United States?

. : Baca and helpers work on the Great
* Report your findings to the class and create a list of reasons Wall of Los Angeles. She expects the

the groups have in common for coming to America and restoration to take three summers,
whether there are any issues facing the groups today. with the help of 250 young artists.
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CHAPTER

Reviewing the Facts

Lesson One

1.

What is the relationship between the elements
and principles of art?

Which of the three qualities of color refers to a
color’s name and its location on the color wheel?
How do works of art described as linear differ
from those described as painterly?

Identify the five kinds of line, and describe the
effect each kind is intended to achieve in an
artwork.

How does actual texture differ from simulated
texture?

How can painters create the illusion of solid,
three-dimensional objects?

Lesson Two

7.

What kind of balance is shown in a work with
one half that mirrors the other?

What can happen when an artist avoids the use
of emphasis in a work?

How is unity achieved?

REVIEW

Thinking Critically

1. ANALYZE. What would you do if you were
interested in changing a color’s intensity? How
would you change a color’s value?

2. COMPARE AND CONTRAST. Look at Figure 2.

10

on page 34 and Figure 2.14 on page 38. List the
techniques the two artists used to create the illu-

sion of depth or distance.

YOUR DIGITAL PORTFOLID

Many art students today maintain online
or digital art portfolios. These are Web sites
or CDs that showcase digital reproductions
of works of art or digitally created artworks.
A digital portfolio eliminates the space
limitations of a traditional portfolio. When
selecting works for a digital portfolio, make
sure you have the necessary hardware. A
traditional or digital camera is required to

photograph three-dimensional works.

J

Standardized Test Practice

 Ro2ding S Writing ey

Read the paragraphs below and then answer the questions.

A line, as you learned, is a continuous
mark representing a moving point.
Mathematicians are able to plot the length
and direction of lines using Cartesian grids.

This grid shows the
path of a curved line:
vertical movement on
the y axis, horizontal
movement on the x axis.

y
s
Zas

1. The intersection on the grid at the line’s
lowest point is represented as (1,1). This is
read “1 space up from the x axis and 1
space right of the y axis.” How would you
designate the highest point on the curve?

A (@4,7) € (2,4)
B (3,2 W (7,9

2. If you began drawing a straight line on the
grid at point (6,0) and ended at (6,5), which
of the following statements would be true?

CE’ The line will be diagonal.
“F’ The line will be five units long.
“G" The line will be horizontal.

"M The line will extend off the grid.
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CREATING ART:
MEDIA AND PROCESSES

(%‘ave you ever created a picture using chalk or charcoal? What kinds
of pictures have you taken with a camera? What do you think of
when you have a piece of clay in your hands? An artist can choose from a
great many different kinds of materials. The artist’s decision about which
materials, or which medium, to use will have a dramatic impact on the
appearance of the finished work. The different processes, or ways in which
artists use that medium, can produce strikingly different results.

FOCUS ON READING

Read to Find Out As you read this chapter, compare and contrast the
materials and processes of works created in the same art form. Compare
the two drawings on page 52. How are they the same? How are they
different? Compare the two photographs on page 63. What is similar?
What is different?

Focus Activity Draw two overlapping circles to create a Venn dia-
gram. Consider the works of art on page 66. Organize the information
you wish to compare and contrast. List the traits unique to Tree of Life
(Figure 3.1) in one circle and the traits unique to Madonna and Child
(Figure 3.24) in the opposite circle. List the traits similar to both pieces
in the space created by the overlapping circles. Both sculptures are
made from clay, but each artist used the medium of clay and processes
of sculpture in very different ways.

Using the Time Line Take a look at some of the other artworks
from this chapter that are introduced on the Time Line. What media
and processes can you identify?

c. 1470-75 1897
1248 Madonna and Child by ¢. 1501 Reflection-Venice by
Sainte-Chapelle Andrea della Robbia Erasmus by Albrecht Durer Alfred Stieglitz
1200 1500 1800
Architecture incorporates Sculpture and engraving depict a Early photography captures a
stained glass variety of subject matter moment in time
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B FIGURE 3.1 Oscar Soteno Elias. Tree of Life. 1997. Clay, molded and modeled, appliquéd polychromatic.

1921
Night Shadows by
Edward Hopper
(Detail. Credit, p. 61)

1967
Geodesic Dome

Buckminster Fuller
(credit, p. 79)

TIME<PLAGE

1997 Ll T S e P T
Tree of Life by Oscar
Soteno Elias

1935
Robert Silvers creates
photo collage

(Detail. Credit, p. 65)

Refer to the Time Line
on page H11 in your
Art Handbook for
more details.

Experimental Modeling
ve manipulation architecture with clay
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Drawing and Painting

Vocabulary @ rawing and painting are two important means through which artists
m dry media give visible form to their ideas and feelings. A knowledge of the
= wet media media and processes used to create drawings and paintings will prepare
- St,i” life you to recognize and respond to those ideas and feelings. It will also help
: E:g(rjn;nt you give form to your own ideas and feelings.
m solvent
_ Drawing
Discover
After completing this lesson, Drawing is a process of portraying an object, scene, or form of decora-
you will be able to: tive or symbolic meaning through lines, shapes, values, and textures in
m Discuss the processes of drawing one or more colors. This process involves moving a pointed instrument
and painting. such as a pencil, crayon, or stick of chalk over a smooth surface, leaving
" Exp_lain how artists find ideas for behind the marks of its passage. The generally accepted name for this
- T\lhaer'nr ea;m/ioorlzz.cribe the three mark is line. Although their styles differ (Figures 3.2 and 3.3), all draw-
basic ingredients in paint. ings have a common purpose: to give form to an idea and express the
artist’s feelings about it.

B FIGURE 3.2 The artist used this ink drawing to express
his ideas and feelings about a religious subject. What adjec-
tives would you use in describing the line used here?
Which portions of the drawing have been emphasized?
How is this emphasis achieved?

M FIGURE 3.3 The raised hand of St. Anne in this
unfinished work has been drawn using contour lines.
How does this make the hand look different when
compared with the remainder of the drawing?

Guercino. Saint Jerome and the Angel. c. 1640. Brown ink on paper.

24 X 21.6 cm (9% X 814"). University Purchase, University of lowa
Museum of Art, lowa City, lowa. Leonardo da Vinci. Madonna and Child with Saint Anne and Infant St.

John the Baptist. Charcoal, black and white chalk on brown paper. The

i{ i CONTENTS )eyndon, England. Art Resource, New York.
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The seventeenth-century Italian artist
Guercino (gwair-chee-noh) used his drawing
skills to illustrate the strong religious feelings
that dominated his time and place. With a
style featuring spontaneous and vigorous
lines, he gives visual form to his idea of
St. Jerome listening intently to an angel in
Figure 3.2. In this work, the rapidly drawn
lines add excitement and action to the scene.

Compare Guercino’s work with Leonardo’s
unfinished drawing in Figure 3.3. Leonardo’s
drawing places greater emphasis on value
than on line. Using charcoal to produce dark
and light values, he was able to make the fig-

ures look more three-dimensional and lifelike.

l LookinG [HIH]]

DRY MEDIA

The subject here is one the
artist used over and over during
her career: a mother and her
children.
® Medium. The artist em-

ployed a favorite medium:

pastels.

® Technique. Cassatt aban-
doned her more familiar
smooth, even surface in
favor of one composed of
swiftly applied strokes of
bright colors.

® Purpose. The finished
drawing looks as if it were
done quickly, suggesting
that the artist wanted to
capture a fleeting moment
shared by a mother and
her child.

M FIGURE 3.4 Mary Cassatt. In The Garden.
1893. Pastel on paper. The Baltimore Museum of
Art, Baltimore, Maryland. The Cone Collection,
formed by Dr. Claribel Cone and Miss Etta Cone
of Baltimore, Maryland, BMA 1950.193.

This illustrates the strong emotional bond
between the figures. Clearly, the artist’s pur-
pose is important in determining the style of a
drawing. The choice of a drawing medium,
often based on the artist’s purpose, can also
contribute to style.

Drawing Media

The media for drawing can be divided into
two types: dry and wet. Dry media are those
media that are applied dry; they include pen-
cil, charcoal, crayon, and chalk or pastel. An
example of a drawing created with a dry
medium is Mary Cassatt’s (kuh-sat) pastel in
Figure 3.4.

| CONTENTS JJ 2
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Wet media are those media in which the col- Drawings in Sketchbooks
oring agent is suspended in a liquid; they
include ink and paints. The wet medium most
commonly used in drawing is ink in various col-
ors, applied with pen or brush. Paints can also
be used as a drawing medium. The drawing of
cottages (Figure 3.5) demonstrates the skill of
the artist, Rembrandt, with a wet medium. A
variety of lines made with rapid strokes of a
fine quill pen captures not only the appear-
ance of a simple rural scene but also the
quiet, peaceful mood associated with it.

Recognizing the advantages offered by both
dry and wet media, many artists have com-
bined them in their drawings.

Artists have long recognized the value
of maintaining sketchbooks to record their
ideas. Earlier artists used drawings mainly
as a way of developing the ideas they wished
to express in their paintings and sculptures.
More recently, artists have used drawings in
two ways: as finished works of art and as pre-
liminary studies to develop ideas.

Georges Seurat visited the Grande Jatte every
day for six months. He made preliminary draw-
ings of the landscape and sketched numerous
figures for his painting of a summer day on the
island near Paris. Detailed studies like the one
in Figure 3.6 were often referred to during the
two years required to paint the large picture—it
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B FIGURE 3.5 Rembrandt made thousands of drawings during his career, many of which were done in
his favorite drawing medium, ink. Judging from the lines used, how would you describe the method or
technique used by the artist to make this drawing?

Rembrandt van Rijn. Cottages Beneath High Trees. c. 1657-1658. Pen and brush with bistre, wash, on paper. 19.5 X 31 cm (7% X 12").
Kupferstichkabinett, Staatliche Museen zu Berlin, Berlin, Germany. Bildarchiv Preussischer Kulteurbesitz. Art Resource, New York.
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M FIGURES 3.6 AND 3.7
Many artists prepare pre-
liminary sketches for
their paintings. They
plan and experiment
with ideas before begin-
ning to paint. Georges
Seurat, for example,
completed numerous
detail paintings before
beginning work on his
huge painting A Sunday
Afternoon on the Island
of La Grande Jatte. Can
you identify the portion
of the painting that was
the result of sketch?

measures 70 square feet (Figure 3.7). When it
was exhibited in 1886, Seurat’s creation was
greeted with ridicule and controversy. Today the
painting is famous and regarded as priceless.

Painting
Painting is one of the oldest and most

important of the visual arts. An artist creates a
painting by arranging the art elements on a flat

Q{ " CONTENTS

B FIGURE 3.6

Georges Seurat. Study for
A Sunday Afternoon on

La Grande Jatte. 1884. Oil
on wood. 15.5 X 25 cm
(6% X 9%"). Musee d'Orsay,
Paris, France. Réunion des
Musées Nationaux. Art
Resource, New York.

B FIGURE 3.7

Georges Seurat. A Sunday
on La Grande Jatte. c. 1884.
Oil on canvas. 207.6 X

308 cm (81% X 121'%"). The
Art Institute of Chicago,
Chicago, lllinois. Helen
Birch Bartlett Memorial
Collection. 1926.224.

surface in ways that are sometimes visually
appealing, sometimes shocking or thought-
provoking. By presenting us with unique
design relationships, offering new ideas, and
giving form to the deepest feelings, the painter
awakens us to aspects of life that we might
otherwise overlook or ignore.

Chapter 3 Creating Art: Media and Processes
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Subject Matter 1%I‘t

e ;he subjects that artists select for their paintings often depend on the time and place
in which they live. They are influenced by their own personal experiences, by the lives
of the people around them, and by the interests and attitudes of their society. Through-
out history, artists have discovered subjects for their paintings in the real world of
people, places, and events around them, and the imaginary world within themselves.

Landscapes. Landscape paintings without
figures were rare in Europe before the sev-
enteenth century. Although artists used
landscapes as backgrounds for their figures,
they rejected the idea of using natural
scenes as the main subject for their paint-
ings. This certainly was not true in Asia,
where landscape painting enjoyed a long
and glorious tradition.

European practices changed in the seven-
teenth century when Dutch painters recog-
nized that nature could serve as a beautiful
and often dramatic subject for their art (See
Figure 19.15, page 432). More recent land-
scape artists have treated the subject in
many different ways to express a variety
of ideas and beliefs. The American artist
George Inness, for example, relied on a
highly personal, spiritual view of nature to
create paintings that expressed what he felt
and not just what he saw.

B FIGURE 3.8 George Inness. Early Moonrise, Florida.
1893. Oil on canvas. Museum of Fine Arts, St. Petersburg,
Florida. Gift of Costas Lemonpoulos 1983.6.

12

Nature. During the
seventeenth century,
Japanese artists per-
fected an elegant art
style that catered to
the demands of a
growing number of
wealthy landowners.
It was the age of bold
and decorative screen
painting, when
painters created
dreamlike landscapes
set against glowing
gold backdrops.

B FIGURE 3.9 Artist unknown. River Bridge at Uji. Momoyama period, 1568-1614. Six-fold
screen, color; Gold leaf and ink on paper. 17.5 x 338.5 cm (67 2 X 133'4"). The Nelson-Atkins
Museum of Art, Kansas City, Missouri. Purchase: Nelson Trust.
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B FIGURE 3.10

Alice Neel. Frank O’Hara. 1960. Oil on canvas.
86.36 X 40.95 cm (34 X 16%4"). National
Portrait Gallery, Smithsonian Institution,
Washington, D.C. National Portrait Gallery,
Smithsonian Institution. Art Resource,

New York.

People. It would be difficult to find a
subject that is more fascinating for
painters than people. Peering out at

us from the pages of art history are
the countless smiling, frowning, crying
faces of people painted in many differ-
ent ways. Some are famous and easily
recognized, but a great many more are
long forgotten or may never have been
identified.

B FIGURE 3.11

John Frederick Peto. The Old Violin. c. 1890.
Oil on canvas. 77.2 X 58.1 cm (30% X 2274").
National Gallery of Art, Washington, D.C. Gift
of the Avalon Foundation.

o

Still Lifes. Painting a still life, an
arrangement of inanimate objects

such as food, plants, pots, and pans,
has appealed to many artists. One of
these, the American John Frederick
Peto (pee-toh), delighted in presenting
authentic-looking objects arranged

in shallow spaces. The violin was a
favorite subject because he admired
the beauty of its shape, and because it
gave him an opportunity to pay homage
to another art form he admired and prac-
ticed: music. Peto’s paintings remind us
of the beauty to be found in the simple
things in life, things that we might other-
wise consider outdated or insignificant.

5/

Historical Subjects. At one time
historical pictures were considered

the highest form of painting. They
often take the form of dynamic,
colorful pictures depicting dashing
military leaders engaged in epic battles.
Although it may lack the dynamic
force of other historical pictures, John
Trumbull’s painting The Declaration

of Independence is no less important or
stirring. Of the 48 figures included in
the work, 36 were painted from real
life. Shown in a momentary lull, the
faces of these figures reveal the signifi-
cance of their actions.

M FIGURE 3.12 John Trumbull. The Declaration of Independence, 4 July 1776.
1786. Oil on canvas. 53.6 X 79 cm (21% X 31%"). Yale University Art Gallery,
New Haven, Connecticut. Copyright Yale University Art Gallery.

<«
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The Media and Tools
of Painting

Clearly, artists can draw on a great many
sources for ideas. They also have a variety of
media and tools from which to choose when
expressing their ideas in visual form. Several
kinds of paint can be used to achieve different
results. All are composed of three basic ingredi-
ents: pigment, binder, and solvent.

The pigment is finely ground powder that
gives a paint its color. Some pigments are pro-
duced by chemical processes; others, by
grinding up some kind of earth, stone, or min-
eral. The binder is a liquid that holds together
the grains of pigment in a form that can be
spread over a surface, where it is allowed to
dry. Some tempera paints use the whites of
eggs as a binder. (See Figure 24.20, page 558.)
Encaustic uses melted wax. Oil paint uses lin-
seed oil. Watercolor uses a mixture of water
and gum arabic. A relatively new painting
medium, known popularly as acrylics, makes
use of acrylic polymer as a binder. The sol-
vent is the material used to thin the binder.

Brushes are by far the preferred tools for
painters. These come in a variety of shapes
and sizes: pointed or flat, short and stiff, or

LESSON ONE REVIEW

Reviewing Art Facts

1. Identify Name at least three dry media
used in drawing.

2. Recall What types of subjects do
artists depict in their works?

3. Define What is a still life?

4. Explain What are the three basic
ingredients in paint?

Artin Your World The subjects that artists use for their
works are all around us. Throughout history, artists have
provided a record of the time periods in which they lived.
Study the different subject matter listed in your text. Locate
examples of these subject matter areas that exist in your
immediate surroundings.

long and flexible. Some artists also use a
palette knife to spread their paint. This
painting method results in rough, heavy
strokes that can add to the textural richness
of their paintings.

Using Media and
Processes

Your own efforts in creating two-dimensional
art forms depend in large measure on what you
learn about the media and processes introduced
in this chapter. As important as it is to know
about media and processes, however, it is even
more important to know what to do with what
you know. Art offers you the opportunity—and
the challenge—of making personal choices at
every stage of the creative process.

Many of these choices involve the media
and the processes you use. To express your
thoughts, feelings, and ideas most effectively,
you have to make these choices carefully and
thoughtfully. Take the time to experiment
with art media and processes whenever you
can. Your experiments will help you learn to
use art media and processes to express your
ideas in unique and stimulating ways.

Activity Create a series of five thumbnail sketches from the
environment around you that uses subject matter you have
identified. Write a short statement for each sketch explain-
ing your choice. Be prepared to share and evaluate your
explanations with your class.

ENTS | 2
art.glencécom for study tools and review activities.
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Printmaking, Photography,
Video, and Digital Media

Vocabulary rintmaking, photography, video, and digital media are different
m relief printing ® screen printing from other art media and processes in two respects. First, they

m intaglio m serigraph i involve the creation of an image through an indirect process. Second,

m burin m photography :

they give the artist an opportunity to create multiple images. In printmak-
ing, the artist does this by repeatedly transferring an original design from
one prepared surface to other surfaces. The printmaker handles the paper
and can “draw” directly on a print.

In photography, images are recorded as light on frames of film or

m lithography  m digital media

Discover
After completing this lesson,
you will be able to:

= Describe the four basic print- recorded digitally. These images can be reproduced to serve specific pur-
making methods. i poses. One of these purposes is to portray people, objects, and events accu-
m Explain what photography is, i rately in newspapers, books, and magazines. Another purpose—the one you
antdfdiscuss photography as an will learn about in this chapter—is the use of photography as an art form.
art form. H

) o Video is also used as an art medium. With the aid of computer technol-
- Eﬁsjoc?igliizltriiji??nn:sz Ivr:/c\)/f deo P oogy, artists can alter and edit what they have recorded on videotape. Artists
of art. i can capture a narrative sequence of events or other images on videotape.
i Results can be reviewed immediately.

The use of the computer in the creation of art allows
artists great flexibility. When using a computer, images
and imaginary objects created by artists are stored in the
computer’s memory in an electronic form. With the
computer, artists can easily manipulate, transfer, and
reproduce these images in a variety of ways. There are
computer programs available that enable artists to use
the computer as an art tool and art medium.

Printmaking

Printing has a long history. Chinese artists were print-
ing with carved wooden blocks more than 1,000 years
ago. At first the process may have been used to create
repeated designs on textiles. Later it was applied to
paper as well.

Printmaking did not develop in Europe until the fif-
teenth century, in time to meet the growing demand for
inexpensive religious pictures and playing cards. Later it
was used to provide illustrations for books produced

M FIGURE 3.13 This artist’s works are said to be as with movable type (Figure 3.13). This printing process,

important to the history of the natural sciences as they invented by a German printer named Johannes

are to the history of art. Why do you think this may be so? Gutenberg, made it possible to print different pages of a
— . book by using the same metal type over and over again.

Maria Sibylla Merian. Der Raupen Wunderbare Verwandelung und . .

Sonderbare Blumen-Nahrung (The Miraculous Transformation and Unusual Eventually artists began to I'GCOgIIIZE the value of

Flower-Food of Caterpillars). Nuremberg: Johann Andreas Graffen. printmakjng apphed to the produ(;ﬁon of fine art. This

Frankfurt and Leipzig: David Funken and Adreas Knortzen, 1679-1683.

Special collection—University of Wisconsin, Madison. ( led to a Varlety of prlntmakmg processes, ranging from
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B FIGURE 3.14 Did you notice the human figures in this work? Why do
you think the artist minimized the importance of the figures?

Katsushika Hokusai. The Waterfall at Ono on the Kiso Koido Highway from “Famous Waterfalls
in Various Provinces”. Japanese, Edo period, 1833. Woodblock print (oban), in and color on
paper. 37.0 X 25.1 cm (147 X 974"). Freer Gallery of Art, Smithsonian Institution, Washington,
D.C. Gift of the Family of Eugene and Agnes E. Meyer, F1974.72.

i@nline

Explore more techniques and
processes used in printmaking,
photography, and a variety of
media in Web Links at
art.glencoe.com.
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relatively simple to quite complicated. The
four basic printmaking methods are relief,
intaglio, lithography, and screen printing.

Relief Printing

In relief printing, the image to be
printed is raised from the background.
This method requires that the artist cut
away the sections of a surface not meant
to hold ink. The remaining raised portion
is then covered with ink and becomes the
printing surface. Paper is laid on it, pres-
sure is applied, and the ink is transferred
to the paper.

Printing with carved wooden blocks
originated in China and spread to Japan
where, in the seventeenth century, it
became a highly developed art form. At
first, Asian prints consisted of inked out-
lines that were filled in with color by
hand. Later, separate blocks were created
for each color in a design. Each block was
inked, carefully aligned on the paper, and
printed to produce a design with multiple,
rich colors (Figure 3.14).

Intaglio

A printing process that is exactly the
reverse of relief printing is intaglio. The
name comes from the Italian word meaning
“to cut into.” Intaglio is a process in which
ink is forced to fill lines cut into a metal sur-
face. The lines of a design are created by
one of two methods: etching or engraving.

In etching, a copper or zinc plate is first
covered with a coating made of a mixture
of beeswax, asphalt, and resin; the mix-
ture is called a ground. The artist uses a
fine needle to draw an image through this
protective coating. Then the plate is placed
in acid, which bites—or etches—the lines
of the image into the metal where the
ground has been removed. The remaining
ground is then removed, and the plate
inked. The unetched surface is cleaned,
and damp paper is pressed onto the plate

S [ contents J 2
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with a press. This forces the paper into the
inked grooves, transferring the image
(Figure 3.15).

In an engraving, the lines are cut directly
into the metal plate with a burin, or engrav-
ing tool. The lines made in this way are more
pronounced and clear (Figure 3.16) than the
fine lines produced by the etching process.
When the prints have been made, you can
actually feel the lines of raised ink.

Lithography

Another printing process is based on the
principle that grease and water do not mix.
Lithography is a printmaking method in
which the image to be printed is drawn on
limestone, zinc, or aluminum with a special
greasy crayon. When the drawing is completed,
it is chemically treated with a nitric acid solu-
tion. This makes the sections that have not
been drawn on resistant to the printing ink.
The surface is dampened with water and then
inked. The greasy printing ink sticks to the
equally greasy crayoned areas but is repelled
by the wet, blank areas. Finally, the surface is
covered with paper and run through a press to

transfer the image.
<

M FIGURE 3.15 Notice the unusual
perspective of this print. Describe
the feelings or mood this work
communicates.

Edward Hopper. Night Shadows. 1921. Etching.
17.6 X 21 cm (61%6 X 8%4"). McNay Art
Museum, San Antonio, Texas. Gift of the
Friends of the McNay.

|."'-'. A ELATMEETERILA
S E- AR AIBERTO LY RERDAL
VIR N EFFICH A DELINTAT A=

THN-EFE

M FIGURE 3.16 Direr's engraving shows the great
scholar Erasmus, who dominated the intellectual life in
Europe in the 1500s. How do the lines in this engraving
compare to the lines in the etching seen in Figure 3.15?

Albrecht Duerer. Erasmus of Rotterdam. 1526. Engraving. Foto Marburg.
Art Resource, New York.

)

Chapter 3 Creating Art: Media and Processes

61



Among the many artists attracted to the PhOtO graphy

direct drawing methods of lithography was

the Mexican painter José Clemente Orozco Photographs appear everywhere—in news-

(hoh-say kleh-men-tay oh-ross-koh). He used papers, magazines, books, and on the Internet.

this printing method to create the powerful In fact, their popularity may be one of the main

image of a monk and a starving Indian seen reasons why photography has had difficulty

in Figure 3.17. being accepted as a serious art form. After all,
anyone can point a camera, trip the shutter,

Screen Printin g and obtain a fairly accurate image. This simple

description, however, ignores the many con-
cerns of the serious photographer. These
include decisions regarding subject, light con-
ditions, and point of view, and the creative
work done by the photographer in developing
and printing. Other decisions, made before a
single photograph is taken, concern the type of
camera, film, and lens to be used.
Photography is a technique of capturing
optical images on light-sensitive surfaces. The
best photographers use this technique to create
an art form powerful enough to teach others
how to see, feel, and remember. Alfred Stieglitz
(steeg-litz) used his talent and his camera to
place viewers on a bridge spanning a canal in
Venice. There they share with the artist a brief,
magical moment in time (Figure 3.19).

Screen printing is a more recent printmak-
ing process. In screen printing, paint is forced
through a screen onto paper or fabric. This
technique uses a stencil placed on a silk or
synthetic fabric screen stretched across a
frame. The screen is placed on the printing
surface, and a squeegee is used to force the
ink through the porous fabric in areas not
covered by the stencil. If more than one color
is needed, a separate screen is made for each
color. A serigraph is a screen print that has
been handmade by an artist (Figure 3.18).

B FIGURE 3.17 These two figures have been

arranged to fit comfortably within the overall arched
shape of the composition. How do you think this B FIGURE 3.18 This work makes use of symmetrical balance. What
work would have been different as a painting? problem must the artist overcome when using this type of balance?

How has this artist succeeded in overcoming that problem?

José Clemente Orozco. The Franciscan and the Indian. 1926.

Lithograph. 31.4 X 26.3 cm (12% X 10%"). McNay Art Museum, Erté. Twin Sisters. 1982. Print (serigraph). 86.4 X 124.5 cm (34 X 29”). © 1998 Sevenarts
San Antonio, Texas. Margaret Bosshardt Pace Fund. © Estate of José Ltd. Granted by Chalk & Vermilion Fine Arts, Greenwich, Connecticut. © 2004 Artists
Clemente Orozco/Licensed by VAGA, New York, New York. Rights Society (ARS), New York/DACS, London.
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Works like this inspired other
artists, including Ansel Adams.
Stieglitz, old and in poor health,
urged Adams to continue from
where Stieglitz was forced to leave
off. Adams responded with thou-
sands of photographs that marked
a career covering nearly half a cen-
tury. He photographed scenes
from the unsettling stillness of a
New Mexico moonrise to the
majesty of the highest peak in
North America (Figure 3.20).

Video and Digital
Media

The development of video and
computer technology has extended
the creative powers of artists. These
two innovations have enhanced
artists’ abilities to generate multiple
versions of images, integrate
images with other forms of art
media and processes, and repro-
duce images in many ways.

Video Technology

In video technology, artists use
a video camera loaded with a
cassette of videotape to record
images. Patterns of light beams
from the subject or objects being
videotaped are translated into
electric waves, which are then
imprinted magnetically on the
videotape. Artists can use a video-
cassette recorder to immediately
play back the tape.

Since its development in the
first half of the twentieth century,
video technology has been promi-
nently used in the film television
industry. Entertainment and news
reports recorded in a broadcasting
studio or live on the street and
other locations are transmitted
directly to viewers.

B FIGURE 3.19 The
photographer avoided
the busy tourist centers
of Venice and captured
this quiet scene on film.
How does this work
succeed in pulling the
viewer’s eye into it?

Alfred Stieglitz. Reflection-
Venice. c. 1897. Photogravure.
17.8 X 12.3 cm (7 X 474").

The Art Institute of Chicago,
Chicago, lllinois. Gift of Daniel,
Richard and Jonathan Logan,
1984. 1621. © 2004 The
Georgia O’Keeffe
Foundation/Artists Rights
Society (ARS), New York.

AL

B FIGURE 3.20 Adam:s is perhaps the best-known photographer of the
twentieth century. Trained as a concert pianist, he turned to photography
in 1930. How does the mood or feeling expressed in this work differ from
that expressed in Figure 3.19?

Ansel Adams. Mt. Mckinley and Wonder Lake, Denali National Park, Alaska. 1948. Print: 1980.
Gelatin silver print. Trustees of the Ansel Adams Publishing Rights Trust Collection Center for
Creative Photography, The University of Arizona.
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M FIGURE 3.21 This
artist claimed that the
television tube would
one day replace the
canvas in art.

What meaning do
you attach to the
artist’s placement of
television sets in a
cathedral-like form?

Nam June Paik. Technology.
1991. 25 video monitors,

3 laser disc players, in steel
and plywood cabinet with
aluminum sheeting and
details of copper, bronze,
plastic, and other materials.
Approx. 3.6 X 1.4 X 1.3 m
(11 x 4 x 4”). National
Museum of American Art at

the Smithsonian,
Washington, D.C.
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Video cameras were first used artistically in
the 1960s by Nam June Paik, one of the first
video artists in America (Figure 3.21).

The Art of Video

What advantages do artists find in using
video technology? Video technology provides
the excitement of recording events as they hap-
pen. Video cameras can capture sights, sounds,
and the dynamics of motion. Artists who are
interested in exploring narrative, or storytelling,
can use video technology as an art medium to
tell their stories as a continuous stream of
images and sounds. In addition, by integrating
video technology with computer technology,
artists can import, alter, and edit their own
images using imagery and sound from other
sources. This permits them to create many of
the special effects of cinematic film, without the
need for expensive equipment.

Digital Media

The development of computer technology
and the digital media associated with it repre-
sents one of the most exciting frontiers for
artists. Digital media is any type of material
that can be processed by a computer.
Computers transform and read text and
images as information translated into digits,
the combinations of strings of 1s and Os that
represent “on” and “off” electronic switches
for a computer system. So, any kind of mater-
ial that can be used, processed, and trans-
formed by a computer system is called digital
media. Images are actually stored in the com-
puter’s memory in electronic form and artists
can use computer software to transform these
images in a variety of ways (Figure 3.22).
Artists are able to build layers of video or
images. The special effects in current popular
movies are often created by using this process.
Print media currently does the same, but in
two dimensions. Many images that you see
have been constructed from different images—
photos, drawings, and computer graphics.

Three-dimensional software programs allow
artists to create images in the computer’s mem-
ory that look as though they have three dimen-
sions. Objects and space are created through a
series of mathematical instructions, that resem-
ble the techniques artists use in linear perspec-
tive. While we can move around a sculpture to
look at it from different points of view, a three
dimensional program provides the same oppor-
tunity by presenting various views of an object
on the monitor screen. Computer animation
programs permit artists to animate or move
their two or three-dimensional images.

Artists can use a graphics tablet with a
stylus, or a mouse connected to the computer,
in the same way they would a pencil or paint-
brush. The motions of the artist’s arm as it
draws with these tools result in strokes of
electronic light on the computer monitor
screen. Text, images, and sound also can be
entered into a computer system by using a
variety of devices, including cameras, scan-
ners, and audio and video equipment.
Whenever artists use a computer’s capabilities
to design and combine text, graphics, video,




and sound into one artwork, it is called
multimedia art production.

The Art of Digital Media

The computer is a remarkably versatile
tool and medium for artists. Artists can
extend their capabilities for creative prob-
lem-solving.

The computer can generate a number
of options and solutions, including the
following:

® Time efficiency in repetitive tasks.

® Visually checking what colors might
work best for a painting before actually
painting.

® Saving one or more stages of the image
as it develops for future reference.

® Altering art elements and art principles.

® Enlarging or reducing the size of
images.

® Animating images to move in time.

® Scanning and entering images from
other sources to combine with your

own images. B FIGURE 3.22 This image was created by importing photos into a com-

® Distorting images in order to create
unusual effects.

puter. How does the subject of all the tiny photos relate to the large image
of two workers?

o Reproducing the images in other Robert Silvers. Based on Diego Rivera’s The Flower Carrier, 1935, in the collection of

forms of art media.

LESSON TWO REVIEW

Reviewing Art Facts

1. Explain What is the difference
between the two intaglio processes—
etching and engraving?

2. Recall Explain the importance of the
principle that grease and water do not
mix to the process of lithography.

3. Identify List five concerns of a seri-
ous photographer.

4. Describe List some of the options a
computer can present to an artist.

the San Francisco Museum of Modern Art. Photomosaic (TM) 1997.

Using Technology The many forms of modern photogra-
phy allow us to see and manipulate images in new and
exciting ways. Working with digital images on a computer
provides the artist with another way of altering images.

Activity Using a digital camera, take a series of pictures both
outdoors and indoors. The pictures should demonstrate
strong examples of the elements and principles found in both
natural and manmade objects. Using a computer imaging
program, experiment with creating a “digital collage.” Print
your work and discuss the images with your class by identi-
fying the elements and principles you used in your work.

. "l CONTENTS J
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Sculpture

Vocabulary hroughout history, artists in every culture and society have created

m bas relief sculpture of some kind. The works they created come in various

m high relief sizes and shapes, are made with all kinds of materials and processes, and

m sculpture in the round satisfy many different purposes.

m modeling

m carving

= casting Unique Quality of Sculpture

m assembly

m kinetic art As an art form, sculpture differs from painting in that it exists in space.

It can be seen, touched, and often viewed from all sides. Painting may

Discover suggest on a flat surface the illusion of space, but sculpture is concerned
After completing this lesson, with actual space. A sculptor sets out to fill space with original, visually

you will be able to: appealing forms. These forms may echo reality, express powerful emo-

m Identify the materials and tools

tions, or communicate ideas.

used in sculpture.

m Name and describe the four
major techniques used to create
sculpture.

B FIGURE 3.23 Although very low, flat relief B FIGURE 3.24 Here, exceptionally high relief is
is used, the figures look as if they exist in space. used, causing portions of the sculpture to project
Do these figures look lifelike? If so, what gives outward into space. Do you think the addition of
them this appearance? color enhances this work?

Follower of Donatello. Madonna and Child Within an Arch. Andrea della Robbia. Madonna and Child. c. 1470-75. Glazed
Mid-fifteenth century. Gilt bronze. 20 X 15 cm (8 X 6"). terra-cotta. 95 X 55 cm (37% X 21%"). The Metropolitan
National Gallery of Art, Washington, D.C. Samuel H. Museum of Art, New York, New York. Gift of the Edith and
Kress Collection. Herbert Lehman Foundation, 1969. (69-113).
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Relief Sculpture

Not all sculptures can be viewed from all
sides. Relief sculptures, for example, are
similar in some ways to paintings. Their
three-dimensional forms are attached to
a flat surface. Like paintings, these works
are designed to be viewed from the front.
In low relief, or bas relief, the sculptured
forms project only slightly from the back-
ground (Figure 3.23). In high relief, the
sculptured forms extend boldly out into
space (Figure 3.24).

Sculpture in the Round
Sculpture in the round is any freestanding

M FIGURE 3.25
Viewers see this
huge figure
emerging from
the shadows of
a darkened
temple. Why

is it clear that
this figure is
intended to be
viewed only
from the front,
even though it is
an example of
sculpture in the
round?

Seated Buddha from
Wat Phanan Choeng.
Ayutthaya, Thailand.

work surrounded on all sides by space. Not all c. 14" century.

freestanding sculptures are meant to be seen
from all sides, however. Many are designed to
be viewed only from the front, much like a
painting or a relief sculpture. An example of
such a work is the striking Buddha image in
Figure 3.25. Imagine for a moment that you
encounter this golden-colored statue in a
darkened temple. You would notice immedi-
ately that the figure of the seated religious
leader stares straight ahead. Your presence
in no way disturbs his quiet meditation, and
you find yourself taking a position directly in
front of him. There, as the artist intended,
you experience the full impact of the Buddha
towering over you.

The delicately poised head in Figure 3.26,
on the other hand, invites viewers to examine
it from all sides. Highly polished, simplified
forms flow into each other, spiraling com-
pletely around the figure and tempting the
viewer to follow.

Materials and
Tools for Sculpture

Place yourself in the position of an artist
about to transform an idea into three-dimen-
sional form. A number of important questions
must be answered before you begin. For
example, what material will you use—clay,
wood, stone, metal? What tools and processes
are best suited for the material selected?

B FIGURE 3.26 The artist may
have arrived at the spiral design for
this work after studying a dancer’s
pose. Do you think he succeeded in
giving his sculpture a sense of
movement? Explain your ideas.

Constantin Brancusi. Mlle Pogany (Margin
Pogany). (Version 1, 1913, after a marble

of 1912). Bronze. 43.8 X 21.5 X 31.7 cm
(17% X 8 X 12%"). The Museum of Modern
Art, New York, New York. Acquired through
the Lillie P. Bliss Bequest.
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Answers to questions like these will deter-
mine how your finished sculpture will look.

Look again at the sculpture illustrated in
Figure 3.206, page 67. Try to imagine how this
work would look if it were made of clay or
wood or marble rather than bronze. Instead of
a work with a slick, shiny surface, picture this
sculpture as a clay piece bearing the signs of
the sculptor’s fingers, or a rough-hewn wood
carving. Would its appearance—and its
impact on the viewer—be different if it had
been carved in a light-colored marble?

The artist, Constantin Brancusi (bran-koo-
see), created three marble and nine bronze ver-
sions of this sculpture over a 19-year period.
Take a moment to compare one carved in
marble (Figure 3.27) with the version cast in
bronze. Did you react to both works in the
same way? Which of the two versions do you
find more appealing?

Clearly, the choice of materials is an impor-
tant one for both the sculptor and the viewer.
Sculptors choose a particular material because
of what they can do with it and what it can
contribute to the finished work.

M FIGURE 3.27 The
artist carved this version
of his sculpture in mar-
ble. What are the most
significant differences
between this marble
sculpture and the bronze
work (Figure 3.26)?
Which do you prefer?

Constantin Brancusi. Mlle
Pogany. 1913. White marble.
44.5 X 15.2cm (1742 X 6”).
Philadelphia Museum of Art,
Philadelphia, Pennsylvania.
Given by Mrs. Rodolphe Meyer
de Schauensee. ©2004 Artists
Rights Society (ARS), New York/
ADAGSP, Paris.
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Processes of Sculpture

Artists use a variety of different processes
or techniques to create sculptures from the
materials they choose. These processes
include modeling, carving, casting, and
assembling.

Modeling

Modeling is a process in which a soft, pli-
able material is built up and shaped into a
sculptural form. The artist uses a material
such as clay, wax, or plaster. Because the
sculptor gradually adds more and more
material to build a three-dimensional form,
modeling is referred to as an additive process.

B FIGURE 3.28 The sculptor ignored details in
favor of creating a figure that appears to be moving
in space. Why do you think clay was a good choice
of material for this work?

Gianlorenzo Bernini. Angel with the Superscription. 1667-69.
Terra-cotta with traces of gilding. 30.2 cm (1174"). Kimbell Art
Museum, Fort Worth, Texas. ©2004 Artists Rights Society (ARS),
Nevy York/ADAGP, Paris.
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More than 200 years ago, the Italian sculptor
Gianlorenzo Bernini (jee-ahn-loh-ren-zoh bair-
nee-nee) made excellent use of the modeling
process to create the clay figure of an angel in
Figure 3.28. This was one of several small fig-
ures created as models for ten life-size marble
statues intended to decorate a bridge in Rome.
Working in clay, Bernini formed the figure
quickly, trying to capture a sense of movement.
Notice how the body turns in space, causing its
garments to swirl about. Notice, too, how a rich
pattern of light and shadow seems to energize
the figure.

Carving
Carving is cutting or chipping a form from a
given mass of material to create a sculpture.

Unlike modeling, which is an additive technique,

carving is subtractive. Material is removed until
the sculpture is completely exposed.

Stone carving is a process that has changed
little over the centuries. In fact, even the tools
remain essentially the same today as in ancient

times. Modern stone carvers, have the advantage

of power tools that can cut away excess material
and polish finished works. This speeds up the
carving process, but does not reduce its chal-
lenges. Despite its hardness, stone can shatter,
leaving the artist with little more than the
broken pieces of a dream to show for hours

of hard work.

Every kind of stone has its own unique char-
acter, and artists must take this into considera-
tion when deciding which to choose for their
sculptures. Marble is often selected because it
offers a variety of colors and interesting vein
patterns. It can also be polished to a glasslike
surface, or left rough and heavily textured. A
mythological figure carved in marble by a stu-
dent of Michelangelo illustrates the range of
different textures possible with this material
(Figure 3.29).

Different textured surfaces can also be realized
in another favorite sculpture material: wood. For
thousands of years, carvers have turned to this
medium for its warmth, color, and grain. A work
from fifteenth-century Germany shows what a
skilled carver can accomplish with this versatile
material (Figure 3.30).

S [ contents J 2

B FIGURE 3.29 Pan, the mythological god of woodlands and pas-
tures, is often shown with a human torso and goat legs and horns.
How did the artist use texture to add interest to the work?

Giovanni Angelo Montorsoli. Reclining Pan. c. 1535. Marble. 63.9 X 134.6 cm
(25%6 x 53"). The Saint Louis Art Museum, St. Louis, Missouri. Purchase.

M FIGURE 3.30 When this work was carved, it was customary to
paint wooden sculptures. This artist, however, chose to leave his
work uncolored. How does the carved material add to the visual
appeal of this sculpture?

Hans Tilman Riemenschneider. Three Holy Men. c. 1494. Lindenwood. 53.3 X 33 cm
(21 x 13"). Wirzburg, Germany. The Metropolitan Museum of Art, New York,
New York. The Cloisters Collection, 1961. (61.86).
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B FIGURE 3.31 The rings at the four corners of the base may have
held poles used to carry this image in ceremonial processions. What
advantages does the metal casting process provide to the artist?

Indian. Standing Vishnu. Tamil Nadu. Chola dynasty, 10" century. The Metropolitan
Museum of Art, New York, New York. Purchase: John D. Rockefeller 3rd gift, 1962 (62.265).
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Casting

In casting, a melted-down metal or other
liquid substance is poured into a mold to
harden. This method allows the artist to
duplicate an original sculpture done in wax,
clay, plaster, or some other material. The tech-
nique is practiced today much as it has been
for hundreds of years. Known as the cire-
perdue, or “lost wax” process, it was used
well over a thousand years ago by an
unknown Indian artist to create the graceful
figure of a Hindu god seen in Figure 3.31.

This complex casting procedure involved
many steps. First a clay model was created.
Then plaster (or gelatine) was applied to the
model in sections. A layer of melted wax was
brushed onto the inside surface of each plas-
ter section. The thickness of this wax layer
determined the thickness of the bronze walls
of the finished hollow sculpture. The wax-
lined plaster sections were then reassembled
and filled with a solid core of fireproof mater-
ial. Ultimately the layer of wax and the core
were encased in a fireproof mixture of plaster
and silica. This created a fireproof mold
known as an investment. The wax layer was
then melted and drained off and then replaced
with molten metal poured into the cavity that
the “lost wax” created.

Casting offers several advantages to the
sculptor, including the opportunity to work
with a soft, pliable medium to create the origi-
nal sculpture. By casting the clay portrait in
bronze, the artist can maintain the textured sur-
face of the clay. Moreover, the artist may have
been able to make several versions of the work.

Assembly

In the process of assembly, the artist gath-
ers and joins together a variety of different
materials to construct a three-dimensional
work of art. Unlike the other sculpture
processes, assembly is a modern technique.
Marisol chose to use wood, plaster, and other
common materials to construct an amusing
sculpture that pokes fun at military heroes
(Figure 3.32).
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Humor 11%11

e ;his sculpture is a remarkable break with the statues
of the past, which showed grand military leaders
advancing boldly into battle on their mighty steeds.

Marisol paints the serious and digni-
fied faces of her “heroes” on wooden
blocks that serve as their heads.

12

Their mighty steed is nothing more
than a barrel mounted on legs that
were once part of an ordinary table.

©

Presented in this manner, the heroes
appear ridiculous, the subjects of
humor or jeers rather than cheers.

f
L

k™~

B FIGURE 3.32

Marisol. The Generals. 1961-62. Wood and mixed media. 221 X 72.4 X 193 cm
(87 x 287 x 76"). Albright-Knox Art Gallery, Buffalo, New York. Gift of

Seymour H. Knox, 1962. © Marisol Escobar/Licensed by VAGA, New York,

New York.

Another type of assembly, Kinetic art, is a
sculptural form that actually moves in space.
This movement continually changes the rela-
tionships of the shapes and forms that have
been assembled to make up the sculpture.
Movement can be caused by such forces as
the wind, jets of water, electric motors, or the
actions of the viewer. For example, the wire

arms and attached metal shapes of Alexander
Calder’s sculpture can be set in motion by a
current of air. (See Figure 24.28, page 565.)
As they move, they continually create new
relationships to each other and to their back-
ground whether it be a museum hall or an
outdoor setting.
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B FIGURE 3.33 An essential part of this work—the changing
pattern of brightly colored lights—cannot be captured in a
still photograph. What elements and principles of art would
you name in describing this work?

Chryssa. Fragment for “The Gates to Times Square” (Analysis of Letter “A”).
1966. Neon, plexiglass, steel, and painted wood. Overall: 191.1 X 88.6 X
70.2 cm (75Y X 34% X 27%"). Whitney Museum of American Art, New York,
New York. Purchase, with funds from Howard and Jean Lipman.

LESSON THREE REVIEW

Reviewing Art Facts

Movement in sculpture is not limited to the
gyrations of actual shapes and forms in space.
The Greek-born American sculptor Chryssa
shaped and assembled neon light tubes inside
a transparent box to create a sculpture of
moving lights (Figure 3.33). The flip of an
electric switch sets in motion a constantly
changing pattern of brightly colored lights
that turn on and off in a predetermined
sequence. This is an art form clearly rooted in
the twentieth century. Her unique and color-
ful works are said to have been inspired by
the illuminated lights of New York’s famous
Times Square.

Today’s sculptors, given the advantage of
new materials and processes, are creating art-
works that go beyond the wildest dreams of
artists of just a generation ago. No one can
predict what the sculptures of the future will
look like. In one important way, however,
they will be like those of the past and present:
They will continue to record the full range of
human experience in ways that are sometimes
shocking, sometimes touching, but always
thrilling to see, to touch, and to appreciate.

1. Explain Which sculpture process is
additive, and which is subtractive?

2. Recall What materials are used in
casting?

3. Explain Describe the assembly
process, and list five possible materi-

als suitable for use in an assemblage.

4. Define What is kinetic art?

72  Unit One
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Making Connections

Problem-Solving Techniques Each process used by artists
is unique and presents challenges and opportunities to the
artist. The artist must make decisions as to what the work
will communicate and how and where the work will be
viewed. To fully appreciate the different types of sculpture,
it is important to understand each type.

Activities Working in small groups, choose one basic sculp-
ture process and conduct research on it using resources in
your school’s media center. Find information on the steps
involved in the process and examples of finished work that
uses the process. Communicate your findings to the class.

Visit art.glenécom for study tools and review activities.
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LESSON FOUR

Vocabulary

m architecture

m tensile strength
m barrel vault

m groin vault

m dome

Discover
After completing this lesson,

you will be able to:

m Explain the functions of
architecture.

m Discuss the materials and
processes of architecture.

m Describe modern construction
techniques.

B FIGURE 3.34 Built in the city’s harbor, this building has the appear-
ance of a great clipper ship under full sail. How is this building similar

to a sculpture in the round?

Architecture

L/{ rchitecture is the art and science of designing and constructing
structures that enclose space for a variety of human needs. The
history of architecture begins in the distant past, when prehistoric cave
dwellers left their caves to build shelters out of tree branches. Since then,
architects in every land have faced the challenge of erecting structures
that are both functional and visually appealing.

Unique Qualities of Architecture

Architecture, like sculpture, involves the organization and manipulation
of three-dimensional forms in space. Both deal with form, space, line, tex-
ture, proportion, and color. Indeed, many examples of architecture can be
thought of as large sculpture pieces (Figure 3.34).

Architecture differs from sculpture in two important ways, however.
First and most obvious, in addition to being viewed from the outside
as sculpture is, architecture can be viewed from the inside. Second,
architecture is a functional art form. Buildings are erected to serve practi-
cal purposes, while sculptures are made to express ideas and feelings
that evoke an appreciative response in viewers. Of course, architects also
hope viewers find their buildings visually appealing, but their first concern
is the challenge of enclosing space for specific human needs.

Materials and Processes
of Architecture

Early architects usually chose building
materials that were readily available. The
stability of these structures was limited by
the materials on hand. Wood was probably
the first building material used, but we know
little about the earliest wood constructions
because wood burns and decomposes. As a
result, few early wood structures remain to
indicate how they were built or what they
looked like.

Fortunately, a more durable material,
stone, was used by builders wherever it was
available. In addition to being permanent
and fireproof, stone was found to be well
suited to the construction of impressive
structures; many of these have survived in

Joérn Utzon. Sydney Opera House. Sydney, Australia. 1957-73.

whole or in part to the present day.
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(9_he functions of architecture can be identified in the pho-
tographs below. Architecture serves a variety of human needs.

Some buildings are intended to shelter
life. This apartment building does this |
in a unique way, without straight lines
or flat surfaces.

12/

Other buildings are
designed to house gov-
ernments. This impres-
sive structure reflects the
importance of the gov-
ernment activities that
take place inside.

B FIGURE 3.36

. Charles Barry and A.W.N. Pugin. Houses of
M FIGURE 3.35 Parliament. London, England. Designed 1835.

Antonio Gaudi. Casa Mila. Barcelona, Spain. 1905-10.

©

The purpose of other
buildings, like this sky-
scraper, is to house
commercial or business
activities.

14

Some buildings provide
space devoted to the
worship of gods. This
Temple of Dawn is one
of the most celebrated
landmarks of Bangkok,

Thailand. B FIGURE 3.38

Wat Arun (Temple of Dawn). Bangkok,
Thailand. c. 18th century

Building such as this are
designed to honor leaders
and their contributions.

M FIGURE 3.37
Philip Johnson. Sony Building. New York,
New York. 1985. B FIGURE 3.39
Henry Bacon. Lincoln Memorial. Washington, D.C.

1914-22.
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M FIGURE 3.40 Post and lintel construction

Post and Lintel Construction

One of the earliest and simplest methods of
building with stone is the post and lintel sys-
tem, which involves placing a horizontal beam
or lintel across the open space between two
posts or other vertical supports (Figure 3.40).
The size and shape of a building is determined
by the number and placement of these post
and lintel units.

Examples of post and lintel construction
are found throughout history in all parts of
the world. Egyptian temples dating back to
2700 B.c. made use of this method of con-
struction. The houses of medieval Europe and
the one-room cabins of early American
colonists were built with this same system,
using wood rather than stone. It was also
used in China, Japan, and India, as well as
the Yucatan Peninsula.

As a building material, however, stone has
certain limitations. The most important of
these is its lack of tensile strength, the capacity
of a material to withstand bending. Stone, of
course, does not bend. It can span only a nar-
row space before it cracks in the middle. If you
were to walk into a building constructed with
posts and lintels, you would find much of the
interior space filled with columns or walls.

(See Figure 7.6, page 154.) Thus the post and
lintel system dictates how a building looks
both from the inside and from the outside.

Arch and Vault Construction
Eventually architects discovered they could

span larger areas by placing a round arch

made of stone blocks on top of two supports.

B FIGURE 3.41 Round arch

B FIGURE 3.42 Later converted into a church,
this building was originally constructed for a
Spanish king as part of his palace. What method
of construction made buildings like this possible?

Santa Maria del Naranco, Oviedo, Spain. Ninth century.

The arch transferred the weight outward from
its center, or keystone, to the vertical supports
(Figure 3.41). The use of the barrel vault,
several arches placed front to back to enclose
space, made it possible to construct buildings
with stone roofs that could span a wide space,
as seen in the view of Santa Maria del
Naranco (Figure 3.42).
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Like the post and lintel system, the barrel
vault had limitations. Builders were reluc-
tant to pierce the thick walls of vaulted
buildings with windows; they feared that
the openings would weaken the vault.
Consequently, without many windows the
interiors of buildings with barrel vaults
tend to be dark and gloomy.

A partial solution to this problem was
found in the third century. Roman builders
began using a groin vault, two barrel vaults
placed at right angles. A groin vault provides
four separate openings to the interior space
(Figure 3.43).

In the Middle Ages, church builders sought
other solutions to the problem of letting light
into and raising the height of the churches
they built. They met both objectives by using a
pointed arch rather than a round one. Because
the curve of a pointed arch is more vertical,
the weight is directed downward to slender
supporting columns, or piers, within the build-
ing. Additional support is provided by but-
tresses outside the building (Figure 3.44).
Because they often had to reach out over the
side aisles of the church, these supports came
to be known as flying buttresses. The use of
pointed arches, piers, and flying buttresses cre-
ated a thrust-counterthrust system that sup-
ported the stone ceiling of massive cathedrals
without the need for thick walls. It also
enabled builders to fill the spaces between the

Illllllllllll"

B FIGURE 3.43 Groin vault

supporting piers with spectacular stained-glass
windows (Figure 3.45).

Dome Construction

A dome is a hemisphere placed on walls that
enclose a circular or square space. Domes were
developed first in the Middle East and later in
ancient Rome. A dome has the same down-
ward pressure as the arch and the vault, but
the thrust is distributed around its circular rim.

Because the base of a dome is a circle, it
can be used most easily on a cylindrical build-
ing. The Roman Pantheon (Figure 9.17,
page 205) is one of the largest domed struc-
tures ever built. This structure, along with the
dome of Hagia Sophia in Constantinople
(Figure 13.7, page 292, and Figure 13.10,
page 293) and the dome of the Florence cathe-
dral designed by Filippo Brunelleschi (brew-
nell-less-kee) (Figure 16.13, page 364), have
inspired architects throughout the centuries.
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M FIGURE 3.45 Notice the immense size of
this chapel’s stained glass windows. What
architectural development enabled builders
to use so much glass?

Sainte-Chapelle. Paris, France. 1248.

Modern Construction
Processes

The industrial revolution of the nineteenth
century brought about major changes in the
materials and processes used by architects.
First iron and then steel became common
building materials, and mass-production
techniques were introduced.

Wood Framing

Wood construction, which had previously
been based on the post and lintel system,
changed dramatically beginning in the 1800s,

when metal nails were manufactured in quan-

tity and sawmills began to provide lumber in
standard sizes. A more efficient method of

M FIGURE 3.46 Balloon framing

wood construction, known as balloon fram-
ing, replaced the slow process of cutting, fit-
ting, and fastening heavy posts and beams in
place. With this new method, factory-cut lum-
ber is easily nailed together at the construc-
tion site (Figure 3.46). Each part of the
building provides support to every other part.
Added strength is provided when the outer
wall is nailed to this framework.

Iron and Steel Frame Construction

With the development of iron technology
in the nineteenth century, this metal was used
more and more frequently to construct the
framework for large buildings and monu-
ments such as the Eiffel Tower (Figure 23.25,
page 536). Architects, recognizing its great
strength, used iron to construct buildings with
spacious, post-free interiors illuminated by
light pouring through vast areas of glass.

The success of early iron structures paved the
way for the steel-frame buildings introduced at
the end of the nineteenth century. To construct
these buildings, a complete skeleton of light,
narrow steel beams with great tensile strength is

)
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M FIGURE 3.47
Still regarded as
one of the most
impressive of the
early skyscrapers,
this office build-
ing rises above

riveted together. Then the walls, floors, and inte-
rior partitions are added. This steel skeleton is a
self-supporting cage, not unlike the stone frame-
work of a medieval cathedral. Because the exte-
rior walls provide no structural support, they
can be made of glass or thin panels to enclose

1000 feet.

How vsgre build- space and keep out the weather.

ings like this By the beginning of the twentieth century,
constructed?

steel-frame buildings were being constructed
in all parts of the world. The invention of the
elevator and improvements in construction
methods led to the towering urban structures
we refer to as skyscrapers (Figure 3.47).

William Van Alen.
Chrysler Building.
New York, New York.
1930.

Reinforced Concrete Construction

Concrete, an important building material in
ancient Rome, was not used again until the
end of the eighteenth century. At that time, it
was found to be an acceptable material for the
construction of lighthouses. Its full potential,
however, was not realized until the following
century, when a method was developed to
increase its strength. Builders found that they
could strengthen concrete by embedding
metal rods into it before it hardened. This
method produced what is known as ferrocon-
crete, or reinforced concrete.

Concrete sections in various sizes and shapes
can be made by pouring the material into molds
and allowing it to harden. When the molds are
removed, the concrete retains its shape while
exhibiting the same structural advantages of
stone. The TWA Terminal Building at New
York’s John F. Kennedy International Airport,
designed by Eero Saarinen (air-oh sahr-ih-nen),

B FIGURE 3.48 Eero Saarinen. Interior, TWA Terminal, John F.
Kennedy International Airport, New York, New York. 1962.

M FIGURE 3.49 The rounded shapes and
sweeping roof suggest flight, making this
building especially appropriate as an airport
terminal. Which elements and principles of
art contribute to the unity of this work?

Eero Saarinen. Exterior, TWA Terminal.
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uses rounded shapes cast in concrete to create an interior
space broken only by curving balconies and staircases
(Figure 3.48). The exterior of this same building reveals a
sweeping design with a wing-shaped concrete roof that
suggests flight (Figure 3.49).

Lightweight Structural Systems

The development of lightweight metals and plastics
offers contemporary architects new and exciting mate-
rials. These new materials enabled Buckminster Fuller
to create the geodesic dome for which he is best
known (Figure 3.50). This structure uses a light-
weight, yet strong frame formed with an intricate net-
work of metal rods. The spaces between these metal
rods can be filled in with metal, glass, or other light
material. A dome formed in this manner can be assem-
bled quickly to enclose a vast area without interior
support. Fuller was so confident of his novel approach
to construction that he proposed using it to construct a
weather-controlled, transparent dome over a large por-
tion of Manhattan. Deemed impractical, his proposal
was never given serious consideration. In architecture,
however, the “impractical ideas” of the present often
turn out to be the exciting innovations of the future.

B FIGURE 3.50 This innovative design relies on the
use of lightweight metals and plastics. What are the
advantages of using this kind of design?

Buckminster Fuller. Geodesic Dome. U.S. Pavilion, Expo 1967, Montreal,
Quebec, Canada.

LESSON FOUR REVIEW

Reviewing Art Facts Beyond the Classroom
1. Explain In what way is the round
arch an improvement over the post Finding Examples of Architectural Forms The basic
and lintel? forms of architectural construction (such as post-and-lintel,
2. Explain Why is it possible to span arches, vaults and domes) are hundreds of years old.
only a narrow space with stone? Architects still use these methods, but they often find new
3. Describe How is a barrel vault con- and exciting ways to utilize them.
structed? Why were buildings con- Activity Create a list of all the construction materials,
structed with barrel vaults dark and processes, and methods discussed in this lesson. Take a
gloomy inside? short field trip through the hallways or outside your school.
4. Recall What brought about the dra- Look around the immediate area of your school building for
matic change in wood construction in examples of construction methods discussed in your text.
the nineteenth century? Place checkmarks on your list for any examples you see.
Evaluate your findings with the class.
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STUDIO Relief Sculpture

LESSON

® Pencil and sketch paper
® Sheet of plastic foam,
15 X 15 inches
® Hacksaw blade
® Pieces of plastic foam in assorted shapes and sizes
(Packaging material can be cut up and used for
this purpose.)
Several sheets of rough and smooth sandpaper
Toothpicks, white glue
Plaster of paris
Large plastic mixing bowl
Small spatula for applying plaster

Optional Materials

® Powdered tempera paint
(black, blue-green, and green)

® Shellac (white or orange)

® Stiff brush

® Alcohol to clean brush

M FIGURE 3.51 Carolyn Craig

80 Unit One Creating and Understanding Art

Using pieces of plastic foam covered with plaster,
create a relief sculpture. This sculpture can be done in
either high or low relief; it can be abstract or make use
of recognizable subject matter. The finished sculpture
should exhibit an interesting pattern of contrasting
light and dark values created by forms extending out-
ward from the background. The marks of the spatula
used to apply the plaster provide an overall texture
that adds harmony to the work. This surface should be
both appealing to the eye and inviting to the touch.

Inspiration

Examine the low-relief and high-relief sculptures illus-
trated in this chapter (Figures 3.23 and 3.24, page 66).
What are the advantages of this particular form of
sculpture? What are the disadvantages? Which of the
two relief sculptures appeals more to you? Why?

Process

1. Complete several sketches for a relief
sculpture. This sculpture can be either
abstract or realistic. As you work out
your design in pencil, decide whether
you want to create a work in low or
high relief.

2. Use the large sheet of plastic foam for
the background of your relief. Then cut
out the various forms for your relief
from other pieces of foam. These can
be cut easily with a hacksaw blade.
Handle the saw carefully. Make the
sawing motions away from your face,
and keep your other hand away from
the cutting area. Wear a mask and
protective goggles.

3. Arrange the pieces of your relief on
the large foam sheet. Try out various
arrangements by fastening the pieces
in place with toothpicks. When you
are satisfied with the design, glue the
sections together with white glue.

S [ contents J 2



4. Mix the plaster in a large bowl; wear a dust mask

when mixing powdered plaster. Apply the plaster
quickly to the surface of your relief with a spatula.
The process is similar to that of frosting a cake. Keep
the surface smooth, but recognize that the spatula
marks add an interesting texture. Cover the entire
sculpture, including the background, with plaster.

If you need more than one session to finish the
plastering, remember to dampen all the previously
plastered surfaces before beginning anew. This pre-
vents separation and cracking.

5. Using fine sandpaper, lightly smooth the surface of

the finished sculpture. Wear a dust mask while
sanding, and sand only in an area that is well-
ventilated. After sanding, examine your sculpture
and decide whether a bronze finish, or patina,
would add to its visual appeal. Patina is a film that
can form on bronze and copper naturally (through
long exposure to air) or artificially (through the
application of acid, paint, etc.) You can achieve a
simulated bronze patina on your relief sculpture by

SAFETY TIP .,

using powdered tempera paint and shellac (white

or orange) in the following manner.

a. Pour generous portions of black, blue-green,
and green powdered tempera paint into separate
piles on sheets of newspaper spread over a
tabletop in a large, well-ventilated room.

b. Pour a small amount of shellac into a flat con-
tainer. Limit the amount, since any unused shel-
lac will be too contaminated for future use.

c. Dip a stiff brush into the shellac and then into
the black powdered tempera paint. Brush this
mixture thoroughly over the entire relief, includ-
ing the edges.

d. When the entire surface of the relief is black-
ened and while it is still tacky to the touch,
lightly brush a small amount of green or blue-
green powdered tempera over the entire surface.
This highlights the raised portions of the relief
and gives it the appearance of bronze.

e. You can repeat the patina process on any section
of the relief that fails to look bronzelike.

Use shellac and alcohol only in well-ventilated areas and only

while wearing protective rubber gloves and a mask. Wear a dust mask and
rubber gloves when mixing and handling shellac and powdered tempera.

Examining Your Work I

Describe s your work best described as abstract or
realistic? If realistic, is the subject matter easily recog-
nized? Is your sculpture done in high or low relief?

Interpret Does your sculpture appeal to the viewer’s
sense of touch?

Judge Do you consider your relief sculpture a success?
Analyze Does your work exhibit an interesting pattern What do you regard as its most appealing feature?
of contrasting light and dark values? Is there an actual

texture created by the marks of the spatula?
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Romare Bearden’s collages
created visual jazz.

ART RESOURCE, NY

Artist Romare Bearden’s (1911-1988)
innovative style paved the way to
more creative and original collages.
Typically, collages were made by cutting
up and rearranging small pieces of
printed material. Bearden, however,
created a new, more exciting style of
collage. He took photographs, had them
enlarged, and then assembled them into
large-scale artworks.

A native of North Carolina, Bearden Romare Bearden. Sunday After Sermon. 1969. City life, music, and
experienced life in the rural South, as religious rituals played important roles in Bearden’s work.
well as city life in the North. He used
photo-collages to show many aspects of
African American life—from Harlem street scenes to cotton
fields to jazz sessions. He would often cut photos of human
features, such as the eyes, faces, hands, and mouths, into
sharp profiles and place them tightly next to each other.

The way the images are organized gives his collages the
feel of jazz, which he loved.

Like the French artist Henri Matisse, whom he admired,
Bearden was gifted in the use of colors. His colors produced
a lyrical effect, as evident in works like Three Folk Musicans
(1967). To Bearden, the human figure was most important.
Crowded faces and bodies, shouting, suffering, working,
laughing, making music, all seem to press against the pic-
ture plane like people on the opposite side of a window.

Bearden explained his work this way: “What I've
attempted to do is establish a world through art in which Romare Bearden creates a collage in his
the validity of my Negro experience could live and make New York City studio in 1968.
its own logic.”

PETER POLYMENAKOS

TIME to Connect

Artists have depicted African American life and culture in a variety of media. Research artists such as
Jacob Lawrence or Alma Thomas using your school’s media center and the Internet.

* What do you learn about African American history and society in these artworks? What different
styles do the artists use to depict their vision?

* Create your own collage using newspapers and magazines. Cut out images, then rearrange them and
paste them down on a sheet of paper. Express your feelings and ideas about aspects of our society.

<[ conTENTs >
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CHAPTER

Reviewing the Facts

Lesson One

1. Name two examples of wet media and two exam-
ples of dry media.

2. What is the purpose of a binder in paint? What
materials are used as the binders in tempera
paint, encaustic, oil paint, watercolor, and
acrylics?

Lesson Two

3. Who were the first people to develop and use the
relief printing process?

4. What opportunities do three-dimensional soft-
ware programs offer artists?

Lesson Three

5. What is the difference between relief sculpture
and sculpture in the round?

6. Name and describe the sculpture process used by
Marisol in The Generals (Figure 3.32, page 71).

Lesson Four

7. How is architecture similar to sculpture? How is it
different?

8. What advantages does stone have over wood as a
building material?

REVIEW

Thinking Critically

1. EXTEND. You may have heard the expression
“Painting is dead.” Examine the possible meanings
of this statement. Then organize your thoughts in
outline form to argue for or against the statement.

2. COMPARE. Michelangelo held that sculpture was
the greatest of the visual art forms while Leonardo
da Vinci argued in favor of painting. Explain why
you agree with either Michelangelo or Leonardo.

YOUR DIGITAL PORTFOLID

Work in small groups and choose a
subject and medium for a three-dimensional
sculpture. Draw a rough sketch of your
design and briefly describe the medium
and process you have chosen. Exchange
sketches. Draw another sketch using a
different medium and process. Again,
briefly describe the design. Continue
exchanging and revising the design and
discuss new ideas that come from the
exercise. Keep notes and sketches or scans
of your work in your digital portfolio.

Standardized Test Practice

s Writing SRR

Read the passage below and then answer the questions.

The "lost wax"” method of casting is a
process with many steps. It is interesting to
note that India was not the only culture to
use this method! The oldest bronze castings
on record date to 1700 B.c. and were discov-
ered in China. The process appeared in the
Near East around the same time. Contact
with the African kingdom of Benin in the
1800s revealed that these isolated people had
somehow also devised the sculpting method.

<«

Which best states the author’s purpose?
:ﬂﬂ The Chinese excelled at casting.

‘B Casting existed in ancient cultures.
7€ To show that casting is complex.

:-!.-' To show Benin were isolated.

2. If the events were on a time line,

E China would not appear.

“F Benin would appear first.

G’ India would be the only culture listed.

H China and the Near East appear first.

| 2
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§58 CHAPTER 4
ART CRITICISM AND
AESTHETICS

%‘ ave you ever tried to describe a work of art to another person? What
are some of the things you look at when you judge whether or not
you like a piece of art? Often, people rely on accepted art authorities to tell
them what to value in an artwork and why. When people do this, they miss
the satisfaction and pleasure that come from personal interaction with a work
of art. Learning to see and understand a work of art, such as the painting in
Figure 4.1, requires that you know two things. You must know how to look and
what to look for. Art criticism will provide you with a method of looking at art-
works in order to learn as much as possible from them. Aesthetics will help
you identify what to look for when conducting those critical examinations.

FOCUS ON READING

Read to Find Out As you read this chapter, respond to the artwork.
Learn about the four steps that an art critic uses in evaluating a work of
art. Read about the three aesthetic theories and how to use them.

Focus Activity Respond to the artworks you see in the chapter.
Examine the painting by Edward Hopper in Figure 4.1. What is your first
impression of August in the City? What do you find interesting about it?
What specific details account for your impression? Write down your
response. As you find out more about the painting, note whether your
impression changes and why.

Using the Time Line The Time Line introduces you to details of
some of the other artworks you will learn about in this chapter. Which
of these artworks would you like to learn more about? Why?

1781 1784-92 1897

Self-Portrait by Marie-Louise- Portrait by The Sleeping Gypsy

Elisabeth Vigée-Lebrun (Detail) Francisco Goya by Henri Rousseau
1700 1750 1800 1850

Portraits express a variety of qualities Paintings have different meanings

{ " CONTENTS
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B FIGURE 4.1 Edward Hopper. August in the City. 1945. Oil on canvas. 58.4 X 76.2 cm (23 X 30”). Norton Museum of Art, West Palm Beach,
Florida. Bequest of R.H. Norton. 53.84.

1969
1945 1955 Modular Painting &
13

August in the Berkeley No. 52 in Four Panels V Foi i err

City by Edward by Diebenkorn by Lichtenstein A ——

Hopper (credit, p. 100) (credit, p. 93) Refer to the Time Line
on page H11 in your
Art Handbook for
more details.

Details in artworks Nonobjective art has visual appeal
express moods or feelings




Art Criticism: A Search
for Aesthetic Qualities

Vocabulary L/Z rt critics have their own methods of studying works of art. They use
m aesthetic qualities { these methods to learn as much as possible from artworks repre-
m literal qualities senting a variety of styles and techniques. They carefully examine these

m design qualities

X > works, searching for aesthetic qualities, the qualities that can increase
m expressive qualities

their understanding of the works and serve as the criteria on which their
judgments are based. Identifying and assessing these aesthetic qualities
enables art critics to make judgments and to defend those judgments with
intelligent reasons. In the pages that follow, you will learn that the aes-
thetic qualities include the literal, design, and expressive qualities.

Discover

After completing this lesson,
you will be able to:
m Identify the four steps in the

process of art criticism. The methods used by art critics to identify these qualities often involve
m Use the first three steps— i four operations: description, analysis, interpretation, and judgment.
description, analysis, and i Learning how these operations are used will help you develop your own

interpretation— to gather
specific kinds of information
from a work of art.

skills in examining and discussing works of art. These examinations and
discussions will help you make your own personal decisions about those
works and greatly increase your enjoyment of them.

The Art Criticism Approach

Art criticism is not a matter of casual observation and impulsive expres-
sions of likes or dislikes. It is a reasoned activity of the mind. Art critics
use the operations of description, analysis, interpretation, and judgment to
gain information from the artwork, rather than gathering facts about the
work and the artist who created it. Used by a critic, these operations direct
attention to internal clues, that is, clues
found in the work itself. When examin-
ing any work of art, critics ask and
answer questions such as these:

® What is seen in the artwork?

® How is the artwork designed?

® What does it mean?

® Is it a successful work of art?

To understand more clearly how a
critic gathers information from an art-
work, follow an imaginary critic named
Robert as he examines a painting
(Figure 4.2). You will learn how a critic
uses the operations of description, analy-
sis, interpretation, and judgment. It is

B FIGURE 4.2 When Rousseau first exhibited this picture, viewers greeted it the same approach you will use to gain
with smiles and laughter. What was your first impression of it? a more complete understanding of art. It

. - . can help you as you try to improve your
Henri Rousseau. The Sleeping Gypsy. 1897. Oil on canvas. 129.5 X 200.7 cm (51 X 79").

The Museum of Modern Art, New York, New York. Gift of Mrs. Simon Guggenheim. own works Of art.
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Description

Robert begins by making a thorough inven-
tory of everything he sees in the work. In
other words, he identifies the literal qualities,
or realistic presentation of subject matter, and
the elements of art found in the work.

Identifying the Literal Qualities

Focusing first on the literal qualities, Robert
observes that the painting depicts an incident
taking place in a silent desert landscape illumi-
nated by a perfectly round, cool moon. A few
stars twinkle in the blue night sky. In the fore-
ground, a lion sniffs at a gypsy asleep on the
sand next to the still water of an oasis. The
gypsy, not yet aware of the lion, sleeps peacefully
on a carpet of some sort. Beside him rest a man-
dolin and a large jug. His right hand still grips
the staff he used in his trek across the desert.

Looking more closely, Robert observes that
there are no footprints in the sand around the
gypsy. Could this be an oversight, a detail the
artist merely forgot to include in his picture?
Robert decides to file this question away in his
mind, to be considered later when he attempts
to interpret the work. Directing his attention
to the lion, he notices that it does not look
entirely like a real animal. The tail extends out-
ward gracefully, perhaps too gracefully, and the
mane appears to have been carefully arranged.
Although it does appear menacing—it is, after
all, a lion—Robert finds that it reminds him of
the stuffed animals he has seen in toy shops.
The lion stares with buttonlike eyes at the
gypsy, who slumbers on despite looking stiff
and not altogether comfortable. He wears no
sandals and is clothed in a colorful striped gar-
ment that shows no sign of a hard day’s travel.

Identifying the Elements of Art

Satisfied that he has taken into account the
realistic details in the painting, Robert turns
his attention to the elements of art, making
note of the different hues, values, lines, and
shapes and of the way space is represented.

Robert is surprised to find that the artist
painted with simple, unmixed colors. Most of
these colors are found in small amounts in the

<«

gypsy’s costume and the carpet on which he
rests. There, narrow stripes of red, blue, yel-
low, green, orange, and violet can be identi-
fied. The same dark orange noted on the
mandolin is also used to color the jug. The
sky is blue, and neutral browns and tans bor-
dering on yellow are used for the sand, the
lion, and the feet, arms, and face of the gypsy.
Light and dark values of blue, brown, and tan
can be identified throughout the work.

Robert notes that each shape is clearly
defined, making it stand out prominently from
the background. Gradual changes in value
within each make these shapes look like solid,
three-dimensional forms. He also observes that
long, short, straight, and curved lines of differ-
ent thicknesses have been used on the lion’s
mane and for the narrow stripes of the gypsy’s
garment and carpet. A series of straight lines
represents the strings of the mandolin.

Satisfied that he has made a thorough
description of the literal qualities and the ele-
ments of art, Robert is ready to move on to the
second step of the art criticism process: analysis.

Analysis

During analysis, Robert uses the principles
of art to determine how the elements of art
used in the picture are organized. By focusing
on the relationship of principles and elements,
he hopes to gain an understanding of the
work’s design qualities, or how well the work
is organized, or put together. This understand-
ing will enable him to determine if the work
has an overall sense of unity.

Using the Design Chart

Robert uses a design chart as an aid in analyz-
ing the painting. With the chart, he can identify
the most important design relationships linking
the elements and principles in the work. If you
were to look over his shoulder, you might see
Robert recording these design relationships on a
chart similar to the one in Figure 4.3, page 88.

Robert reviews the design chart and
concludes that he has identified the most
important design relationships. He knows he
might have found more subtle relationships.

" CONTENTS ] 3
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DESIGN CHART
PRINCIPLES OF ART

Balance Emphasis | Harmony Variety Gradation Movement/ Proportion
Rhythm
Color:
Hue #1 #2
Intensity
Value #3 #4
Value
(Non-Color)
UNITY
Line #5 #6
Texture #7
Shape/Form #8 #9
Space

M FIGURE 4.3 Design Chart

Robert begins his analysis
by placing his first check
mark (#1) at the intersec-
tion of hue and empha-
sis. Perhaps, like Robert,
you noticed that many of
the hues in this painting
have been used on the
gypsy’s colorful costume
and carpet (Figure. 4.4).
This emphasizes the
gypsy’s importance and
makes him, along with
the lion, the painting’s
center of interest.

88 Unit One Creating and Understanding Art
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Robert’s next check mark
(#2) links hue with har-
mony. This reflects his
decision that large areas
of the artwork have been
painted with a limited
number of hues. A rela-
tively simple arrange-
ment of blue, brown, and
tan distributed through-
out the work ties the
parts together into a har-
monious whole. At the
same time, it makes the
gypsy’s colorful costume
appear more pronounced.

o

A check mark (#3) at the inter-
section of value and emphasis
is an important one. Robert
recognizes how contrasts of
light and dark values help
emphasize not only the lion
and the gypsy, but important
details like the mandolin and
the moon as well. Notice, on
the one hand, how the lion’s
dark form is boldly silhouetted
against the lighter sky (Figure
4.5). This clearly establishes
the animal’s importance. On
the other hand, the light values
of the gypsy, mandolin, and
moon make them stand out
against the darker values
around them.

o

Robert made another
check mark (#4) at the
intersection of value
and gradation. The
gradual change from
dark to light values is
obvious. This change of
value is most clear in
the large areas of sky
and sand and in the
methods the artist used
to make the lion and
the gypsy look three-
dimensional.



B FIGURE 4.4

Henri Rousseau. The Sleeping
Gypsy (detail). © 2004
Succession. H. Matisse,
Paris/Artists Rights Society
(ARS), New York.

B FIGURE 4.5

Henri Rousseau. The Sleeping
Gypsy (detail).

5

Robert’s decision to place
a check mark (#5) link-
ing line and emphasis
reveals the importance he
attaches to the principle
of emphasis in this com-
position. Already he has
made three check marks
identifying this principle,
and he has not yet com-
pleted his analysis. The
check here refers to the
concentration of lines or
stripes that decorate the
gypsy’s garment and car-
pet. These lines clearly
contrast with the large,
unadorned areas of sand
and sky and help empha-
size the sleeping figure.

16/

Another of Robert’s
check marks (#6) ties the
element of line to the
principle of variety. The
thick and thin, straight
and curved, long and
short lines in the lion’s
mane, the gypsy’s cos-
tume and carpet, the
strings of the mandolin,
and the outlines of dis-
tant sand dunes provide
the variety needed to
make the painting visu-
ally interesting.

Noticing the painting’s
consistently smooth
surface, Robert placed
a check mark (#7) at
the intersection of tex-
ture and harmony. This
reflects his decision
that the glossy surface
helps pull the painting
together to make a har-
monious whole.

o

Robert’s next two check marks
(#8 and #9) link the elements
of shape and form with the
principles of emphasis and gra-
dation. He saw that the artist
emphasized the shapes of the
gypsy and the lion by making
them look more like three-
dimensional forms. A gradual
change from dark to light val-
ues gives each the appearance
of a solid form occupying real
space. Notice how the form of
the gypsy overlaps that of the
lion, which in turn overlaps
the water and the sand dunes.
Behind the sand dunes is the
night sky. This overlapping of
forms draws Robert’s eye to
the desert stretching back as
far as the eye can see.

Chapter 4 Art Criticism and Aesthetics




Another art critic with a different background
might come up with a different list of design
relationships for the same work. This is one of
the benefits of analysis. It opens the door for
interesting discussions that enable two critics to
learn even more about the work in question.

Having described and analyzed the paint-
ing, Robert is ready for the third art criticism
operation: interpretation. He knows that this
is the most exciting and the most personal
step in the art criticism process.

Interpretation

When interpreting the meaning of an art-
work, Robert must refer to everything he
learned from the work during description and
analysis. His concern centers on identifying
the expressive qualities, or the meaning,
mood, or idea communicated to the viewer.
Robert knows, however, that a work of art
may be interpreted in different ways by differ-
ent people. His interpretation of the painting
will be a personal one, based on the informa-
tion he has gathered from the picture.

As he described and analyzed the painting,
Robert became more and more conscious of
its uneasy mood. He attributed this to the
manner in which the elements and principles
were used to depict a strange, haunting sub-
ject: a helpless gypsy asleep in a mysterious
landscape, unaware of the lion hovering over
him. The absence of footprints in the sand

seems to support the idea that the picture rep-
resents a dream rather than reality. Viewers
who identify the helplessness of the gypsy
will recognize their own feeling of helpless-
ness when they find themselves alone and
facing the unexpected in a dream. But whose
dream is it, the gypsy’s or the viewer’s?
Robert is unsure—but then decides that each
person looking at the painting must make that
decision on his or her own.

Robert’s examination of the painting’s lit-
eral, design, and expressive qualities is now
complete. The only thing left to do is determine
whether the work is—or is not—successful.

Judgment

Judgment is an important part of the art crit-
icism process in order to demonstrate a gen-
uine appreciation for art. The act of making a
judgment and defending that judgment with
good reasons demonstrates that a person
understands and appreciates a work of art.

How Robert or any other critic judges a
work of art depends in large measure on the
theory or theories of art he or she favors.
These theories help identify the different aes-
thetic qualities found in the artwork. They are
important because they represent the criteria
or proof on which judgments are based. To
better understand these aesthetic theories, it
is necessary to examine the important role
aesthetics plays in art criticism.
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Reviewing Art Facts
1. Recall During which art criticism
operation is concern directed to the Using Art Criticism When using the art criticism approach,
expressive qualities? you must describe the elements and principles used by the
2. Describe What are the literal artist when creating a work of art. Recall that in Chapter
qualities? Two, elements and principles were presented and defined.
3. Explain How can a design chart aid Activity Create a cut paper design that uses as many of the
someone in analyzing a work of art? elements and principles as possible. Respond to your design
4. Explain How does a person demon- using the four art criticism steps. Description—which ele-
strate that he or she understands and ments were used? How? Analysis—which principles were
appreciates an artwork? used? How? Interpretation—what moods, feelings, or ideas
does the work express? Judgment—is your design a work of
quality? Display your design critique with the class.
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LESSON TWO

Using Aesthetics and Art Criticism

Vocabulary
m aesthetics
m nonobjective art

Discover
After completing this lesson,
you will be able to:

m Identify and discuss three major

aesthetic theories.

m Explain how statements of like

and dislike differ from judg-
ments about artworks.

m Use the steps of the art criticism
process to examine a work of art.

m Discuss how the process of art

criticism can be used to examine

nonobjective artworks.

M FIGURE 4.6
Imitationalism
requires that a
work of art look
real, or lifelike, in
order to be consid-
ered successful.
Explain why this
painting would be
appreciated by
someone using
that theory of art.

Marie-Louise-Elisabeth
Vigée-Lebrun. Self-
Portrait. c. 1781. Oil on
canvas. 65 X 54 cm
(25'% X 21%"). Kimbell
Art Museum, Fort
Worth, Texas.

esthetics is a branch of philosophy concerned with identifying the
t/{ clues within artworks that can be used to understand, judge, and
defend judgments about those works. There are many different aesthetic
theories, but no single theory takes into account all the aesthetic qualities
found in artworks. Three of these theories are imitationalism, formalism,
and emotionalism.

Imitationalism

Some aestheticians and art critics feel that the most important thing
about a work of art is the realistic presentation of subject matter, or the lit-
eral qualities. They feel that a successful work must look like, and remind
viewers of, what can be seen in the real world. People with this view feel
an artwork should imitate life, that it should look lifelike before it can be
considered successful (Figure 4.6). This theory, stressing the importance
of the literal qualities, is called imitationalism.

Formalism

Not all aestheticians and art
critics place importance on the
literal qualities. Many feel that
the success of a work depends
on the design qualities, or the
way it is organized. They favor a
theory of art known as formal-
ism, which holds that the most
important aspect of a work of
art is the effective use of the
principles of art to arrange the
elements of art. They believe
that an effective design depends
on how well the artist has
arranged the colors, values,
lines, textures, shapes, forms
and space relationships used in
the work (Figure 4.7, page 92).
For these critics, a successful
work of art need not look
lifelike, but it must use
the elements and principles
effectively to achieve an
overall unity.
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B FIGURE 4.7 Notice
the artist’s use of the
elements and principles
of art in this painting.
Why would this work be
appreciated by a viewer
using the theory of art
known as formalism?

Henri Matisse. The Rumanian
Blouse. 1937. Qil on canvas.
73.3 X 60.6 cm (29 x 24").
Cincinnati Art Museum,
Cincinnati, Ohio. Bequest

of Mary E. Johnston.

M FIGURE 4.8
This realistic paint-
ing also succeeds
in expressing a
certain feeling or
mood. What is
that feeling or
mood? What has
the artist done to
focus your atten-
tion on the
woman'’s face and
expression?

Georges de la Tour.
Magdalen with
Smoking Flame.
1638-1640. Oil on
canvas. 117 X 91.76 cm
(4616 X 36'4"). Los
Angeles County
Museum of Art, Los
Angeles, California.
Gift of the Ahmanson
Collection.
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Emotionalism

Other aestheticians and art
critics contend that the success
of an artwork depends on its
ability to communicate an emo-
tion or idea to the viewer. This
theory, called emotionalism,
places greatest importance on
the expressive qualities, or the
feeling, moods, and ideas com-
municated to the viewer by a
work of art (Figure 4.8).

These three theories of art,
summarized in Figure 4.9, can
be useful when you look for
different aesthetic qualities in
works of art. Keep in mind,
though, that each theory
embraces certain aesthetic
qualities and rejects others.

Using More than
One Theory

During judgment, the
last art criticism operation,
Robert must make a decision
about the merits of the painting
The Sleeping Gypsy (Figure 4.2,
page 86). Robert realizes that if
he relies on a single theory of art,
with its emphasis on either the
literal, design, or expressive qual-
ities of the work, he may be
doing the work an injustice. He
might take into account the aes-
thetic qualities favored by the
theory he selected, but in doing
so he would overlook other
important qualities stressed by
the other two theories.



Keep Robert’s concern in mind
when you examine works of art.
If you rely on a single aesthetic
theory, you limit your search for
information to those qualities
favored by the theory you are
using. This limitation places you
at a disadvantage, especially
when you examine works
representing different styles.
Imitationalism, for example,
may be helpful when you exam-

Aesthetic
Qualities

Imitationalism

Formalism

THEORIES OF ART

Emotionalism

Literal Qualities:

Realistic
presentation of
subject matter.

Design Qualities:

Effective
organization of the
elements of art
through the use of
the principles of art.

Expressive Qualities:

Vivid communication
of moods, feelings,
and ideas.

ine works that are realistically
painted. It would be useless,
however, if you were examining
paintings with no realistic subject
matter. In such cases, it would be
wise to turn to one or both of the
other theories.

To illustrate this last point, examine
the painting by the American artist Roy
Lichtenstein in Figure 4.10. Clearly, there
is no recognizable subject matter in this
painting. Colors, values, lines, shapes, and
textures are used to create a design consist-
ing of several geometric units. The same
design is then repeated in four identical
square panels. Because there is no subject
matter, imitationalism, which emphasizes
the literal qualities, would not be useful
here. Insisting on using that theory would
result in rejecting Lichtenstein’s painting
as a successful work of art because it fails
to portray a realistically rendered subject.
To gain an understanding of this painting,
you would have to turn to another theory
of art—formalism or emotionalism.

Formalism, with its emphasis on the ele-
ments and principles of art, is clearly the
most appropriate theory to apply here.
Why? The reason is that Lichtenstein’s
painting lacks both realistic subject matter
and the expression of a mood or feeling.
Instead, it uses carefully selected art ele-
ments that are arranged in such a way that
they achieve an overall sense of unity. Its
sole purpose is to please the eye.

[ | FIGURE 4.9 Theories of Art and Aesthetic Qualities

Practice your art criticism and aesthetic judgment skills in
Art Quest activities at art.glencoe.com.

B FIGURE 4.10 The artist claimed that the inspiration for dividing this
work into four parts came from an elementary school drawing assign-
ment in which he was asked to divide his paper into four sections and
repeat the same drawing in each one. Why is it appropriate to use
formalism rather than imitationalism when examining this work?

Roy Lichtenstein. Modular Painting in Four Panels V. 1969. Oil and magna on canvas.
137.16 X 137.16 cm (54 X 54"), each of 4. Collection of the Lowe Art Museum, Coral
Gables, Florida. Gift of the Jay I. Kislak Mortgage Corporation. 92.0075.
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On the other hand, consider the painting by
Giorgio de Chirico in Figure 4.11. Although
the subject is recognizable, it is hardly true
to life. Notice the strange perspective of the
unusual buildings, the wagon that looks too
fragile to carry any substantial load, and the
unnatural light that creates bright areas to con-
trast dramatically with areas of dark shadow.
At the same time, the painting seems to ignore
many of the rules of good design stressed by
formalism. However, it would still be regarded
as an outstanding work of art if another theory,

emotionalism, was used. Indeed, this painting
succeeds in communicating a feeling of great
tension. The overpowering sense of anxiety
generated by the painting is intended to arouse
our emotions.

It is important to remember to take all
three theories into account during every criti-
cal inquiry in art. Keep in mind that a single
theory of art can not only point out certain
qualities in some works of art, but it can also
point out all the qualities in all works of art.

An Art Critic’s
Judgment

Robert has decided that Rousseau’s
The Sleeping Gypsy is a successful
work of art. Moreover, he is confident
that he can defend that decision by
referring to the aesthetic qualities
favored by each of the three theories of
art. He became aware of each of these
qualities while describing, analyzing,
and interpreting the work.

While focusing on the literal quali-
ties during description, Robert noted
that the objects depicted in the painting
could be easily identified, even though
they were not completely convincing.
He recognized some stiffness in the fig-
ure of the sleeping gypsy, and felt that
the lion did indeed bear a resemblance
to a child’s stuffed toy. This helped
reinforce the idea that the scene took
place in a dream rather than in the real
world. Robert doubted that an accu-
rately painted lion and gypsy would
have been successful in capturing the
same magical, dreamlike quality.

Robert was pleased with the design
qualities he identified during analysis.

B FIGURE 4.11 By using emotionalism as a guide, the viewer is able to sense
the uneasy feeling communicated by this unsettling work and be better pre-
pared to make a judgment about it. Certain sounds are sensed in this painting
that add drama to the scene. Can you identify those sounds and explain why
they are important?

The work demonstrated both harmony
and variety in the use of hue, texture,
and value. He was also impressed by
the way hue, value, line, and form
were used to emphasize the most
important parts of the composition,
the sleeping gypsy and the lion. What

Giorgio de Chirico. The Mystery and Melancholy of a Street. 1914. Qil on canvas. Private
Collection/Bridgeman Art Library. © 2004 Artists Rights Society (ARS), New York/ SIAE, Rome.

94  Unit One Creating and Understanding Art



pleased him most was the way gradations of
value created the illusion of three-dimensional
forms existing in real space. This made the
scene look incredibly real, even though it was
not entirely lifelike. In Robert’s opinion, this
was a painting in which the art elements and
principles worked together effectively to pro-
duce a startling image that is also a unified
composition.

The expressive qualities noted during his
interpretation of the painting were especially
appealing to Robert. At first, while attempting
to interpret the work, he tried to determine
just what was happening in this mysterious,
silent desert landscape. Finally, he decided
that the work illustrates a dream, although
it is by no means an ordinary dream. It is
a dream so vivid and captivating that its
images and the feelings those images evoke
remain fixed in the mind well after the dream
has ended.

Learning from
External Clues

His examination of the painting completed,
Robert might now want to find out what other
critics have said about it. Certainly he would
want to know what art historians have writ-
ten about the work. At this point, Robert
directs his attention to external clues, facts
and information about the work and the artist
who created it. This information includes the
name of the artist, when and where the paint-
ing was done, and the artistic style it repre-
sents. Of course, as an experienced critic with

an extensive background in art, Robert knew
many of these things before he began his
examination of the work. He recognized the
work as an oil painting completed in France
during the latter part of the nineteenth cen-
tury. He also knew that it was painted by
Henri Rousseau, a retired customs official
who started to paint at the age of 40. Rousseau
was a so-called primitive artist, one who is
untrained or self-taught. Rousseau knew
little about how to draw, and he was not
familiar with color theory. But the pictures
he created were so simple, innocent, and
poetic that in time, Rousseau came to be
regarded as a genius.

Although Robert might choose to consider
these and other external clues after his exami-
nation of Rousseau’s painting, it is important
to point out that he made a conscious effort to
disregard these and other external clues dur-
ing his critique of the work. He knew that if
he took these clues into consideration while
critiquing it, they might influence his percep-
tion and ultimately his judgment.

Robert’s main objective in critiquing any
work of art is to gain a thorough understand-
ing of it. You should set the same objective for
yourself whenever you decide to examine an
artwork closely. The four-step approach of
description, analysis, interpretation, and judg-
ment summarized here can help you achieve
this objective (Figure 4.12). Using this
approach enables you to identify the aesthetic
qualities in a work and prepares you to make
and defend your own decisions about it. Just
as important, it makes your encounters with
art more personally rewarding.

ART CRITICISM OPERATIONS

<
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Description Analysis Interpretation Judgment
Internal Focus: Focus: Focus: Focus:
Cues Subject Organization— | Moods, Decision-
matter and/or | how principles | feelings, making about
elements of of art have and ideas the work’s
art noted in been used to communicated | artistic merit.
the work. arrange the by the work.
elements
ol e B FIGURE 4.12
Art Criticism Operations
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Using Aesthetics and the
Art Criticism Operations

The art critic uses the art criticism steps to
identify the aesthetic qualities in a work.

you are now familiar with the literal, design,
and expressive qualities, you can determine
whether these qualities are in the work. The
four art criticism operations—description,
analysis, interpretation, and judgment—form

a search strategy that will help you find those
aesthetic qualities. The first three operations
are used to identify the different aesthetic
qualities stressed by imitationalism, formal-
ism, and emotionalism. Make sure that you
take into account the aesthetic qualities
favored by each of these theories when you
examine the painting. Using this method
helps you make intelligent judgments about
the work and enables you to defend those
judgments with sound reasons.

These aesthetic qualities, in turn, are keys to
judging the work’s success. Now, consider
using this process to your own advantage
when examining and judging a work of art.

Acting as an Art Critic

Imagine you are standing in front of the
painting illustrated in Figure 4.13. Because

Emotional Reactions to Art

Before you begin your examination of the
painting in Figure 4.13, ask yourself whether
you like it or dislike it. This expression of like
or dislike is an emotional reaction to the art-
work; all viewers find themselves doing this
when they confront works of art. An emo-
tional reaction to art is often deeply felt, and it
deserves to be cherished.

Why, then, is it necessary to study the
work further, using your knowledge of the art
criticism operations and aesthetic qualities?
The understanding you derive from a careful
study of a work of art often can add to your
enjoyment of that work. Sometimes a careful
examination can reveal things about the work
that may change your initial reaction to it. You
may, for example, find that a work you first
considered dull and unexciting is in fact lively
and satisfying.

There is a difference, though, between
expressions of like or dislike and judgment.
Emotional statements do not require good
reasons to support them. Judgments are a
reasoned activity of the mind and, as such, can
be challenged. For this reason, judgments do
require support in the form of good reasons. It
is possible to dislike a painting and still judge
it a successful work of art, just as it is possible
to like a painting you judge unsuccessful. An
emotional reaction to a work differs from a
reasoned judgment—but both are important.

“CONTENTs ' =2

B FIGURE 4.13 Point to things in this work that suggest innocence.
What has the artist added to suggest the forces of evil? Why is it
possible to say that this painting hints at the passing of time?

Francisco Goya. Don Manuel Osorio Manrique de Zuriga. 1784-1792. Oil on canvas.
127 X 101.6 cm (50 X 40”). The Metropolitan Museum of Art, New York, New York.
The Jules Bache Collection, 1949. 49.7.41.
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Description

Begin your examination of the painting in
Figure 4.13 by describing the literal qualities or
subject matter observed in the painting. To do
this, answer the following description questions:

® How is the boy in this painting dressed?

® Does the boy appear to be relaxed and
natural, or stiff and posed? Where is he
looking?

® Where are the cats located in the picture?
What are they doing?

® What is the boy holding in his hands? To
what is it attached?

® The bird holds a card in its beak. What is
shown on that card (Figure 4.14)?

® What is seen on the floor to the right of
the boy?

Your description of this work also should
include an inventory of the elements of art in
the work. To do this, ask yourself what colors
and shapes have been used? What is the most
intense or brightest of these hues? Is the space
deep or shallow? Answer questions regarding
the use of hue, shape, and space in this work.

Analysis

During analysis, your attention is directed
toward identifying the design qualities in the
painting. Analysis questions are intended to
help you identify the principles of art used to
organize the elements of art noted during
description. By referring to the design chart

on page 88, you can formulate the kinds of
questions you should ask and answer in order
to understand how this work is structured.
(Refer to Chapter 2, pages 46 and 47, to
review the way questions are formulated
using the design chart.) Ask and answer ques-
tions regarding the use of the principles of
balance, emphasis, harmony, and gradation of
value in this work. Are the shapes balanced
symmetrically or asymmetrically? How do the
background colors contribute to harmony?

Do your questions take into account all the
principles employed in this painting? You may
well feel that there are other principles at play
in this work. If so, make note of these before
moving on to the next art criticism operation.

Interpretation

Your efforts in interpretation focus on iden-
tifying the expressive qualities in the work.
Interpretation questions are intended to reveal
the feelings, moods, and ideas communicated
to the viewer by the work of art.

Answer the following interpretation questions:

® Why do you think the boy in this picture
looks so stiff and unnatural?

® You have identified the boy, the cats, and
the birds in this painting. What clues sug-
gest that someone else was present a
short time ago?

® The child appears to be looking at some-
thing or someone outside the picture.

B FIGURE 4.14

Francisco Goya. Don Manuel
Osorio Manrique de Zuiiga
(detail).
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Do the clues in the painting suggest what
or who this might be?

® How do the three cats provide an indica-
tion of what is likely to happen in just a
few moments?

® How has the artist suggested the passage
of time in this work? Can you explain
what happened earlier and what is likely
to happen in a minute or two?

Judgment

Judgment involves carefully thought out
decision making. Remember that judgment
does not mean an expression of like or dislike.
Instead, you are asked to make a personal
decision about a work’s success or lack of
success. In addition, you must be prepared to
offer good reasons to support your judgment.

Judgment questions should focus attention
on the aesthetic qualities identified during
description, analysis, and interpretation.
These aesthetic qualities form the basis for an
intelligent judgment and provide you with the
evidence you need to defend that judgment.
Answer the following judgment questions: Is
this a successful work of art? Is it successful
because of its literal, design, or expressive
qualities? Perhaps, after posing and answering
all the art criticism questions, you have

discovered that a painting can be judged in
terms of all three aesthetic theories. That is, it
can be regarded as a success because of the
literal qualities favored by imitationalism, the
design qualities emphasized by formalism,
and the expressive qualities stressed by emo-
tionalism. It is important to note that some
works can be judged successful even if they
feature the aesthetic qualities championed by
only two or even one of these theories.

Examining Nonobjective
Artworks

Nonobjective art is any artwork that con-
tains no apparent reference to reality. Artists
who create these works place primary impor-
tance on the manner in which the elements
and principles of art are used. When you
examine nonobjective artworks, follow the
same procedure you would use with a realis-
tic work. The only difference occurs during
description. Because there is no recognizable
subject matter to identify, begin this operation
with an inventory of the art elements.

Look at the nonobjective artwork in
Figure 4.15. Is this painting really so differ-
ent from one that is a literal representation of
some part of the world, such as the work

B FIGURE 4.15.

The stormy surface of this
sprayed and spattered paint-
ing provides a clue to the
manner in which it was
created. Do you think the
painting was done slowly
and deliberately, or swiftly
and impulsively?

Lee Krasner. Cobalt Night. 1962.
Oil on canvas. 2.375 X 4.099 cm
(93 X 161%"). National Gallery of
Art, Washington. Gift of Lila
Achenson Wallace. © 2004 Pollock-
Krasner Foundation/Artists Rights
Society (ARS), New York.
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shown in Figure 4.16? Both can be described
as a careful arrangement of colors and shapes,
lines and textures used to create a visually
pleasing effect. In one, this arrangement of art
elements is used to create a picture that reflects
the real world. In the other, the challenge of
using the art elements to create a visually stim-
ulating composition is more important than
trying to portray a realistic-looking subject.
Assume for a moment that you have the
opportunity to question the artist who created
the nonobjective painting in Figure 4.15. If you
were to ask why she painted her nonobjective
work, she might answer with a question of her
own. Pointing to a flower—perhaps a tulip—
she might ask why you find it appealing.
Perhaps you would mention the flower’s ruby-
red color, the shape of the individual petals,
and the way these shapes join to create an
attractive symmetrical form. You might also
mention the gradual change from light to dark
values evident on each petal, the overall soft
texture of the flower, and the graceful curve of
the stem. Finally, you might say that you
admire it simply because it is a tulip, a flower
that you find pleasing to look at. It bears no
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resemblance to a pair of stylish shoes or a
stately oak tree, and you would never think
of comparing it to them. You value it as a
flower—for its color, its shape and form, its
light and dark values, and its texture.

Then the artist might explain that her
nonobjective painting also makes use of col-
ors, shapes, forms, values, and textures. She
might ask you to appreciate it for the same
reasons that you appreciate the tulip. She
would probably discourage you from compar-
ing her work to something else. It is, after all,
a painting, nothing more or less, and it should
be viewed and valued as such.

Careful examination can help you under-
stand and appreciate nonobjective paintings—
and distinguish between the works of
different artists employing this style.

The three paintings shown in Figures 4.17,
4.18, and 4.19 on page 100 have one impor-
tant thing in common: They all reject realistic
subject matter. To understand them, you must
do the same. When you do, you may discover
that nonobjective paintings and sculptures
can provide as much visual excitement and
delight as any realistically rendered art form.

M FIGURE 4.16
Notice that the
details of the
buildings
exposed to the
full sun seem
indistinct. How
would you feel if
you found your-
self in the fore-
ground of this
picture? Would
you feel differ-
ently if you were
somewhere in
the background
area? Why?

Jean-Baptiste-Camille
Corot. View of Genoa.
1834. Oil on paper
mounted on canvas.
29.5 X 41.7 cm (11% X
16%4"). Art Institute of
Chicago, Chicago,
lllinois. Mr. and Mrs.
Martin A. Ryerson
Collection, 1937.1017.
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,9 hese three works share a “family resemblance”: All three are nonobjective.
This is the same kind of resemblance you might identify in three landscape
paintings done by different artists.

The three nonobjective painters used a variety of media and techniques.
They worked with different elements and principles of art to create three works
that would be visually appealing. In the process, they created paintings that
differ from each other as much as three landscape paintings might differ.

12

Here the artist used bright, contrasting
colors of oil paint to divide the canvas
artist used tempera into irregular sections.that bear a resem-
paint on paper plance to fargllands viewed from a speed-
(Figure 4.17). He ing automobile. Accents of orange and
blue combined with lively brushstrokes
result in a nonobjective composition that
suggests the light and color of California.

In this work, the

created an intricate
pattern of white
lines and shapes
that suggest the
written form of

a mysterious

language. M FIGURE 4.18 Richard Diebenkorn.
Berkeley No. 52. 1955. Oil on canvas. 1.489 X
1.368 cm (58% X 5374"). National Gallery of Art,
Washington. Gift of the Collectors Committee.

Pollock’s style of painting was revolutionary. After placing his huge canvases
on the floor, he stood above them and even walked onto them as he dripped,
poured, and splashed paints from sticks and brushes—and sometimes from
the paint container itself. The result is a complex maze of lines and colors
with no apparent beginning or end. This painting is so large that it seems to
wrap itself around viewers, commanding their complete attention.

B FIGURE 4.17 Mark Tobey. M FIGURE 4.19 Jackson Pollock. Convergence. 1952. Oil on canvas. 237.49 X 393.7 cm
(937 x 155"). Albright-Knox Art Gallery, Buffalo, New York. Gift of Seymour H. Knox, Jr., 1956.

Echoes of Broadway. 1964. Tempera on
© 2004 Pollock-Krasner Foundation/Artists Rights Society (ARS), New York.

paper. 132.7 X 64.7 cm (522 X 257").
Dallas Museum of Art, Dallas, Texas.
Gift of the artist.
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Art Criticism Operations

and Architecture

You can use the same art criticism opera-
tions in a critical examination of architecture.
During description, concentrate on identifying
the principal features of a building—doors,

windows, towers, and building materials.

Then list the elements of art used—the colors,

lines, textures, shapes, and forms you

observe. In analyzing a building, note how

M FIGURE 4.20

This royal pleasure
palace was designed
for a prince who

later became King
George IV of England.
Using description and
analysis, interpret the
feeling or mood you
get from this building.

John Nash. The Royal
Pavilion, Brighton, England.
c. 1816-22. Topham Picture
Source, Edenbridge, Kent, UK.

LESSON TWO REVIEW

1. Identify What name is given to
aestheticians who feel the most
important thing about a work of
art are its design qualities?

2. Explain Why is it impossible to
consider the literal qualities when
examining nonobjective works?

3. Explain Why is it important to take
all three art theories into account
when critiquing art?

4. Recall What is the difference

a judgment?

m_‘ Visit art.glencoe.com for

between a like/dislike statement and

Flashcards to revie
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the principles of art have been used to orga-
nize the elements. Consider the meaning or
purpose of the building during interpretation.
At this point, you may be surprised to dis-
cover that some buildings, like paintings and
sculptures, can communicate unmistakable
moods and feelings (Figure 4.20).

Your judgment about any kind of architec-
ture—like your judgment of other forms of
visual art—should be based on how well the
various aesthetic qualities have been used.

Making Connections

Appreciating Art Most art students begin their study of the
visual arts by first being able to appreciate works of art that
are very realistic. As students continue to learn about art,
they begin to develop an understanding of, and an appreci-
ation for, works of art that are abstract or nonobjective.

Activity Find a realistic photo in a magazine. Select and
trace two or three of the shapes in the photo. On a sheet of
white drawing paper, trace the shapes and repeat them
until you have a design that covers the entire page. Use
markers or colored pencils for color. The final result will be
very different from the realistic photo. Share and compare
your work with that of others in the class.
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The Mint Is a Revelation

An art museum curator makes aesthetic judgments.

Putting together an art exhibit isn't as
simple as hanging some pictures on a
wall. Just ask Carla M. Hanzal, curator
of contemporary art at the Mint
Museum in Charlotte, North Carolina.
Hanzal was in charge of an exhibit titled
Revelations: A Fresh Look at Contempo-
rary Collections. Creating the exhibit
required many difficult decisions. Han-
zal wanted the exhibit to tell the story of
the development of contemporary art,
from the 1960s to the present. To select
artists and their works, Hanzal said she
had to answer the following questions: Visitors to the Revelations show viewed two recent paintings of
Was the work interesting? Was the artist  poppies by American artist Donald Sultan.
well known? How well was the artwork
executed? (Even famous artists sometimes produce less-than-great works.)
In making choices for Revelations, Hanzal wanted to represent regional,
national, and international artists. In the Charlotte area, there is a strong
craft tradition. Hanzal intended to show that Charlotte also produced other
kinds of artists. No matter where the artwork comes from, says Hanzal,
“you have to trust your eye and instinct” when choosing it.
Once Hanzal selected the artworks, she had to decide how to arrange them.
Instead of placing the works in chronological order, Hanzal
grouped them by theme, such as the environment, nature, and
quests for identity. This, she says, showed that “artists from dif-
ferent periods deal with the same issues.” Many of the pieces
came from local collectors. Hanzal was pleased local residents
could see which artworks are important to their neighbors.
On many levels, art exhibits like this one are... a revelation.

SEAN BUSHER/MINT MUSEUM OF ART

TIME to Connect

Imagine you are a curator and have been asked to present a show
on a theme of your choice.

SEAN BUSHER/MINT MUSEUM OF ART

* What would the theme be? What artists—and artworks—would
you choose? How would you arrange the artworks—in time
order, by artist, or by medium—or some other way?

* Give the show a name, and write an introduction to your ‘“‘exhibit A worker installs lights for Zen Garden
catalogue.”’ In it, explain the idea behind the show and how the by Chen Zhen, a Chinese artist. Curator
artworks fit in the framework of your theme. Use examples of Sl b e R ATl CEU I 2

. international artworks in Revelations.
the artworks you would include.
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CHAPTER

Reviewing the Facts

Lesson One

1.
2.

4.

What are the aesthetic qualities?

When examining an artwork, for what kinds of
questions does a critic seek answers?

How did the lack of footprints in the sand around
the gypsy influence Robert’s interpretation of The
Sleeping Gypsy?

Why is judgment such an important step in the
art criticism process?

Lesson Two

5.

Why is no single theory of art adequate when
examining and judging different works of art?
Where do critics turn to find out more about a
work after they have examined it using the art
criticism operations?

Why does the critic typically avoid referring to
external clues while critiquing a work?

On what do nonobjective artists place emphasis
when creating their works?

REVIEW

Thinking Critically

1. ANALYZE. Two aestheticians are looking at one

of the paintings illustrated in this chapter. One
claims that the work is a success because it
records accurately the features and expression of
the subject. The other says it is a success because
the contrast of light and dark values helps direct
attention to the most important parts of the work.
Which work are they examining? What aesthetic
theory is held by each aesthetician?

. EXTEND. Imagine one day you have discovered a

painting that seems to be just blobs of paint, but
it is pleasing to you. Then you discover that you
have been holding the painting sideways and that
it is a picture of a fruit basket. Explain which aes-
thetic qualities you found successful in this work.

YOUR DIGITAL PORTFOLID

Review the critiques you have completed
while studying this chapter. Organize your
notes and keep an electronic file in your
digital portfolio. Refer to your notes from
time to time to review your progress.

J

Standardized Test Practice

a Re2ding S Writing

Read the three mini-critiques of Figure 4.8, page 92 and
answer the question.

A.Rather than tell the biblical story of Mary
Magdalene, this work focuses on her state of
mind. The candle sets a dramatic mood.

B. Each surface detail is painted with meticu-
lous attention. The polished skull, the leather
books, the folds of the blouse—each is dis-
tinct and crafted with painstaking precision.

C. A simple composition of vertical and hori-
zontal shapes helps the painting achieve a
balance of form and light.

|

Which best matches each critique with its
author’s point of view?

CA’ A: Imitationalist, B: Emotionalist,
C: Formalist

B A: Formalist, B: Emotionalist,
: Imitationalist

-
5,

-
e

A

C

A: Emotionalist, B: Imitationalist,
C: Formalist
A
C

: Imitationalist, B: Formalist,
: Emotionalist

.
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. ART HISTORY

%"ave you ever been to an art museum or watched a television show
about the history of art? Do you know what influences artists and
how artists choose their subject matter? Where can you go to find informa-
tion about the life of an artist or more about his or her works of art? While
art criticism focuses on the aesthetic qualities in a work of art, art history
helps us learn about works of art and the artists who created them. Art
criticism and art history focus attention on works of art, but from different
points of view. As you will learn in this chapter, art criticism and history can
use the same approach, including description, analysis, interpretation, and
judgment.

FOCUS ON READING

Read to Find Out As you read this chapter, adjust your purpose in
reading between the point of view of an art critic and that of an art
historian. Read to find out the steps in the art history approach and
how to apply them. Find out how you can combine art criticism and art
history to examine artwork.

Focus Activity Look at the mural in Figure 5.1. First, imagine that you
are an art critic. What is the subject matter? What principles of art did
the artist use to arrange the elements of art? What moods, feelings, and
ideas did the artist express in the work? Now, imagine that you are an
art historian. When, where, and by whom was the mural created? What
features show the mural’s artistic style? How did time and place influ-
ence the artist? Combine the information from your roles as critic and
historian. Write down your judgments about the work.

Using the Time Line Find more works of art from this chapter on
the Time Line. Look at the historical facts and events that might help
you understand how time and place influence artists’ works.

)
A

1915
1700 1914 Arshile Gorky | $,1926-38
Ogata Korin 1910 World War | | and his family, L_el\/;rtlis,t an
Waves at Matsushima The Mexican begins flee from war bISA oht'l er K
(Detail) Revolution begins in Turkey y Arshile Gorky
(Detail. Credit, p. 115)
1700 1900 1920
Cultural influences affect Personal experiences
art styles influence artists
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Historical and cultural heritage
are reflected in artworks

M FIGURE 5.1 Diego Rivera. The Creative Culture of the North Developing from the Necessity of Making Life Possible in a
New and Empty Land, Panel 5. 1940. Fresco. Mural at City College of San Francisco, San Francisco, California.

- TIMESPLACE

1932
Height of the Great 1935 Edouard Manet NS IOAE
Depression Mural panel created painted Boating
by Diego Rivera (Detail. Credit, p. 119) Refer to the Time Line
on page H11 in your
Art Handbook for
more details.

Time and place influence
subject matter
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LESSON ONE :

Art History: A Search for Information

Vocabulary rt critics, on the one hand, focus attention on gaining information
m style from works of art. Art historians, on the other hand, are concerned
with gathering information about works of art and the artists who created
Discover i them. The methods used by critics and historians often involve the same
After completing this lesson, i four operations: description, analysis, interpretation, and judgment.

you will be able to:

= Identify and discuss the four steps Historians, however, work from a different point of view when they

in the process of art history. apply these four operations to their study of art. During their examina-
m Explain the value of using art i tions, they try to find answers to questions such as these:
history operations to examine °

work When, where, and why was the artwork created?
artworks. ® What style of art does it represent?

® What artists, works of art, or other influences inspired the artist?
(]

What impact did the artist or the artwork have on the history of art?

Historians provide us with dates and other biographical and social
information about art. Because of their efforts, we know what was created
at a certain time and place by a particular artist. We also know why it was
created, how people responded to it when it was first exhibited, and how
they continued to respond to it over time. Art historians view artworks as
visual documents reflecting the ideas, values, fears, beliefs, superstitions,
and desires that have characterized every society in every era from prehis-
toric times to the present.

The Art History Approach

To gain a better understanding of art history and learn how art histori-
ans gather information about art, follow along as an imaginary art histo-
rian named Helen studies a painting. The work she is currently examining
is a rousing painting of a parade in New York City (Figure 5.2).

Recognizing the need for a plan of action, Helen decides to use the
same steps of description, analysis, interpretation, and judgment used by
many art critics. Her method will differ in that she will use these steps to
gather facts and information about the work and the artist who created it.
Because Helen is applying these steps from an art historian’s point of
view, they are referred to here as art history operations.

In Helen’s plan:

® Description involves discovering when, where, and by whom the
work was done.

® Analysis involves discovering the unique features of an artwork that
determine its artistic style.

® Interpretation involves discovering how the artist is influenced by the
world around him or her.

® Judgment involves making a decision about a work’s importance in
the history of art.

| 2
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Description

During description, the first operation,
Helen tries to determine who painted the
work and when and where it was created. In
this instance, her knowledge of art history
enables her to identify the artist as an

American painter named Childe Hassam
(hah-sem). The painting’s title includes the
date of the event pictured as well as the year
it was painted. Because Hassam was born in
1859, Helen knows that this picture was done
when the artist was 58 years old.

B FIGURE 5.2 Like contemporary French painters, Hassam chose a high vantage point overlooking a
crowded street. How did this vantage point help him create a feeling of space?

Childe Hassam. Allies Day, May 1917. 1917. Oil on canvas. 92.7 X 76.8 cm (36' X 30%"). National Gallery of Art, Washington D.C.
Gift of Ethelyn McKinney in memory of her brother, Glenn Ford McKinney.
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At other times, Helen might not recognize
the artist so easily. Then she would need to
examine the work carefully to see whether it
contained a signature. If a signature is found,
it might be the name of an artist with whom
Helen is unfamiliar. In that case, she would
have to conduct research on the artist.
Information usually can be found in readily
available sources. Occasionally, however, a
great deal of time and effort must be devoted
to research before all the important facts
about an artist are uncovered.

There are other times, of course, when no
signature is found on the work. Even after a
long investigation, it might be impossible to
say for certain who created it. In those cases,
Helen would be required to make a well-
informed guess, based on the information
she was able to gather. For example, there is
no positive identification of the artist who
created the handscroll shown in Figure 5.3.

Analysis

Skilled artists have a special way of seeing
and develop their own unique ways of show-
ing us what they see. Historians refer to this
as the artist’s individual style, or personal

way of using the art elements and principles
to reproduce what they see and to express
their ideas and feelings. For example,
Pierre-Auguste Renoir’s style, known as
Impressionism, made use of dabs and daubs of
bright colors to reproduce on canvas the fleet-
ing effects of light, shade, and color on natural
forms (Figure 5.4). Viewed up close, his paint-
ings look like a mixed-up clutter of colored
dabs. When seen from a distance, however,
these colors blend together in the eye of the
viewer, revealing subjects that look as if they
are bathed in sunlight. In this case, the artist’s
painting style is as personal and distinctive as
his signature. (See also Figure 483, page 483,
for another illustration of Renoir’s painting
style.)

Following many years of study, historians
are able to recognize the main features of an
artist’s style. They also learn that this style
often develops gradually as the artist’s special
way of seeing matures and as his or her artis-
tic skills are perfected. A historian who has
studied the development of an artist’s style
can usually tell if a work of art was done early
or late in the career of that artist.

B FIGURE 5.3 There is no positive identification of the artist who created this early Chinese landscape,
but for centuries it has been attributed to the tenth-century master Dong Yuan. Do you think museums
should exhibit works created by unknown artists? Why or why not?

Anonymous (formerly attributed to Dong Yuan). Clear Weather in the Valley. Thirteenth century. Handscroll, ink and light color
on paper. 37.5 X 150.8 cm (14% X 593%"). Courtesy, Museum of Fine Arts, Boston, Massachusetts. Chinese and Japanese Special Fund.
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B FIGURE 5.4 Renoir's painting shows another artist, Claude Monet, painting. You can assume that Monet's
picture will have much in common with Renoir’s since both artists employed the same painting style,
Impressionism. Impressionist artists are said to “paint what the eye sees, not what the mind knows to be
there.” What do you think is meant by this statement?

Pierre-Auguste Renoir. Monet Painting in His Garden at Argenteuil. 1873. Oil on canvas. 46.67 X 59.69 cm (18% X 23%"). Wadsworth
Atheneum, Hartford. Bequest of Anne Parrish Titzell. 1957.614. © 2004 Artists Rights Society (ARS), New York/ ADAGP, Paris.

B FIGURE 5.3 (continued)
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B FIGURE 5.5 Late in life Pissarro’s eyesight began to fail and he was
unable to paint outdoors. He then painted city street scenes viewed
through a hotel window. How is it possible to say that Pissarro used a
“painterly shorthand” when creating works like this?

Camille Pissarro. Boulevard des Italiens, Morning, Sunlight. 1897. Oil on canvas.
73.2 X 92.1 cm (2874 X 36%"). National Gallery of Art, Washington, D.C. Chester
Dale Collection.

B FIGURE 5.6 Dubuffet applied his paint in heavy, thick layers, like
a rough coating of plaster. Why do you think the artist grouped city
dwellers crowded together yet never touching each other?

Jean Dubuffet. Business Prospers, (from the Paris Circus series). 1961. Oil on canvas.
165.1 X 220 cm (5’5" X 7'2%"). The Museum of Modern Art, New York, New York.
Gift of Mrs. Simon Guggenheim. © 2004 Artists Rights Society (ARS), New York/
ADAGP, Paris.
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To further illustrate this point, examine the
three paintings of cities in Figures 5.5, 5.6,
and 5.7. Each illustrates the individual artist’s
personal view of the same subject rendered in
his own unique style.

During analysis, the historian tries to iden-
tify the style of an artwork by studying its dis-
tinguishing features. When Helen examines
the painting by Hassam (Figure 5.2, page
107), she recognizes features that characterize
the artist’s individual style. For example, she
notes that he uses strong, pure hues. Reds,
yellows, and greens are placed close together
to capture the vibrant and brilliant sunlight
of a spring day. When viewed at a distance,
these hues mingle and blend just as they do
in nature. Helen also observes that the details
and the edges of shapes seem to be blurred
(Figure 5.8). There is no emphasis or center
of interest to which the viewer’s eye is directed.

Helen realizes that these features character-
ize a particular style of art in which the artist
attempts to depict exactly what the eye sees in
a moment of time. From the painting’s vantage
point high above Manhattan’s Fifth Avenue,
looking down at the enthusiastic crowd, the
exhilarating music of marching bands, and the
colorful display of flags waving in the breeze,
most viewers would find it difficult to know
where to look first. They gain a general impres-
sion of the whole rather than a thorough
knowledge of any part. It is this impression that
Hassam sought to capture in his painting.

During analysis, Helen also tries to group
Hassam’s painting with works that have the
same stylistic features but are painted by
other artists. She knows that many works
of art have a “family resemblance,” which
enables historians to group them as part of
an art movement. Artists within a given art
movement share a similar style.

An art movement quickly becomes appar-
ent to Helen as she continues her study of
Hassam’s painting. She observes that the pic-
ture is composed of brightly colored paint
applied in short, side-by-side brushstrokes
that give it a sketchy appearance. Because they
are created with abrupt strokes of color, the
forms in the work lose much of their solidity.
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Looking more closely, she observes that the
shadows and highlights are not painted in
black and white. Instead, they are rendered in
dark and light values of various hues.

Helen knows Hassam’s reason for using
short strokes of paint and carefully selecting
and placing the intense hues in his picture. He
was trying to capture the flickering effect of
sunlight on buildings and banners. Once she
has reached that conclusion, Helen is able to
group the painting with other works in which
the effect of sunlight on subject matter is a
major stylistic feature. Paintings of this kind
were first created in the nineteenth century by
a group of French painters now known as

B FIGURE 5.7 Leger included certain recog-
nizable urban details to describe the excite-
ment of the city. What details associated with
the city can be identified in this painting?

Fernand Léger. The City. 1919. Oil on canvas. 2.31 X 45 m
(7'7" X 14'9"). Philadelphia Museum of Art, Philadelphia,
Pennsylvania. A. E. Gallatin Collection. ©2004 Artists Rights
Society (ARS), New York/ADAGP, Paris.

B FIGURE 5.8

Impressionists. No other American painter
was as successful in adopting the
Impressionist style as Childe Hassam.

Interpretation

When interpreting this work of art, Helen
focuses attention on the influences of time
and place on the artist. She realizes that pic-
tures of the same subject, created at different
times—or in different locations—may have
little in common. For example, the paintings
in Figures 5.9 and 5.10 on page 112 both
portray waves crashing against rocks. Their
differences reflect the contrasting traditions
and values that influenced each artist.

Childe Hassam. Allies Day, May 1917
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Cultural Influences 11%11

%se two works of the same subject were painted at different times and
in different parts of the world.

This screen painting
(Figure 5.9) reveals
the delicate lines
and foam-shaped
waves favored by
many Japanese
artists. Although
reflecting a deep
appreciation for
nature, the painting
makes no effort to
mirror nature.
Instead, it serves

to inspire quiet
contemplation and M FIGURE 5.9
meditation on the
part of the viewer.

Ogata Korin (attributed to). Waves at Matsushima. Edo Period. Eighteenth Century. Six-panel folding
screen; ink, colors, and gold on paper. 155 X 370 cm (58" x 12'13"). Courtesy, Museum of Fine Arts,
Boston, Massachusetts. Fenollosa-Weld Collection.

This painting of

the same subject in
Figure 5.10 captures
in a realistic fashion
the power of waves
crashing against a
rocky shore. The
ominous force of
the sea arouses both
wonder and fear in
the viewer.

B FIGURE 5.10

Winslow Homer. Weatherbeaten. 1894. Oil on canvas. 72.39 X 122.55 cm (282 X 48%"). Portland Museum of Art,
Maine. Bequest of Charles Shipman Payson.
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The real-world settings of time and place
have a powerful influence on artists. They
affect the ideas and feelings artists form, and
influence the manner in which artists express
those ideas and feelings. Time and place even
influence the tools and materials artists use to
transform their ideas into visual form.

In an effort to determine how time and
place influenced Hassam, Helen turns to sev-
eral sources. She refers to history books,
biographies, magazine articles, and published
interviews with the artist or with people who
knew him. From these she learns that Hassam
discovered Impressionism during a trip to
Europe from 1886 to 1889. He admired the
Impressionists’ attempts to view and paint
the world with a new freshness. Influenced
by scientific research into color and light
and the recently discovered camera, the
Impressionists were painting pictures that
looked like unstudied, candid views of con-
temporary scenes. (See Figure 5.5, page 110.)
In their effort to capture the momentary
effects of light on different surfaces, they
developed a painting style that used bright
colors and sketchy brushwork. Traditionalists
greeted this new style with bewilderment, but
Hassam appreciated and adopted it.

Inspired by the patriotic atmosphere that
marked America’s entry into the First World
War, Hassam painted the first of many flag
paintings around 1916. The title of the paint-
ing reveals that it was painted a year later, in
the spring of 1917. On May 9 and 11 of that
year, representatives of France and Great
Britain had arrived in New York to help for-
mulate plans for America’s participation in
the war. This sparked a patriotic frenzy in
midtown Manhattan. Parades were held on
Fifth Avenue, and buildings were decked out
with the British, French, and American
flags, symbolizing the unity of the three
nations in the fight for democracy. Hassam’s
painting presents a spectacle of brightly
colored banners that fills the clear blue
sky and the canyon between the city’s tall
buildings. Almost hidden from view are the
marchers, onlookers, and vehicles on the
busy street below.

S [ contents J§ 2

Hassam did not limit himself to a single
painting of this scene. He painted several dif-
ferent views, including one that shows flags

viewed from a lower vantage point (Figure 5.11).
In 1918, just four days after the armistice was
signed, all of Hassam’s colorful flag paintings
were placed on exhibition in a New York gallery.
It seems appropriate that the paintings created
to commemorate America’s entry into the war
also marked its victorious conclusion.

A
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B FIGURE 5.11 Each city block along the parade route was deco-
rated with the flag of one nation. How is space and movement sug-
gested in this work? What happens when you shift from a close-up

examination of this picture to a more distant view?

Childe Hassam. Avenue of the Allies. Brazil, Belgium, 1918. 1918. Oil on canvas. 92.2 X 61.8 cm
(36%6 X 24%s"). Los Angeles County Museum of Art, Los Angeles, California. Mr. and

Mrs. William Preston Harrison Collection. ©2004 Artists Rights Society (ARS), New
York/ADAGP, Paris. .
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Judgment

Helen’s examination of Hassam’s painting
draws to a close as she makes a decision
about its historical significance. Some art-
works are considered more important because
they are the first expressions of a new style or
technique. As such, they inspire artists who
follow. Other works are valued because they
are excellent examples of a great artist’s fully

developed style.

The date of Hassam’s painting in 1917
reveals that it was painted when Hassam had
reached his full potential as an artist. It
demonstrates convincingly the artist’s com-
plete command of the Impressionist style to
capture the look and feel of a contemporary
event as seen in a quick glance. With paintings
like this, Hassam established his importance
as one of America’s foremost Impressionist
painters. It is not surprising, then, that Helen
declares Hassam’s painting a success.

Helen’s examination of Hassam’s painting
demonstrates that it is possible to gather a
great deal of information about a work of art
by using the four art history operations, or
steps. You can use these same steps whenever
you want to learn more about a particular
work of art and the artist who created it.

Figure 5.12 illustrates the kind of informa-
tion, or external clues, you should look for
during each of these art history steps.

Value of Art History

Some people may avoid the challenge of
conducting a historical examination by say-
ing, “I like (or dislike) the work, and conse-
quently see no reason to learn anything about
it.” Let’s assume for a moment that they are
shown the work illustrated in Figure 5.13.
Even viewers who felt no initial interest might
be tempted to take a closer look if they
learned about the unusual circumstances that
led the artist to paint it. A closer look might
even cause them to change their opinion of
the painting.

The artist, Arshile Gorky, was born in the
mountain forests of Turkish Armenia in 1905.
When he was four years old, his father emi-
grated alone to the United States to avoid
serving in the Turkish army. He left Gorky and
his sisters in the care of their young mother.
Four years later, Gorky and his mother posed
for a photograph that was mailed to his father
in Providence, Rhode Island. Then, in 1915, a
bloody conflict between Turks and Armenians

ART HISTORY OPERATIONS

M FIGURE 5.12 Art History Operations
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Description Analysis Interpretation Judgment
External | Determine Identify Learn how Use
Cues when, where, | unique time and information
and by whom | features to place to make a
the work was determine influenced the | decision about
done. artistic style. artist. the work’s
importance

in the history
of art.




living within Turkish borders caused

the frightened mother, her son, and her
daughters to flee Turkey. They trekked 150
miles to reach safety in Russian Armenia. The
difficult march over rough terrain and the
hardships they endured in Russia were too
much for Gorky’s mother. In 1919, just four
years after their arrival, she died of starvation
in her son’s arms. She was only 39 years old,
and her son was just 14.

Not long after his mother’s death, Gorky
managed to emigrate to the United States.
There, using the photograph taken years
before as his inspiration, he painted the
haunting double portrait of himself and his
mother. Certainly this knowledge would add
to anyone’s understanding of the painting.

Of course, not every work of art has
a story behind it. Viewers who do not search
for such stories, however, risk missing out on
important and often fascinating information
about art and artists.

LESSON ONE REVIEW

Reviewing Art Facts

1. Identify What are the four steps of
the art history operations?

2. Describe How do these four steps
differ when used by art historians and
art critics?

3. Explain What is meant by an artist’s
personal style and what role does it
play in the historian’s efforts to iden-
tify artworks as representative of art
movements?

4. Recall On what does the art historian
focus attention during interpretation?

{ CONTENTS Jij =
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for study tools and review activities.

B FIGURE 5.13 Notice the haunting quality in the face of the young

man in this painting. What feelings or moods does the painting
communicate?

Arshile Gorky. The Artist and His Mother. c. 1926-36. Oil on canvas. 152.4 X 127 cm

(60 X 50"). Whitney Museum of American Art, New York, New York. Gift of Julien Levy

for Maro and Natasha Gorky in memory of their father.

Making Connections

Discovering Art History Closely examining a work of art
using the art history operations can increase your under-
standing of an artwork. The artist and the time period in
which the art was created. The artist is almost always influ-
enced by the time and place in which the work is created.

Activity Using available resources, find a work of art that
interests you. Work as an art historian, using the operations
of description, analysis, interpretation, and judgment. Use
the Art History Operations table in your text as a guide for
your research. Create a digital presentation of your research
and communicate your findings to the class.

Chapter 5
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Using Art History

Discover
After completing this lesson,
you will be able to:

m Use the four steps of the art his-
tory operations to gather infor-
mation about a work of art.

m Explain how both the art criti-
cism operations and the art his-
tory operations can be used to
examine a work of art.

116

aving learned how an art historian examines a work of art, you

may be eager to do the same. Unlike the art criticism operations,
which draw information exclusively from the work of art, the art history
operations require that you have access to historical resources. Your best
sources for historical information are books and articles on art. Reading
these will expand your knowledge of art history and eventually enable you
to draw on this knowledge when seeking answers to questions posed by
the art history operations.

Acting as an Art Historian

Pretend for a moment that you are visiting an art museum and have
purchased an illustrated guide to the museum’s collection. Guides of this
kind frequently provide information on the works and the artists who cre-
ated them. With your guide in hand, you set forth, examining the many
paintings and sculptures on display and reading the relevant notes in your
guide. You soon discover that your pace has quickened and you are read-
ing less and less. Realizing that you cannot study every work at length,
you decide to focus your attention on a few works and examine them
using the art history operations. Looking through the museum’s illustrated
guide, you select a painting of a young girl reading a book as the first work
to examine in this way (Figure 5.14).

Description

You begin your historical operations with description, which requires
that you answer the following questions:

® Who created the work?
® Where was it done?
® When was it done?

Fortunately, this information is provided on the label next to the painting.
You learn that the work was done by Berthe Morisot (bairt maw-ree-zoh),
a French painter who completed it in 1888. Morisot titled her painting La
Lecture, or Reading. Although the artist often used her daughter Julie as a
model, in this instance she relied on a model who looked very much like
her daughter. Consulting your guide, you learn that Morisot was born to a
well-to-do family in Bourges, France, in 1841. She died in Paris in 1895.

Analysis
During analysis, you will be answering these questions:

® What are the main features or characteristics of the work?
® Does it represent a particular style of art? If so, what is that style?

>




Perhaps you noticed something familiar
about the manner in which Morisot painted
this picture. Look at it again closely. Like
Hassam’s painting (Figure 5.2, page 107), this
work makes use of the same Impressionist
style, with its dabs and dashes of brightly col-
ored paint, its blurred edges, and the details
that make much of the work seem fuzzy and
slightly out of focus.

Studying the work even more closely, you
observe that Morisot used more detail when

painting the girl’s face. A slight, contented
smile suggests that she may be reading an
amusing passage, although the viewer is left
with the feeling that this expression could
change at any moment. Efforts to draw
attention to the girl’s face are evident in the
manner in which the red color of her hair
contrasts with the green palm fronds curving
overhead. These palm fronds serve another
purpose: they repeat the shape of the girl’s
bent head.

B FIGURE 5.14 This picture exhibits a spontaneous, vibrant quality, as if the artist hurried to finish
it before her subject changed position. What has the artist done to emphasize the girl as the center
of interest?

Berthe Morisot. La Lecture (Reading). 1888. Oil on canvas. 74.29 X 92.71 cm (294 X 36'2"). Museum of Fine Arts, St. Petersburg,
Florida. Museum purchase in memory of Margaret Acheson Stuart. 1981.2.
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118 Unit One Creating and Understanding Art

The background is painted with rapidly
applied brushstrokes that offer little more
than an impression of an outdoor setting
bathed in sunlight. Even the girl’s hands hold-
ing the book are rendered with quick, confi-
dent strokes (Figure 5.15). Clearly, the artist
was concerned with recording this scene as it
might appear with a momentary glance rather
than a steady gaze.

Berthe Morisot was an Impressionist
painter whose works exhibit all the character-
istics of that art style. However, her paintings
include one feature that sets her apart from
her fellow Impressionists: a feminine delicacy
that was entirely her own.

Interpretation
During interpretation, your attention cen-
ters on identifying various influences on the
artist. Here you are interested in finding
answers to questions such as these:
® Which artists or works of art inspired the
artist?
® What other influences affected the artist?
® Does the work reveal something about the
world in which it was painted?
Art is often difficult to understand com-
pletely unless we know the circumstances of

B FIGURE 5.15

Berthe Marisot. La Lecture (detail).

its creation. Answers to interpretation ques-
tions are important because they provide
knowledge of this kind.

Referring to your museum guide, you learn
that as a young woman Morisot was certain
that she would become a painter. Her grandfa-
ther was a famous painter, and she was
brought up in a cultured atmosphere. She
learned to paint by copying artworks in the
famous Louvre museum in Paris, the tradi-
tional training ground for aspiring French
artists. Later she studied with a well-known
artist named Jean-Baptiste-Camille Corot,
who taught her to recognize the effects of
natural light and ambience, or atmosphere.
Her greatest influence, however, was the
painter Edouard Manet, whom she met in
1868 when she was 27 years old. Morisot
was fascinated by Manet’s rapid brushwork
(Figure 5.16) and soon began to paint with
the same bold, irregular, and rapid strokes
of paint.

In 1874, Morisot joined a group of young
painters in their first group show—a show
scorned by critics who labeled the artists
“Impressionists.” That same year she married
Manet’s brother. Morisot continued her asso-
ciation with the Impressionists and partici-
pated in their exhibitions.

S [ contents J§ 2



Morisot’s paintings illustrate the leisurely
side of French life in the nineteenth century.
Her figures live in a quiet dream world of
sunlit summer afternoons and carefree
moments spent by the lake or sitting in a
comfortable chair reading a good book. Her
most familiar and admired works are gentle
domestic scenes painted in a delicate, fresh
style unlike that of the other Impressionists.
La Lecture is an excellent example of her
mature painting style.

Judgment

Once you have answered questions dealing
with the three previous art history operations,
you are able to provide a knowledgeable
answer to this judgment question: Does the
artwork have historical importance?

Morisot’s importance can be easily deter-
mined by referring to books on art history. Your
museum guide may also provide information
about her reputation, although you have prob-
ably concluded that the museum must hold
her in high regard, since they are exhibiting
one of her paintings. Most sources reveal that
because of her social status and because she
was a woman, Morisot’s achievements as a
painter were often ignored or treated lightly
during her lifetime. Her fellow artists, however,
recognized her talent and encouraged her
when she expressed doubts about her own
ability. Today, her work is acclaimed and her
reputation as an important member of the
Impressionists is beyond question.

When to Use Art
Criticism and Art History

When you are standing in front of a paint-
ing or looking at the reproduction of a paint-
ing in a book, what should you do first?
Should you begin by identifying the aesthetic
qualities and deciding whether these qualities
have been used to create a successful work of
art? Or should you first determine who cre-
ated it, where and when it was created, and
what artistic style it represents?

B FIGURE 5.16 Preferring modern-life subjects, Manet sketched con-
stantly in the boulevards and cafes of Paris. His works may have been
more concerned with the act of painting than with the subjects he
rendered. Can you identify places where he used careful brushstrokes

and where he dabbed on or pulled paint across the canvas?

Edouard Manet. Boating. 1974. Metropolitan Museum of Art, New York. H.O. Havemeyer

Collection. Bequest of Mrs. H.O. Havemeyer. 1929. 29.100.115.

If a work of art is going to mean anything
special to you, you must become personally
involved with it. You should avoid turning
immediately to what others have said about
it. Instead, you should prepare yourself to
make your own decisions about it. After you
have made these personal decisions, you can
turn to what others have discovered about the
work. You may recall that Robert, our imagi-
nary critic in Chapter 4, did not refer to what
others had to say about Rousseau’s painting
The Sleeping Gypsy until he had completed his
own examination of it.

When you examine a work of art, begin
with aesthetics and the art criticism operations.
Concentrate on identifying the internal clues,
or aesthetic qualities in the work. Then use
these as your criteria when making a subjec-
tive and tentative decision about its success.
When you have done this, you are ready to
turn to the objective art history operations.
They will help you uncover the external clues,
and facts about the work of art and the artist.
The information you gather during the art his-
tory operations will enable you to confirm,
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A SEQUENCE OF ART CRITICISM

AND ART HISTORY OPERATIONS

Description Analysis Interpretation Judgment
1. | Art Subject matter Organization: Moods, Personal
Criticism and/or how principles feelings, decision about
elements of of art have and ideas the degree of
art noted in been used communicated artistic merit.
the work. to arrange by the work.
the elements
of art.
2. | Art Determine Identify Learn how Make decision
History when, where, unique time and place about work’s
and by whom features to influenced importance
the work determine the artist. in the history
was done. artistic style. of art.

B FIGURE 5.17 A sequence of Art Criticism and Art History Operations

modify, or even change the decisions you
made during the art criticism operations.
Combining what you learn from aesthetics
and art criticism with what you learn from art
history will enable you to make a final judg-
ment. This judgment balances information
that is both subjective and objective. Bear in
mind, however, that no judgment in art can
be considered absolutely final. Judgments are
always subject to change as you continue
learning from and about works of art.

Remember that the final judgment is always
yours to make. Without this personal involve-
ment, it is unlikely that you will regard the
artwork as something special.

In your reading about art and during visits
to museums, you will encounter many works
that you will want to examine closely. These
examinations will be more rewarding if you
follow the sequence of art criticism and art
history operations outlined in Figure 5.17.

LESSON TWO REVIEW

Reviewing Art Facts

1. Recall What must viewers do if works
of art are to become special to them?

2. Explain When you examine a work of
art, should you begin with the art crit-
icism operations or the art history
operations? Why?

3. Describe What kinds of information
must you have before you can make a
final judgment about a work of art?

4. Explain Why is it impossible to say
judgments in art are always final?

Beyond the Classroom

Planning Community Artworks Murals are art forms that
allow the artist to produce art for continuous public display.
Many famous muralists throughout history have left us
works that allow us to experience the historical period, cul-
ture, and people of a time and place.

Activity Brainstorm ideas and subjects for murals. Identify
blank walls in your school or community that could be
made into works of art. Create a detailed plan for the wall.
Be sure to include visual information that could allow an art
historian to research the time and place in which your work
was created. Present your plan to your class for assessment.
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STUDIO Painting an Abstract Still Life

LESSON

Materials

® Minimum of three familiar objects to use in a
still life

Pencil and sketch paper

Sheet of white drawing paper, 9 X 12 inches
Ruler

Tempera or acrylic paint

Brushes, mixing tray, and paint cloth

Water container

M FIGURE 5.18 student Work

Complete a still-life painting in which attention is
focused on the design qualities rather than on realistic
representation. Your painting will illustrate a concern
for harmony of line, variety of shapes, and emphasis
realized by the use of contrasting complementary hues.

Inspiration

Look through Art in Focus for illustrations of art-
works that make effective use of the design qualities.
Select one of these works and examine it closely.
Which elements of art are used? How are the princi-
ples of art used to organize these elements? Do you
feel that the overall effect is unified?

Process

1. Working with other members of your class, arrange
a still life made up of at least three familiar objects.
Make a pencil sketch of the still life.

2. Draw this still life lightly with pencil on the sheet of
white drawing paper. To create harmony of line,
use a ruler to straighten every line in your drawing.
(If you prefer, make all the lines in your composi-
tion curved rather than straight.) Extend these lines
to divide the background and the still-life objects
into a variety of large and small angular shapes.

3. Select two complementary hues. Paint all the
shapes in your still life with hues obtained by mix-
ing these two colors or by adding white or black.

4. Emphasize the most important or interesting
shapes by painting them with hues and values that
contrast with those of surrounding shapes.

Examining Your Work I

Analyze Are all lines in your composition straight (or
curved)? How does the use of the same type of line
throughout add harmony to your painting? Does your
picture exhibit a variety of large and small shapes? Are
these shapes painted with hues obtained by mixing two
complementary colors? Did you use these contrasting

ART TR

hues to emphasize certain important shapes in your
composition? Were other students able to identify
these important shapes?

Judge Do you think your painting would be favorably
received by a critic relying exclusively on the design
qualities?

"l CONTENTS |
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TIME ART SCENE Language Arts_

POP ICON

James Rosenquist paints a picture of
our society.

I n the 1960s, James Rosenquist (b. 1933)
was one of the most celebrated Pop artists
in the world. A native of North Dakota,
Rosenquist was a painter who, along with
Jasper Johns, Roy Lichenstein, and Andy
James Rosenquist. The Swimmer in the Econo-mist. 1998.This Warhol, helped pave the way from Abstract
I 50-foot-long painting hangs in Berlin’s Guggenheim Museum.  Expressionism to Pop Art. Rosenquist started
out painting large-scale, collage-like
images based on material he collected
from advertisements and the media.
His paintings commented on how
newspapers, movies, and television
bombard us with images designed to
sell objects and ideas. In Nomad
Rosenquist combines such images as a
box of laundry detergent, a container
of spaghetti, a light bulb, a photo-
graph, and a wallet. It is a picture
of a consumer society that values
newness.

Perhaps Rosenquist’s most famous
painting is F-111 (1965). This 86-foot-
long artwork illustrates a fighter plane
flying past a cake, a hair dryer, and
other everyday objects. Critics consid-
ered it an anti-Vietnam War statement.

Since 1976, Rosenquist has been

REUTERS

ALBRIGHT KNOX ART GALLERY

Rosenquist. Nomad. 1963. Early in his career, Rosenquist was a billboard
painter. How might that job have influenced paintings like this one?

TIME to Connect living and working in Florida. There,
he has produced a new style of paint-
Pop artists like James Rosenquist and Andy Warhol found ing. His current works are more

images in the mass media and turned them into art.They did
this by changing the color, size, or proportion of the image,
or by placing images on a canvas that normally do not
appear together.

abstract and sometimes more per-
sonal in meaning, but they continue
to explore political themes and

* Create your own Pop artwork. Cut out or scan pictures of RSSO e Cult.ure, ——
objects in newspapers and magazines. Paste them down in as the space program. His works
a way that expresses an idea you have about American still cause people to stop and think—
culture or society. and for Rosenquist, that’s what art

* Pretend you are an art critic and explain how your artwork is all about.

is an example of Pop Art.Your review should also explain
why you think the artwork conveys the ideas successfully.
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GCHAPTER

Reviewing the Facts

Lesson One

1. During which art history operation does the his-
torian attempt to discover the qualities of an art-
work that determine its artistic style?

2. What is an art movement?

3. Where do historians turn to learn how time and
place may have influenced an artist?

4. What two factors help determine a work’s suc-
cess to an art historian?

Lesson Two

5. What kinds of art history questions must you
answer during description?

6. What should you do before trying to find out
how others have judged a work of art?

7. What must you have available in order to suc-
cessfully complete the art history operations?

8. Where do artists such as Morisot typically find
inspiration for their art?

Thinking Critically

1. EXTEND. Brainstorm a list of items that can be
identified by a particular style. Examples: type-
faces (or fonts), clothing styles, or singing styles.

REVIEW

2. ANALYZE. You are a radio commentator in 1917
covering the parade illustrated in Figure 5.2 on
page 107. What highly descriptive statement will
you make to introduce your listeners to the color-
ful event? Phrase your statement so that it
arouses your listeners’ interest while capturing
the historical significance of the event. In small
groups, read your statement as you might over
the radio. Which statement is the most effective?

YOUR DIGITAL PORTFOLID

Think of an event that is connected to
your own life and heritage. As an artist,
what would you choose to record? In your
sketchbook, sketch a design of a historical
artwork. Share your sketches in small
groups, then select one sketch to be shown
to the class. Explain the historical background
and the way the medium is used to record
that history. Finally, consider the art history
approach. What would you want someone
from the future to learn from your work?

Standardized Test Practice

 Ro2ding S Writing ey

Read the paragraphs below and then answer the question.

Giorgio Vasari's Lives of the Artists (1550)
provides art historians with details about the
work of Western artists.

Giotto’s first paintings were done for the
chapel of the high altar of the abbey of
Florence.... The panel painting over the altar
is also by Giotto, but this work has been kept
there more from respect for so great an artist
than for any other reason.

From Vasari’s comments on Giotto, historians
have been able to deduce that

(AU Giotto was unknown during the time
when he lived.

‘B Giotto was held in high esteem by his
contemporaries.

€ Giotto was very wealthy.

fl_i Giotto had a violent temper.
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UNIT

ART OF EARLY
CIVILIZATIONS

@ repare yourself, for you are about to

embark on a magical journey through art
history, one that spans both time and space.
You will learn about art from every corner of the
world and every historical period, beginning
with the first known works created by our pre-
historic ancestors. At the conclusion of your
journey, you will have a richer, deeper under-
standing of different cultures and an apprecia-
tion for a wide array of artworks in every kind
of medium and style.

Web Museum Tour View images and tour Egyptian
sites along the Nile River. Go to Web Museum Tours at
art.glencoe.com to view images and descriptions of
Egyptian artifacts.

Activity Study images of Egyptian art from the
collection at the University of Memphis Exhibit of
Artifacts. Then click on Color Tours of Egypt and
explore the settings and environment in which these
works were created. Which ancient structures are
located in the Valley of the Kings in the West Bank,
Luxor region?

Fowling in the Marshes. c. 1450 B.c. Wall painting from the
tomb of Nebamun. Thebes, Egypt. British Museum, London,
England. HIP/Scala/Art Resource, NY.

" CONTENTS y

125



http://www.art.glencoe.com

ART OF EARLIEST TIMES

What do you know about ancient art and the artists of ancient times?
Explain what you think a cave painting might look like. Why do
you suppose people drew these pictures? Human beings have had the
desire to create art since the earliest times. Long before our prehistoric
ancestors could write or make tools, they created images on the walls of
cave dwellings. Eventually people abandoned their caves, built homes,
domesticated animals, and raised crops. Families, clans, and tribes gathered
and built villages, towns, and cities. This led to the development of art, reli-
gion, science, and social and political organization. Civilization was born.

FOCUS ON READING

Read to Find Out Asyou read this chapter, learn about prehistoric
times and the art and architecture of early humans. Read also to find
out about the art created by the people in the Tigris-Euphrates Valley.

Focus Activity Look at the colossal sculpture in Figure 6.1. Imagine
you are an art critic. Divide a piece of paper into four columns, using
the art criticism steps as headings. Then write the answers to these
questions: What has the artist done to suggest the three-dimensional
form of the figure? Where are different kinds of texture used? What
feelings, moods, or ideas do you associate with this figure? Do you
regard this as a successful work of art?

Using the Time Line Note the credit line dates for the human-
headed winged bull on the facing page. Locate the date on the
Time Line.You can see that it was created during the reign of

King Sargon Il in 721-705 s.c.

¢. 1800 B.c.
¢. 15,000-10,000 B.c. Babylonians gain control
Bison cave painting of Mesopotamia
at Altamira Caves C. 2685 B.C.
Bull-headed lyre 2144-2124 s.c. 1792-1750 .. -
c. 4500 s.c. _ soundbox shows | 5c00 3000 | Seated Gudea King Hammurabi
Sumerians settle in skill of Sumerian . sculpture shows publishes a set
region of Mesopotamia artists Sumerians develop hongred ruler of laws called
9 P cuneiform writing the Code of
called Sumer at prayer J
Hammurabi
15,000 B.C. 2500 B.c. 2000 B.cC.
30,000-10,000 B.c. 2340-2150 B.C. ¢. 2150-1800 B.c.
Paleolithic period Akkadian period Neo-Sumerian period

A
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B FIGURE 6.1 Monumental relief of a winged bull with human head. c. 722-705 B.c. Limestone. 487.68 X 487.68 cm
(16 X 16'). Khorsabad, Iraq. Courtesy of the Oriental Institute, the University of Chicago, Chicago, Illinois.

721-705 B.C. The Persians advance ¢. 500 B.C. . 2
r“||' FElF:.I:_ﬂ

Sargon Il, one of into Mesopotamia
Assyria's greatest and capture the city
kings, reigns of Babylon

Audience Hall of

Darius and Xerxes Refer to the Time Line

on page H11 in your
Art Handbook for more
about this period.

I
e Mesopotamia
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LESSON ONE

Prehistoric Art in Western Europe

Vocabulary

m Paleolithic period

m megaliths

m post-and-lintel construction

Discover
After completing this lesson,

you will be able to:

m Explain why prehistoric cave
paintings may have originated.

m Explain how prehistoric paintings
survived.

m Describe the manner in which
prehistoric paintings were
created.

M FIGURE 6.2 Examine this
painting carefully. Does the
animal look lifelike? Can you
identify its main feature?

Bison. Cave painting. Altamira Caves. Near
Santillana, Spain. c. 15,000-10,000 B.c.

128

% uch of our knowledge about the lives of early human beings
comes from their art. Before people could write or use metal to
make tools, they were painting and scratching pictures of animals on
the uneven walls of caves and rock shelters. This was a remarkable
achievement when you consider what it must have been like to live

in a world in which each person fought a daily battle for survival. The
lives of prehistoric people were filled with danger, hunger, and fear.

Art of Prehistoric People

It is difficult to understand why our prehistoric ancestors took time to
produce art. Certainly it would be reasonable to expect that the artworks
they did create would be primitive and crude, but are they? Before you
answer this question, take the time to examine an example of prehistoric art.

The Cave Paintings of Altamira
B FIGURE 6.2

One noteworthy example of prehistoric art is a painting of a bison from
the ceiling in Altamira (Figure 6.2). Notice the accurate proportions of
the animal. Look for any indication of what the bison might be doing.

As you examine the bison from Altamira, notice that the animal is not
placed in a setting. There is no hint of the ground beneath its hooves, nor
are there signs of trees, hills, or sky behind the bison. What effect does this
have on the animal’s apparent size and its position in space?

< CIEs )



Determining the Age
of Prehistoric Art

There is much uncertainty among histori-
ans and archaeologists about the early dates
of human development. Many experts believe
that the earliest known works of human
achievement were made during an age that
began some 30,000 years ago.

The age of cave paintings and artifacts
produced thousands of years ago can be
determined by several means. One way is
to date the artifact according to the age of
the surrounding earth layer. Another way is
radiocarbon dating of once-living objects
found near the artifact. In general, all living
organisms maintain a known amount of
radioactive carbon 14. After an organism’s
death, the carbon 14 loses its radioactivity
at a known rate. By measuring how much
radioactivity is left in charcoal or carbonized
bones, for instance, it is possible to deter-
mine their age.

When these objects are found in caves
where prehistoric paintings are located,
scholars are able to determine the approxi-
mate date the paintings were produced.
Since dating methods are constantly being
improved, scholars may eventually have to
revise some of their estimates.

[ Conents § S

The Paleolithic Period

Because a study of the history of art must
start somewhere, we can look back in time
to a period known as the Paleolithic period.
The Paleolithic period—also called the Old
Stone Age—is the historical period believed
to have lasted from 30,000 B.c. until about
10,000 B.c. There you will find these earliest
works—the vivid, lifelike pictures of animals
painted on the rough ceilings and walls
of caves.

The Cave Paintings of Lascaux
M FIGURE 6.3

In caves in southern France and northern
Spain are numerous paintings, so skillfully
created and so well preserved that they
caused great controversy among scholars
when they were discovered. Those who
examined the animal paintings in the cave of
Lascaux in the Dordogne region of southern
France questioned whether cave people,
working with the most primitive instru-
ments, could have produced such splendid
works of art (Figure 6.3). Some suggested
that these paintings might be the work of
skilled artists from a more recent time.

Today scholars agree that the paintings
discovered at Lascaux and at Altamira are the

B FIGURE 6.3 When this and
other paintings were first
discovered, many people
doubted they could be the
work of prehistoric artists.
How has the artist suggested
action in this work?

Chinese Horse. Cave painting.
Lascaux Caves, Dordogne, France.
¢. 15,000-10,000 B.C.
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work of prehistoric artists. It is unlikely that
they are the first works of art ever created.
They are too sophisticated for that. No doubt
they were preceded by hundreds, perhaps
thousands, of years of slow development
about which nothing is yet known.

Use of Paintings in
Hunting Rituals

During prehistoric times, cave painting was
limited almost entirely to the depiction of ani-
mals. This was probably due to prehistoric peo-
ple’s dependence on animals for food. The
painting of animals almost certainly played a
part in magic rituals performed before a hunt.

Before taking up their clubs and spears,

was intended to weaken it and make it eas-
ier to hunt. The magic may have involved a
ceremony in which an image of the animal
was painted on the wall or ceiling of the
cave. The hunters probably believed that, by
drawing a lifelike picture of an animal, they
were capturing some of that animal’s
strength and spirit.

Such prehistoric hunting rituals probably
bolstered the confidence and the courage
of the hunters, who were convinced
that their prey would be weaker and
easier to kill. In some ways, these prehis-
toric rituals were like some of the rituals
we practice today. A high school pep rally
with its rousing cheers and inspiring music
serves much the same purpose. It builds
confidence and courage in team members

just as the hunting ritual may have done
for prehistoric hunters.

prehistoric hunters may have turned to
magic to place a spell over their prey. This

ARCHAEOLOGY
SITE. Evidence of
the movements of
early people are
found in these
footprints. They
were fossilized
into volcanic ash
A millions of years

: ago in Africa.

TIMEsPLACE

LAV ELA AL NS

c. 15,000 1000 B.c.

Prehistoric Art

See more Time & Place events on the
Time Line, page H11 in your Art Handbook

PETROGLYPHS. Symbols carved in stone |
by settlers in prehistoric North America N
give us a glimpse into belief systems and , \
ways of life just as the cave paintings of f J
Lascaux and Altamira do. " ACTIVITY Diary Entry. Imagine
......................................................................................... Jou are at an archacology site and
have discovered an artifact similar to
the ones pictured here. Write notes
about what you have found, and
then prepare a report to a museum
curator who may be interested in
your discoveries.

TOOLS AND UTENSILS. Cooking utensils and
tools from the Neolithic era, around 7000 B.C.,
are adorned with decorative patterns. They
represent the beginnings of technology.

Photos © Ara Guler/Magnum Photos, Inc.
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Survival and Discovery
of Cave Paintings

Utensils, bones, and charcoal from numer-
ous campfires found at the mouths of caves
suggests that the Stone Age occupants lived
there to take advantage of the daylight and
ventilation. A special place farther back
in the cave was set aside for magic rituals,
and this was where the paintings were done.
There they were protected from the wind
and rain, and for this reason many paintings
have survived to the present day. Unfortu-
nately, many others were washed away by
underground rivers.

The discoveries of prehistoric paintings
at both the caves of Lascaux in 1941 and
Altamira in 1879 were quite accidental. The
Lascaux cave was found by two boys playing
in a field with their dog. The dog fell down a
hole and was trapped in a cave. Frantically

searching for a way to reach the dog, the

boys discovered another, larger hole nearby.
Cautiously they crawled down into it. They
lit matches and illuminated the magnificent
paintings of animals on the cavern surfaces.

Some 70 years earlier near the village of
Santillana (Figure 6.4), another dog played
a similar key role in discovering the cave of
Altamira. A hunter’s dog fell into a hole that
proved to be the blocked entrance to an
unknown cave.

Several years later, Marcelino de Sautuola,
an amateur archaeologist excavated inside
the cavern, uncovering a number of flint and
stone tools made in prehistoric times. One
day de Sautuola’s five-year-old daughter
went along with him to the cave. The father
had to bend over as he went into the cham-
ber, but the little girl was able to walk
upright. She glanced up at the ceiling and
screamed for joy. Her father raised his own

M FIGURE 6.4 Most of the cave sites used by prehistoric people were situated on a rise offering a view
of the surrounding countryside. How do you think this view helped them as hunters?

View of countryside around the Altamira Cave. Near Santillana and Picos, Spain.
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| FIGURE 6.5 Two Bison (one crouching).

Hall of the Bison. Altamira Caves, Spain.
¢. 15,000-11,000 B.c.
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MATERIALS AND PROCESSES

A close examination of this cave painting
at Altamira reveals some of the details
about how the artist worked with available
materials to create this work.
® Pigment. The fresh, vivid color makes it

seem as if the animals had just been

painted. The pigments, or coloring mix-

ture, were made from lumps of clay and

soft stone that were ground into fine pow-
der. They were then mixed with animal
fat, blood, or some other medium.

® Brushes. The pigment was applied to
the smoothest surfaces with the fingers,
although more advanced techniques—
perhaps involving some kind of reed or
bristle brush—were also used.

® Technique. The artist scratched the outline of the animal on the
stone and then filled in the lines with black or dark brown pig-
ment to give it a firm edge. Next, the animal was filled in with
different shades of reddish brown hue. This shading technique
helped create the impression of a three-dimensional form.

gaze to the ceiling just above his head.
There he saw for the first time the painted
images of bison, boar, wild horses, and deer.
De Sautuola knew that the cave had
been visited by only a few hunters since its
discovery. He was convinced from the outset
that the paintings dated from the Stone Age.
He believed they were the work of the same
prehistoric people who had made the tools
found earlier in the cave. After similar paint-
ings were uncovered in southern France in
1896, de Sautuola’s amazing discovery was
recognized as authentic.

Skills of the
Prehistoric Artists

At Altamira the low cave ceiling is cov-
ered with animals painted in shades of
red, brown, and black (Figure 6.5). At

least 16 bison are grouped in the center of
the ceiling. Surrounding them are two
boars and a deer. A smaller deer painted
over a horse is located nearby. It was not
uncommon for Stone Age artists to paint
on top of earlier paintings when they ran
out of space.

Perhaps the most surprising thing about
the paintings is their size. A deer at the far
end of the chamber is almost 6.5 feet long,
while most of the other animals average
around 5 feet. The way in which many
of the animals have been painted on the
uneven rock surfaces seems to accent
the swelling muscles and hollows of their
bodies.

Though their tools were crude, prehistoric
artists were able to demonstrate a knowl-
edge and an affection for the animals they
hunted. What they knew and felt was com-
bined with a sensitive artistic instinct. This
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enabled them to capture in paint the power
of a bison, the fleetness of a horse, the gen-
tleness of deer.

Prehistoric Builders

Eventually prehistoric peoples ventured
out of their caves to begin building more
comfortable shelters. Small communities
developed, and hunters replaced their
weapons with crude farming tools and shep-
herds’ staffs. In time, communities grew into
organized villages surrounded by cornfields
and grazing animals.

Rock Carvings and Standing Stones

Abstract symbols were carved into stone
by prehistoric people during the Paleolithic
period. Spirals and concentric arcs appear
etched in standing stones, as well as on flat
rock surfaces. Detailed relief sculptures carved
in stone or horn survive as evidence of pre-
historic artists’ carving skills (Figure 6.6).
Rock carvings have been discovered through-
out England, Spain, France, and Germany, as
well as Malta and the Canary Islands.

Today ancient megaliths, or large monu-
ments created from huge stone slabs, lie
scattered across Europe, India, Asia, and
even the Americas. Remnants of primitive

stone art have been discovered all across
the globe. Archaeologists once thought that
the skills in building and design demon-
strated by the megalith builders had origi-
nated from more advanced civilizations in
the Near East. As more accurate research
becomes available, it appears that the archi-
tectural methods of prehistoric peoples
developed independently in several
geographical areas, perhaps earlier than
previously believed.

Stonehenge
B FIGURE 6.7

As early as 4000 B.c., unusual circular
arrangements of huge, rough-hewn stones
were being erected in western Europe. The
most famous of these is at Stonehenge in
England (Figure 6.7, page 134). Built in
several stages around 2000 B.c., Stonehenge
consists of a large ring of stones with three
progressively smaller rings within. The out-
ermost ring is nearly 100 feet in diameter.
Of the 30 original upright stones, more than
half are still standing. The tallest of these is
about 17 feet and weighs over 50 tons. Stone-
henge is an early example of post-and-lintel
construction, in which massive posts support
crossbeams, or lintels.

ART 7 SN

Discover more skills of prehistoric artists in Web Links at
art.glencoe.com.

B FIGURE 6.6 This relief sculpture, executed
on a piece of horn, exhibits the artist’s skill in
sculpting and incising to show form and value.
What other elements of art can you identify in
this work?

Bison Licking its Back. Magdalenian Era, Early Middle Stone
Age. Bone. 10.5 cm (4%4"). From La Madeleine, Dordogne,
France. Musée des Antiquités, St. Germain-en-Laye, France.
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Questions concerning Stonehenge have baf- observatory, enabling prehistoric people to

fled scholars for centuries. What purpose did

this prehistoric monument serve? How did Whatever its purpose, the impact of

people working with the most primitive tools
quarry and transport these huge stone blocks

sive, and silent, it is a durable testament to

across many miles? How did they raise the the emerging ingenuity of our prehistoric
blocks into position? Today most scholars ancestors.
think it served as a kind of astronomical

M FIGURE 6.7
Scholars still do
not know how or
why the huge
stone blocks of
this monument
were erected.
What feeling or
emotions does it
arouse?

Stonehenge.
Wiltshire, England.
c. 2000 B.c.

LESSON ONE REVIEW

Reviewing Art Facts

1. Explain How did prehistoric artists
give their cave paintings a three-
dimensional look?

2. Describe Within the caves where
prehistoric paintings have been found,
where are the paintings located? What
does their location indicate?

3. Define What is a megalith?

4. ldentify Give an example of post-
and-lintel construction.
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Interpreting Artifacts Archaeology involves the study of
artifacts from ancient cultures. The archaeologist conducts
careful scientific studies and makes conclusions based on
these studies. What would archaeologists think of your
school if they dug it up in the year a.p. 10,0007

Activity Imagine your class work group is a team of archae-
ologists. One member volunteers to provide the artifacts.
That person will place all his or her possessions on the table
for examination. Team members will study the artifacts,
make notes and sketches in their journals, and make inter-
pretations. The group will present their findings to the class.
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make accurate predictions about the seasons.

Stonehenge is undeniable. Mysterious, mas-
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Art of the Fertile Crescent

Vocabulary
m ziggurat
m stylus

m cuneiform
m stele

Discover
After completing this lesson,

you will be able to:

m Name the different civilizations
that were born, flourished, and
declined in Mesopotamia begin-
ning around 4500 B.c.

m Discuss the kinds of artworks cre-
ated in those civilizations.

ARABIAN
PENINSULA

o Fertile

Crescent

60ivilization developed in a few great river valleys where deposits of
rich soil produced abundant harvests. It was there that people first
settled, and villages and cities began to rise. One of these river valleys
extended about 170 miles north of the Persian Gulf, between the Tigris
and Euphrates Rivers (Figure 6.8). In time, the flat plain of this valley,
with its rich soil, warm summers, and mild winters, came to be known as
the Fertile Crescent.

Origins of Civilization in Mesopotamia

Mesopotamia—the eastern part of the Fertile Crescent—attracted
settlers from many different areas. Successive tribes fought to possess
the land between the Tigris and Euphrates Rivers. Thus, the history of
ancient Mesopotamia is a long series of conquests by a variety of peoples.

Sumerian Civilization

Sometime before 4500 B.c., a people from the east known as Sumeri-
ans abandoned their wandering, tent-dwelling lifestyle to settle in
Mesopotamia. The region they settled was called Sumer. They formed
agricultural communities with markets that eventually grew into towns
built around high temples. These Sumerian temples
served as centers of both spiritual and community life.

Although we know little about who the Sumerians were
or exactly when they first appeared in Mesopotamia, we
do know that they were a highly gifted and creative peo-
ple. Before recorded history, they tilled the soil, built
houses, constructed levees to control the floodwaters of
the Tigris River, drained marshes, and dug irrigation
canals. They are believed to have invented wheeled
transportation and the potter’s wheel. In a land of blazing
sun with little rainfall, farming could be carried on only
with irrigation. Widespread cooperation was needed to
build the irrigation works, keep them in repair, and allo-
cate the water. This need led to the formation of govern-
ment and laws—and the birth of a civilization.

MAP SKILLS

Ziggurats: Symbolic Mountains

There was no Sumerian nation, only small city-states.

M FIGURE 6.8 The area between the Tigris River and
the Euphrates River has become known as the Fertile
Crescent. What factors might have made this an

attractive area for settlement?

Each of these city-states grew up around the shrine of a
local god. As a city grew in wealth and power, its shrine
became more and more elaborate. The name given to
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B FIGURE 6.9 At the center of every Sumerian city-state, a
ziggurat stood on a huge platform made from clay reinforced
with brick and asphalt. Here, one of three stairways, each with
a hundred steps, led to the top of the platform. What role did
the ziggurat probably play in the daily lives of the local people?

Stairway of the reconstructed Ziggurat. Ur, Iraq. c. 2100 B.c.

B FIGURE 6.10 This elegant lyre soundbox reveals that the
Sumerians created music and musical instruments. It also testifies
to the skill of early Sumerian artists. What else can you learn
from this work of art?

Bull-headed lyre soundbox. Ur, Iraq. c. 2685 B.c. Gold, lapis lazuli, shell on wooden

reconstruction. University of Pennsylvania Museum, Philadelphia.
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these Sumerian shrines was the ziggurat,

a stepped mountain made of brick-covered
earth. As a towering symbolic mountain,

the ziggurat satisfied the desire to create a
monument that appeared to span the space
between earthbound worshipers and their
heavenly gods. The most famous ziggurat, the
biblical Tower of Babel, no longer exists, but
the still-impressive ruins of others can still be
seen rising above the flat plain (Figure 6.9).

Sumerian Decorative Arts

Archaeologists have unearthed evidence
of a rich and flourishing civilization at the
site of the Sumerian city of Ur. Much of this
evidence comes from the ancient cemetery
where burial sites were found filled with
chariots, jewelry, headdresses, sculpture,
and musical instruments.

An impressive sound box from a lyre
found in the tomb of a queen testifies to the
imagination and skill of Sumerian artists
(Figure 6.10). It is decorated with a striking
bull’s head finished in gold leaf. Lapis lazuli,
a semiprecious blue stone, was used to fash-
ion a human beard and other smaller details.

The practice of combining human and
animal features in a single work is not
uncommon in the art of the ancient Near
East. The bull in particular is often repre-
sented. The fascination for this animal might
be traced to early herders who recognized
the animal’s power against the wild beasts
that threatened their cattle.

Evolution of Writing

Although it is impossible to say with cer-
tainty that the Sumerians were the first to
develop writing, their writing is the oldest
that has come down to us. Like that of other
early peoples, the writing of the Sumerians
first took the form of picture writing (Fig-
ure 6.11). They wrote on clay tablets, press-
ing rather than scratching lines into the soft,
wet clay. To draw their pictures they used a
stylus, or writing instrument. The Sumerian
stylus was probably a straight piece of reed
with a three-cornered end. With this stylus
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they could produce triangular forms or
wedges, as well as straight lines. Curved
lines were made by combining a series of
straight strokes. Over time, pictures created
through this process lost their form as pic-
tures and became stylized symbols.

The ancient Sumerians were probably the
first to develop cuneiform writing, or writ-
ing with wedge-shaped characters. When the
writing was completed, the clay tablets were
fired, or baked, to make them more durable.
In this manner the Sumerians kept records,
executed contracts, and created a culture in
which the stylus became as important to
them as computers are to us today.

Akkadian Period

North and west of the Sumerians, in a
region called Akkas, lived a Semitic people
eager to add to their territory. By 2340 B.cC.
an Akkadian king had succeeded in estab-
lishing his control over Sumer. Eventually the
Akkadian Empire included the entire region
between the Mediterranean and the Persian
Gulf. This vast empire was short-lived, but
while it lasted art and literature flourished.
(See Figure 6.13, page 138.)

M FIGURE 6.11 Clay tablets like this proved
to be very durable when fired. Archaeologists
have unearthed thousands of them. Point out
individual marks made in this tablet by a
wedge-shaped stylus.

Clay tablet with cuneiform text. Cast of original from Kish,
Iraq. c. 3100 B.c. The British Museum, London, England.
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Neo-Sumerian Period

The Akkadian dominance in Mesopotamia
ended around 2150 B.c. with a revival of Sumer-
ian culture. This revival, referred to as the Neo-
Sumerian period, lasted more than 300 years.

The best-known of the Neo-Sumerian
rulers was Gudea. His people honored him
for his devotion to religion, literature, and
good works. He built temples, promoted
learning, and demanded mercy for the weak
and helpless. After his death, he was wor-
shiped as a god. Gudea’s appearance is
known from the many sculpture portraits
that have survived to the present.

Seated Gudea
B FIGURE 6.12

One portrait shows the seated ruler with
his hands folded as if in prayer (Figure 6.12).
The figure is solid, with no openings between
the arms and body. The pose is stiff and the
proportions squat, but the face appears to be
a portrait. The nose, cheeks, and chin are
realistically formed, although the eyebrows
are incised and stylized. The overall effect is
one of quiet dignity—an appropriate effect for
a sculpture intended to be placed in a temple.

B FIGURE 6.12 In this por-
trait, the king sits on a low
chair in a position of prayer.
His hands, with their long
fingers, are tightly clasped
together. Identify the most
realistic features of the face
in this sculpture.

1959. 59.2.

|
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Seated Gudea. Neo-Sumerian.
2144-2124 B.c. Diorite. 44 cm (17 %6").
The Metropolitan Museum of Art,
New York. Harris Brisbane Dick Fund,
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Symbolism in Akkadia%l‘t

%m early times it was the custom of Mesopotamian
kings to commission monuments celebrating their mili-
tary victories such as the one to King Naram-Sin.

The importance of the victorious Akkadian king is
emphasized by his large size and his central position at the
top of the relief.

The king wears a
horned helmet sym-
bolizing his status as
a god. He is placed
before a triangular
mountain with stars
shining down on
him as he tramples
the body of a
defeated foe.

Two enemy soldiers confront the
Akkadian king, one begging for
mercy and another, mortally
wounded, attempting to pull an
arrow from his neck.

The king’s victorious army marches up
the mountain. The only casualties shown
are those of the king’s enemy.

M FIGURE 6.13 King Naram-Sin of Akkad in Horned Tiara Near Mountain Summit with Soldiers.
2230 B.c. Sandstone stele. Originally from Mesopotamia, found in Susa, Iran. The Louvre, Paris, France.
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Babylonian Civilization

Around 1800 B.c., after centuries of war-
fare between the various Mesopotamian city-
states, the Babylonians under the rule of
their king, Hammurabi, gained control of
Mesopotamia.

Babylonian Sculpture

King Hammurabi (ha-muh-rah-bee) owes
his fame to the code he published to unify
legal practices in his empire. This code was
recorded on a stele (stee-lee), an inscribed
stone pillar, placed in a public area for all to
see (Figure 6.14). At the top of the stele, the
king receives the laws from the seated sun
god. The god wears the horned helmet of
divinity and holds a ring and a rod, symbols
of his power.

The Code of Hammurabi
M FIGURE 6.14

The code, or set of laws, was inscribed
below the relief sculpture and included a list-
ing of punishments for certain crimes. These
specified punishments in kind, similar to the

biblical “an eye for an eye.” Thus, if a person
knocked out an eye or a tooth or broke a limb
of another, the same thing was done to that
person as punishment. If a house collapsed
and killed the purchaser, the architect or
builder was sentenced to death. If the acci-
dent Kkilled the buyer’s son, the son of the
architect or builder had to die. From such
harsh beginnings, traditions and habits of
law and order were established, modified,
and changed over thousands of years to form
the basis of Western civilization.

Assyrian Civilization

Following Hammurabi’s death in
1750 B.C., the Babylonian period came
to an end. Warring peoples swept across
Mesopotamia, plunging the civilized world
into a long period of turmoil. This turmoil
came to a close when the powerful Assyri-
ans from the north rose to power around
900 B.c. They ruled until early in the seventh
century B.C.

Assyrian Relief Sculptures
B FIGURE 6.15

The most impressive visual records of the
Assyrians are the stone reliefs used to cover
the mud-brick walls of their royal palaces. On
one of these, a winged deity or genie is shown
performing what appears to be a magic ritual
before a sacred date palm tree (Figure 6.15,
page 140). The figure holds a ritual container
in his left hand and a conelike object in his
right. His firm stance and well-developed

B FIGURE 6.14 Hammurabi succeeded in unify-
ing legal practices throughout his empire. Here he
is shown receiving the laws from the sun god.
How would you describe Hammurabi’s behavior
before the sun god?

The Code of Hammurabi. 1792-1750 s.c. Engraved black basalt.
225 cm (7'4%"). Originally from Babylon, found at Susa, Iran.
The Louvre, Paris, Frar]ce.
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B FIGURE 6.15 This figure’s horned helmet and wings identify him as
a god, not a human being. What makes the figure seem so powerful?

Winged Genie Fertilizing a Date Tree. From Nimrud, Assyrian. 884-860 B.c. Limestone.
231.8 X 181.0 cm (91" X 71%4"). The Nelson-Atkins Museum of Art, Kansas City, Missouri.
Purchase: Nelson Trust.

B FIGURE 6.16 Royal processions
passed through this gate during the
Neo-Babylonian period. Identify the
different kinds of animals that make
up the figures on the gate.

Ishtar Gate, Main Gate of Babylon. Built
during the reign of Nebuchadnezzar II.
¢. 605-562 B.c. Enameled tiles. Staatliche
Museen, Berlin, Germany.
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muscles suggest power and strength, whereas
the horned helmet and wings identify him

as a god. His actions, however, remain a mys-
tery. Perhaps, as some suggest, the image is
intended to symbolize the god’s power to pro-
vide for his earthly subjects.

Neo-Babylonian Period

Early in the seventh century B.c. King
Nebuchadnezzar (neh-byuh-kud-neh-zer)
rekindled Babylonian supremacy. This era
has become known as the Neo-Babylonian
period. Under Nebuchadnezzar, some of
the splendor of the past was restored to
Babylon. Unfortunately, the temples and
other structures erected during the Neo-
Babylonian period were made of clay bricks,
which crumbled quickly. The only example
of architecture from this period is a single
arched gateway once located within the city.

The Ishtar Gate
B FIGURE 6.16

Named after a goddess, the Ishtar Gate
(Figure 6.16) was one of eight gateways
marking a procession route that curled
through Babylon. The round-arched gateway
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is covered with blue-glazed bricks and edged
with geometric designs in white and gold.
Contrasting with the blue background are
rows of identical long-necked dragons and
bulls in white with yellow details.

A dragon from this gate exhibits features
of several different kinds of animals. It has
a scaly body, a serpent’s head, the front feet
of a cat, the hind feet of a bird, and a scor-
pion’s tail. Created in low relief to project
out from the wall, these creatures walk
toward or away from the arched opening.

End of the Neo-Babylonian Period

Tradition has it that Nebuchadnezzar,
after a long reign marked by military con-
quest and prosperity and after adorning his
city with roads, palaces, and temples, suf-
fered from insanity. He thought of himself
as some kind of animal, walked on all
fours, and ate grass. Nebuchadnezzar died
in 562 B.C., and within 30 years his empire
was in shambles.

Persian Empire

Egypt, Babylonia, and Assyria were
many centuries old when a vigorous people
appeared on the eastern border of the

.r.hf
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civilized world. These newcomers called
themselves Irani and their new homeland
Irania (now Iran). They were mistakenly
called Persians because later Greek geogra-
phers named them after a territory known as
Parsa, or Persis, where their early kings had
their capital.

In 539 B.C., the Persians advanced into
Mesopotamia. That same year they captured
the city of Babylon without a fight and made
it their capital. The Persians remained in
power until 331 B.c., when they were con-
quered by Alexander the Great.

Persian Architecture and
Relief Carving

Persian architecture found its highest
accomplishment in palaces. The best exam-
ple is at Persepolis in modern Iran. It was
built on a stone platform with magnificent
rooms and wooden ceilings supported by
huge columns. The most important room
was the enormous Audience Hall, where the
Persian king formally received official visi-
tors from every corner of the known world
(Figure 6.17). The room contained 100
columns 65 feet high. Nothing remains of it
today but a few columns and the outlines of
the general plan.

M FIGURE 6.17 Even now in
its ruined state, the Audience
Hall of this great Persian palace
is impressive. The flights of
steps were so spacious that ten
horsemen riding side by side
could mount them. Describe
the impression this hall might
have made on representatives
of other lands who came here
for an audience with the
Persian king.

Audience Hall of Darius and Xerxes,
(Apadana), East Stairway. c. 500 B.c.

i, o - R )
1l Persepolis.
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The top portion of each column in the
Audience Hall was decorated with the figures
of two bulls facing in opposite directions
(Figure 6.18). With their heads lowered and
legs tucked under their bodies, these animals
have a powerful appearance. They surely must
have impressed visitors with the king’s power.

Further emphasizing the king’s power are
the reliefs lining the walls and stairways lead-
ing to the Audience Hall. Unlike the military
scenes shown on Assyrian reliefs, Persian
carvings portray people bringing tributes and
offerings to the king.

Today, little remains of the grandeur of the

palace at Persepolis. When Alexander the Great

marched into the city in 331 B.c., he destroyed
the magnificent palace and made off with its

huge treasure. This event marked the beginning

of a new era in history—an era that saw the
rise of Greek civilization. Alexander, however,
was not destined to witness this new era. He
met death in the palace of Nebuchadnezzar.
In the next chapter we will turn back the

B FIGURE 6.18 This is one of two bulls, facing in
opposite directions, which decorate the top of the
surviving column from the Audience Hall. What
features contribute to the powerful impression

pages of history to visit the early civilization this bull creates?

that paralleled in time the great civilizations
of the fertile crescent. Ancient Egypt was
destined to be conquered by Alexander as
well, but not before recording nearly

3000 years of glory.

Capital in the shape of a Bull. Persian. c. 518-460 B.c.
Bituminous limestone. 71.1 X 76.2 X 30.5 cm (28 X 30 X 12").
The Nelson-Atkins Museum of Art, Kansas City, Missouri.
Purchase: Nelson Trust.

LESSON TWO REVIEW

Reviewing Art Facts

1. Describe Name and describe the
writing instruments used by
Sumerians.

2. Explain For what accomplishment is
Hammurabi famous?

3. Describe Where was the Ishtar Gate
erected and what was its purpose?

4. Identify What type of building is
regarded as the highest accomplish-
ment of Persian architecture?

Communicating with Symbols Many “firsts” in civiliza-
tion were developed by the cultures of the Fertile Crescent.
One first was an early form of writing called cuneiform.
The Sumerians used clay tablets and a writing instrument
called a stylus to create their writing. Look closely at the
cuneiform example in your text. Try to find other examples
using available resources.

Activity Assign a symbol to each of the 26 letters of our
alphabet. Write a short paragraph or poem and translate it
into those symbols. Use a small slab of clay and a sharp
stick to create your story in cuneiform. Exhibit your work.

® W contENTS § 2
Visit art.glen@com for study tools and review activities.
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STUDIO Modeling an Animal in Clay

LESSON

Materials

® Pencils and sketch paper

® Clay (a ball about the size of a grapefruit)

® Piece of canvas, muslin, or cloth about 14 X 14
inches for each student to cover tabletops

® (Clay modeling tools

® Slip (a liquid mixture of clay and water)

B FIGURE 6.20 student Work

Using the modeling process described in Chapter 3,
create a compact clay sculpture of an animal based on
one of the basic geometric forms (sphere, cylinder,
cone). Add contrasting rough and smooth textures.

Inspiration

Look again at the examples of prehistoric animal
paintings in Figures 6.2 and 6.5. Notice how the
artists have avoided the use of unnecessary details.
What has been done to show the animals’ power,
grace, or gentleness?

Process

1. Brainstorm a list of animals with your class.
2. Select an animal from the list, and complete several
pencil sketches of it in a compact reclining or sitting
position. Each sketch should show the trait associ-
ated with the animal such as power or grace.
3. Choose your best sketch, and use that sketch as a
guide for modeling the animal in clay:
® Identify and fashion in clay a geometric form that
resembles the body of the animal in your sketch.

e Attach the head, legs, tail, and other large
features to the basic form.

® Keep turning the sculpture as you continue to
work on it. Once the larger features have been
joined to the basic body form, use the modeling
tools (not your fingers) to refine the features.

® Finish your sculpture with a clay modeling
tool. Add details and textures.

® When the sculpture is firm but not dry, hollow
it out. Dry thoroughly, and fire it in a kiln.

Examining Your Work I

Describe s your sculpture easily identified as an animal?
What features are most useful in helping others identify
the animal it represents?

Analyze What geometric form did you use as the start-
ing point for your animal sculpture? Point to areas of
contrasting rough and smooth textures.

Interpret Does your animal exhibit a trait commonly
associated with it? Are other students in your class able
to recognize this trait?

Judge What aesthetic qualities would you refer to when
making and defending a judgment about your sculpture?
Which of these aesthetic qualities is most appropriate?

: > [ contenTs § =
m For more studio Iessons\’\
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TIME ART SCENE

Strone-Age Ardists

The world’s oldest known cave paintings
may be the most impressive.

he world’s most famous prehistoric paintings

are in the Lascaux cave, in southwestern
France. However, another nearby cave discovery
may hold even greater artistic riches. It was in this
cave that French park ranger Jean-Marie Chauvet

stumbled upon a major archaeological find in 1994.

Like the Lascaux cave, the limestone cavern was
covered with spectacular paintings from the Stone
Age. The difference was that this cave art seemed
much older, and the paintings showed more
variety and originality—and they were
also in better condition.

Radiocarbon dating eventually
showed that the images in the
Chauvet cave are about 30,000
years old—making these the
oldest cave paintings ever found.
The Lascaux paintings are about
17,000 years old.

The quality of the Chauvet
paintings, as much as their great
age, makes them unique. The nearly
400 Chauvet cave drawings are beauti-
tully drawn likenesses of rhinoceros,
lions, mammoths, horses, and other
animals that had rarely if ever been
seen on cave walls. The paintings use
the caverns’ natural contours to create
perspective. Further evidence of the
artists” skills is the proportion,

position, and accurate details of TIME to Connect

the animals’ bodies.

The Ardeche region of south- How do art historians and archaeologists determine the age of
artifacts or artworks? How can they date the treasures in the
Chauvet and Lascaux caves?

western France may not be
finished giving up its treasures.

Some 200 painted caves have * Using your school’s media center, research modern technologies
that are used to determine a painting’s age. Be sure to include
radiocarbon dating, X rays, and methods to analyze paint.

already been found in the area,
but as the Chauvet cave has
shown, there may be even
more surprises in store.

Unique among cave painters, the Chauvet artists drew
in charcoal, smudging and blending lines to produce
shadows.They created a feeling of depth by drawing
overlapping and receding groups of animals.

JEAN-MARIE CHAUVET/CORBIS SYGMA

 Explain how these technologies work, how scientists use them,
and the training needed to operate the technologies and analyze
the findings. Share your findings with the class.
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CHAPTER

Reviewing the Facts
Lesson One
1. When describing the painting of a bison from
Altamira, what did you discover about the set-
ting in which the animal is placed?
2. How is line used in this prehistoric painting?
3. Where were prehistoric paintings done, and how
did this contribute to their survival?
4. Why was the discovery of prehistoric paintings
at Altamira first greeted with disbelief?
5. List at least three unusual aspects of the mega-
lith construction at Stonehenge.
Lesson Two
6. What kind of material was used to construct the
ziggurats?
7. What is cuneiform writing? Who developed it?
8. Who was Gudea? How do we know about his
appearance?
9. Why do almost no examples of Neo-Babylonian
architecture remain?
10. How many columns were in the Audience Hall
of the Persian palace at Persepolis? How was the
top of each column decorated?

REVIEW

Thinking Critically

1. COMPARE AND CONTRAST. Choose two images
of animals in this chapter made in different media.
Describe the gradation of value and tell how they
differ. Tell how the media contribute to the
difference.

2. ANALYZE. Pretend you are a noted art critic. You
disagree with another scholar who insists that
prehistoric cave paintings are simple and child-
like. Prepare a list of arguments to debate that
cave art is expressive.

YOUR DIGITAL PORTFOLID

Create a replication of cave art by
crumpling up a large piece of blank paper
into a ball. Open up the paper and lay it
flat. Note the creases and lines that
resemble the uneven surface and texture of
a cave's wall. Then use felt markers or
pencils to sketch the outline of an animal.
Keep your sketched cave art in your

portfolio or save a digital copy.

Standardized Test Practice

 Re2ding S Writing ey

Read the paragraph below and answer the question.

As noted on page 134, scientists have long
puzzled over Stonehenge’s likely purpose.
Recent computerized 3-D models of the struc-
ture have revealed some startling facts:

e An observer positioned between the
two inner rings of stones could predict
the time of sunset and sunrise.

e Shadows cast by posts placed in the
Aubrey Holes would reveal the exact
date to an observer standing at the
Heel Stone.

<«

e Whenever the sun and moon were
aligned when viewed through the
Station Stones, the date was one on
which an eclipse occurred.

According to the paragraph, how were
the Aubrey Holes at Stonehenge used?

as a clock.

® >

' as an astronomical observatory.

-

+ as a calendar.

n

iy

D' as a barometer.
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THE ART OF ANCIENT
EGYPT

hat do you know about the treasures of King Tut? Have you ever

heard the story of Cleopatra? Why do you think the Egyptians built
the huge pyramids? Traveling up the Nile river in Egypt today, you would be
amazed to see mighty monuments at almost every bend. Most of these huge
stone structures are tombs and temples, reminders of a once powerful
ancient Egyptian civilization. The Egyptian stela in Figure 7.1 adorned a
temple built in the Twenty-sixth Dynasty. Who were the Egyptians who built
and decorated such impressive monuments? Where did they come from?
What were their beliefs?

FOCUS ON READING

Read to Find Out In this chapter, read to find out about the origins
of Egyptian civilization and the evolution of the pyramids and temples.
Learn about the development of Egyptian sculpture and painting.

Focus Activity Divide your paper into three columns and label them
the Old Kingdom, the Middle Kingdom, and the New Kingdom. Notice
where these time periods are on the Time Line. As you read the chapter,
list and organize what you learn about Egyptian monuments, sculpture,
and painting in the time periods in which they were built or created.

Using the Time Line Examine the stela in Figure 7.1 and note that it
was created during the New Kingdom. This particular stela commemo-
rates the daughter of a ship’s captain. What does it tell you about the
New Kingdom and what life might have been like during this period in
Egyptian history?

¢. 5000 B.c.
Prehistoric hunters it 2600 .. 1887-1849 s.c.
and their families 2681-2662 B.C. A sculpture of A sculptor portrays
settle in the Step Pyramid of Pharaoh Khafre King Sesostris Il
Nile River Valley King Zoser conveys his power with realism
5000 B.c. 2000 B.c.
2686 B.C. 2050-1800 B.c.
Old Kingdom Middle Kingdom

{ -
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B FIGURE 7.1 stela of a Chantress of Amun. 664-525 g.c. Wood, resin, and pigment. Height 41.5 cm

(16 %4"). Rosicrucian Egyptian Museum, San Jose, California.

1361-1352 B.c. 664-525 B.c.
T?gl_ioldkehn Throne Stela of a Chantress
of Tutankhamen of Amun

1570-332 B.C.
New Kingdom lexander the Great conquers Egypt

S contents § 2
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Refer to the Time Line
on page H11 in your
Art Handbook for more
about this period.
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The Growth of Egyptian Civilization

Vocabulary
m pharaoh

m dynasty

m sarcophagus
m mastaba

Discover
After completing this lesson,

you will be able to:

m Name the three major historical
periods of ancient Egypt.

m Explain the relationship of reli-
gion to the development of the
pyramids.

round 5000 B.c., prehistoric hunters and their families settled in the

fertile valley of the Nile River (Figure 7.2). As far as experts can
tell, these people came from western Asia. Because there is no evidence
that they moved on or died out, they are regarded as the direct ancestors
of most Egyptian peoples. The Nile River valley in which they settled was
about 750 miles long but measured no more than about 31 miles at its
widest point. It was lined on both sides by cliffs ranging in height from
around 300 to 1000 feet. Beyond these cliffs was nothing but desert.

Early Inhabitants Along the Nile

Each summer the Nile River flooded its banks and deposited layers
of fertile soil in the valley. This soil had been carried for thousands of
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B FIGURE 7.2 People first settled in the valley of the Nile
River about 7,000 years ago. How do you think the Nile River
affected the daily life of the ancient Egyptians? How do you
imagine it affected the artworks they created?
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miles from the African interior. In some places, the
rich soil deposits reached a depth of more than

30 feet. In this fertile environment, people gradually
changed from food gatherers to food producers.
Discovering that the wild vegetables and grains

they gathered grew from seeds, they began to collect
these seeds and planted them in the fertile soil of
the valley.

Although the people continued to hunt animals
for food, they came to rely more and more on the
animals they raised themselves. This gave them an
advantage over their ancestors. They were no
longer entirely dependent on the game they hunted
for survival. Because they did not have to move
from one location to another in search of food, they
began to build more permanent houses of mud,
wood, and reeds.

The Formation of Kingdoms

This settled existence brought about an increase
in their population and led to the growth of villages
and towns. Some towns grew so large that they took
control of neighboring villages and, in this way, formed
kingdoms. As the prehistoric period came to a close,
there were only two large kingdoms in Egypt. One of
these was Lower Egypt, which included the fan-shaped
delta region at the mouth of the Nile. The other was
Upper Egypt, which was the valley carved in the desert
by the river (Figure 7.2).

“CONTENTs J§ =2



Thus, an Egyptian civilization emerged
along the banks of the Nile more that 3,000
years before the birth of Christ. It continued
to exist for nearly another 3,000 years. Dur-
ing that period, Egypt became a thriving
nation in which a pharaoh, or ruler, gov-
erned with complete authority. Agriculture
and trade grew, art flourished, and majestic
monuments and temples were constructed.

The Three Major Periods
of Egyptian History

The history of Egypt can be divided into
three periods: the Old Kingdom, the Middle
Kingdom, and the New Kingdom, or Empire.
Each kingdom is further divided into dynas-
ties. A dynasty was a period during which a
single family provided a succession of rulers.

One reign ended with the death of a
pharaoh and another began with the crown-
ing of a successor from the same royal family.
For this reason, every precaution was taken to
keep the blood of the family pure. One of
these precautions was to forbid the pharaoh
to marry outside of the immediate family.

The Old Kingdom

The earliest dynastic period began around
3100 B.c. when Upper and Lower Egypt were
united by a powerful pharaoh named Menes.
Menes established his capital at Memphis
and founded the first of the 31 Egyptian
dynasties. The Old Kingdom dates from the
start of the third of these dynasties, in about
2686 B.C. It ended about 500 years later,
when the strong centralized government
established by the pharaohs was weakened
by the rise of a group of independent nobles.
These nobles split the country into small
states. Civil war and disorder soon broke
out between these states, and the authority
of the reigning pharaoh collapsed.

The Middle Kingdom

After a long period of turmoil, the nobles
in Thebes, a city on the upper Nile, were
able to gain control of the country. They

<«

managed to unify Egypt once again into a
single state, and order was restored to their
troubled land. The success of these nobles
marked the beginning of the Middle King-
dom, a period of about 250 years from
around 2050 to 1800 B.c.

The Middle Kingdom was a time of law
and order and prosperity in Egypt. This was
true even though the pharaoh, while still
the supreme head, was not as powerful as
pharaohs had been during the Old Kingdom.
Around 1800 B.c., Egypt was overrun for the
first time by foreign invaders. Using horses
and chariots, the Hyksos from western
Asia swept across the country. They easily
defeated the Egyptians, who fought on foot.
The Hyksos inhabited Lower Egypt and for
200 years forced the Egyptian people to pay
them tribute. Finally, the Egyptians, having
learned how to use horses and chariots,
drove the invaders from their country and
restored independence.

The New Kingdom

The third and most brilliant period of
Egyptian history, which began in 1570 B.c.,
is known as the New Kingdom, or Empire.
Warrior pharaohs used their expertise with
horses and chariots to extend Egypt’s rule
over neighboring nations.

Under one of these pharaohs, Amen-
hotep III, the New Kingdom reached the
peak of its power and influence. Thebes,
the royal capital, became the most magnifi-
cent city in the world. Suddenly Amen-
hotep’s son and heir, Amenhotep IV, broke
with tradition. He tried to bring about
changes in Egyptian religion that for cen-
turies had recognized many different gods.
Amenhotep IV moved the capital from
Thebes to Tel el-Amarna. There he estab-
lished Aton, symbolized by the sun disk,
as the one supreme god. In honor of his
god, Amenhotep IV changed his name to
Akhenaton, which meant “it is well with
Aton.” Unfortunately, while Akhenaton was
absorbed in his new religion, Egypt’s ene-
mies began to whittle away pieces of the
once-mighty nation.
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The Decline of Ancient Egypt Finally, in 30 B.c., Egypt was made a

B FIGURE 7.3
Tutankhamen
followed Akhenaton,
or Amenhotep IV, as
pharaoh. He restored
the practice of
traditional religious
beliefs. Why and
how were artworks
such as this throne
preserved?

The Golden Throne of
Tutankhamen (ruled
1361-52 B.c.), detail. Wood
overlaid with gold, silver,
semiprecious stones, and
glass paste. Egyptian
Museum, Cairo, Egypt.

150 Unit Two Art of Early Civilizations

Akhenaton’s new religion did not
survive after his death. Tel el-Amarna was
destroyed by Egypt’s enemies, the capital
was returned to Thebes, and the old religion
was restored. Although other pharaohs after
Akhenaton tried to recapture the glories of
the past, Egypt’s long chapter in history was
coming to an end. In 332 B.c., Alexander the
Great of Macedonia conquered Egypt, bring-
ing the New Kingdom to a close. Several
centuries of Hellenistic rule followed.

province of Rome.

The greatness of ancient Egypt has not
been forgotten over the centuries. Works of
art of all kinds remain. They range from
huge pyramids and tombs to skillfully
formed stone statues, wall paintings, and
carved and painted reliefs (Figure 7.3).
These and other treasures are fascinating
reminders of the magnificent civilization
that flourished on the banks of the Nile.
(See Figure 7.1, page 146.)

A
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The Pyramids

Try to picture the pyramids as they once
were: covered with a smooth layer of polished
white limestone. They were massive, pure-
white monuments standing against a back-
drop of constantly shifting brown sand and
blue sky. What purpose did the pyramids
serve? How were they built? What is inside?

The Pyramid of Khufu
M FIGURE 7.4

Before considering these questions, con-
sider one example of these great monuments.
The Pyramid of Khufu (Figure 7.4) pre-
sents rigid, straight contour lines that
clearly define and accent the simple trian-
gular shape of this monumental structure.

Its size is truly massive: The Pyramid of
Khufu covers an area of almost 13 acres.
This means that the five largest cathedrals
in the world could be placed within its
base with room to spare. It was made

by piling 2.3 million blocks of stone to

a height of 480 feet. This makes the pyra-
mid about as high as a modern 48-story
building.

The Design of Pyramids

Each pyramid was built on an almost per-
fectly square ground plan. The pyramid base
is much greater than the height. Because the
pyramid is wider than it is tall, it lacks an
upward movement. Rather than a vertical,
soaring quality, the shape and proportions of
the pyramid suggest solidity and permanence.

B FIGURE 7.4 The visual impact of this huge structure conveys a feeling of permanent
solidity. What response do you think this pyramid evoked in the people of ancient Egypt?

Pyramid of Khufu, Giza, Egypt. c. 2545-2520 B.c.
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Looking at it from the outside, you might
expect the inside of the pyramid to be spa-
cious. This is not the case. Except for pas-
sageways and a few small rooms called
galleries, the pyramid is made of solid lime-
stone. Why build such a massive structure
and then provide such little space inside? To
answer this question, you must first learn
something about the religious beliefs of the
ancient Egyptians. As you will see, religion
influenced every phase of Egyptian life.

Influence of Religion

Egyptian religion placed great importance
on the resurrection of the soul and eternal
life in a spirit world after death. The Egyp-
tians believed that the soul, or ka, came into
being with the body and remained in the
body until death. At death, the ka would
leave the body for a time and eventually
return and unite with the body again for the
journey to the next world and immortality.
If the body were lost or destroyed, the ka
would be forced to spend eternity wandering
aimlessly. For this reason, the Egyptians
went to great lengths to preserve and protect
the body after death. Following a complicated

TIMEsPLAGE

LAV ELA AL NS

SHIPPING TRADE. Egyptians
traveled in boats up the Nile to
other Mediterranean cities. Their
cargo boats could be filled with
items for trade with cities in
Mesopotamia and Arabia.

embalming process, the body was wrapped
in strips of cloth and placed in a fortress-like
tomb, where it would be safe until the ka’s
return. Such a tome served as a kind of
insurance against final death.

The Pyramids as Tombs

The most impressive tombs were built for
the pharaohs. Each pharaoh was more than a
king; in the eyes of the people, he was also a
god. When he died, the pharaoh was expected
to join other gods, including Re, the sun god;
Osiris, the god of the Nile and ruler of the
underworld; and Isis, the great mother god.

Each pyramid was built to house and
protect the body of the pharaoh and the
treasures he would take with him from this
world to the next. His body was sealed in a
sarcophagus, a stone coffin. It was then
placed in a burial chamber located in the
center of the pyramid. Dead-end passages
and false burial chambers were added to
the building. These were meant to confuse
tomb robbers and enemies who might try to
destroy the pharaoh’s body. To an Egyptian,
the destruction of the body was the most
horrible form of vengeance.

c. 3100 B.c. 300 B.cC.

Ancient Egypt

See more Time & Place events on the
Time Line, page H11 in your Art Handbook

ACTIV'TY Map SKkills. Locate a
map showing Egypt and the Mediter-
ranean Sea. Trace water routes that
linked cities along the Nile River with
other settled areas that carried on
trade with Egypt.

STONE PALETTE OF NARMER. This flat
stone palette shows images and symbols of
King Narmer, also called Menes. The other
side of the palette has a small indentation in
the center, used for mixing eye paint.

<[ Ccontents ) |>
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Evolution of the Pyramid Shape

The pyramid shape developed gradually.
Originally, the Egyptians buried their dead in
hidden pits and piled sand and stone over
the top. Later this practice changed, and the
Egyptians began to use sun-dried bricks to
build mastabas. A mastaba is a low, flat
tomb. These rectangular tombs had sloping
sides and contained a chapel and a false
burial chamber in addition to the true
one hidden deep inside. In time, several
mastabas of diminishing size were stacked
on top of each other to form a step pyramid
(Figure 7.5). Finally, they were built without
steps, and a point was added on the top,
thus creating the true pyramid form.

Construction of the Pyramids

Thousands and thousands of workers
toiled for decades to build a single pyramid.
Limestone was quarried and dragged to the
construction site and then carefully fitted into
place. How the Egyptians managed to lift and
fit these huge blocks of stone, each averaging
2.5 tons, into place remains unclear.

By the time of the Middle Kingdom, the
weakened position of the pharaohs and the
threat of invasion made construction of

tradition of Egyptian tomb

Egyptians?

B FIGURE 7.5 Structures of this
kind were one step in a long

building. Why were tombs such
an important concern for the

_'-‘

€. 2681-2662 B.C.

large-scale structures such as the pyramid
impractical. Many small pyramids and
mastabas may have been built during this
period. However, these were probably made
of mud bricks, which soon crumbled and
disintegrated. More permanent tombs pre-
pared for the pharaoh were cut into the rock
cliffs of a valley across the Nile from the
capital city of Thebes.

The Temples

If the pyramids are evidence of the skill
of Old Kingdom builders, then the great tem-
ples are proof of the genius of New Kingdom
architects.

The practice of burying pharaohs and
nobles in tombs hidden in the cliffs west
of the Nile continued throughout the New
Kingdom. Meanwhile, architects took on
more important tasks. Temples were erected
along the eastern banks of the river near
Thebes, and these became more and more
elaborate. Each of these temples was built
by command of a pharaoh and was dedi-
cated to the pharaoh’s favorite god or gods.
When the pharaoh died, the temple became
a funeral chapel where people brought offer-
ings for the pharaoh’s ka.

S [ contents J 2
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Step Pyramid of King Zoser. Saqqara, Egypt.
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A temple built to honor a particular god often was enlarged DETAILS OF THE TEMPLE
by several pharaohs until it reached tremendous proportions. OF AMON
The ruins of the Temple of Amon at Karnak, dedicated to the
all-powerful chief god of Thebes, will give you an idea of
what these gigantic structures must have looked like.

A wide avenue led directly to the front
of this massive temple complex.
® The great doorway was
flanked by obelisks, tall, four-
sided, pointed stone shafts.

® Statues of the pharaoh and
huge banners opened onto
an uncovered courtyard.

® Entry to the great hall lies
beyond the courtyard.

® Massive stone columns
reached a height of nearly
70 feet.

® The sanctuary was the
small, dark, and mysterious
chamber where only the
pharaoh and certain priests
were allowed to enter.

B FIGURE 7.6

Hypostyle Hall, Temple of Amon.
Karnak, Egypt. c. 1279-1212 B.C.

LESSON ONE REVIEW

Reviewing Art Facts
1. Describe How did the fertile soil of
the Nile River valley influence the Designing a Cartouche Egyptian hieroglyphics continue
lives of the people in ancient Egypt? to interest and amaze us because of their complexity. With
2. Recall When did an Egyptian civiliza- over 600 characters, this language remained a mystery for
tion develop along the banks of the many years until it was deciphered by scholars in 1799
Nile. How long did it continue to during the reign of Napoleon.
exist? Activity Egyptian rulers had special ways of writing their
3. Identify What are the three major throne names. These symbols, called cartouches, may be
historical periods of ancient Egypt? found on many Egyptian works of art. They can be identi-
4. Explain Why and for whom were the fied as ovals that are filled with vertical hieroglyphics
pyramids built? (Figures 7.3). Research hieroglyphics. Then design your
own personal cartouche. Exhibit your designs in class.

* I_CONTENTS ] 3
Visit art.glen@com for study tools and review activities.
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Egyptian Sculpture and Painting

Vocabulary
m hieroglyphics

Discover
After completing this lesson,

you will be able to:

m Discuss the uses of sculpture,
relief sculpture, and painting
in ancient Egypt.

m Explain the strict set of rules
imposed on Egyptian artists.

B FIGURE 7.7 The massive size of the Great Sphinx was intended to demonstrate
the power of the pharaoh. Why do you think the pharaoh’s head was placed on the
body of a lion?

Great Sphinx, Giza, Egypt. c. 2600 B.c.

ncient Egypt’s most impressive achievements in the field of art

were the publicly visible pyramids and temples. Within the pyra-
mids, however, were sculptures and paintings. Many of these treasures
have survived over the centuries.

Sculpture

Despite every precaution taken by the Egyptians, the fortress-like pyra-
mids and tombs of the pharaohs were soon robbed of their treasures.
Frequently the mummified bodies of the pharaohs were mutilated or
destroyed in the process. To make certain the ka still would have a body
to unite with, sculptors were ordered to carve the pharaoh’s portrait out
of hard stone. These sculptures were placed in the tomb near the sar-
cophagus, where they acted as substitutes for the body inside. The Egyp-
tians believed that even if the real body were destroyed, the ka would be
able to enter the stone substitute for the journey to the next world.

The Great Sphinx
M FIGURE 7.7

The strength and dignity that were a trademark of the pyramids also
characterized the sculptures produced during the Old Kingdom. Perhaps
the most familiar and impressive
example of Old Kingdom sculpture
is the Great Sphinx (Figure 7.7).
Carved from rock at the site, the
Sphinx presents the head of
a pharaoh, probably the Fourth
Dynasty pharaoh, Khafre, placed
on the body of a reclining lion.

It towers to a height of almost
65 feet.

Portrait of Khafre
B FIGURE 7.8

In the seated portrait of Khafre,
the figure has the solid, blocklike
form of the hard diorite stone
from which it was carved. (See
Figure 7.8, page 156.)

The pharaoh is shown sitting-
erect and attentive. His body
appears stiff and rigid, but the head
has a more lifelike appearance.
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Symbolism in Egyptian rt
L% studying Khafre’s p |

may have the feeli
pharaoh is aware of,
the concerns of ordina
He looks straight ahe
eyes seem alive to ev
place around him. It i
aloofness that makes f
a symbol of eternal st
power—befitting a king
Look below at some of
symbolism in this scu

Icon, which repre-
s Horus, the god

e sky, was placed
nd Khafre’s head
mind viewers of
haraoh’s divinity.
fre was considered
e the descendent of
‘he sun god.

his high off

The pharaoh’s
throne is inscribed
with symbols pro-
claiming him the
king of Upper and
Lower Egypt.

B FIGURE 7.8 Pharaoh Khafre, (front view only). c. 2600 g.c.
Diorite. 1.7 m (66") high. Egyptian Museum, Cairo, Egypt.
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Portrait of a Middle
Kingdom Ruler
M FIGURE 7.9

The Middle Kingdom, which lasted from
around 2050 to 1800 B.c., was a time of
law and order that ended when Egypt was
invaded by the Hyksos. Much of the
sculpture produced during this period was
destroyed by the invading Hyksos and by
the New Kingdom rulers who followed.

The works that survived have a wide
range of quality. A fragment of a portrait
of King Sesostris III (Figure 7.9) is an
example of the skill and sensitivity
demonstrated by the best of the Middle
Kingdom carvers. The expression on this
surprisingly realistic face suggests none
of the confidence and aloofness noted in
the portrait of Khafre. In this work, the
firmly set mouth and the “worry” lines
above the eyes convey a look that is
troubled and weary.

The great pharaoh Khafre never would
have been portrayed with the expression
seen on the sculpture of Sesostris III, but
Khafre ruled during the Old Kingdom—
a time when no one dared question the
pharaoh’s divine power or authority.
Conditions had changed by the Middle
Kingdom, when this pharaoh’s portrait
was carved. The sculptor captured a look
of concern and resignation on the face of
this ruler, whose authority depended
largely on his personality, strength, and
cleverness.

Egyptian Empire Expands

By about 1570 B.c., all of the conquering
Hyksos who had not been killed or enslaved
had been driven out of the country. Egypt
then entered a period of expansion and pros-
perity known as the New Kingdom.

The Egyptians maintained their powerful
army, which had been formed to defeat the
Hyksos invaders. They waged a series of
successful raids both to the east and into the
rest of Africa. Eventually, Egypt found itself
in control of a vast territory.

<«
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The expansion of the Empire, which now
extended from the upper Nile to the
Euphrates River, brought new wealth to the
country, and this wealth encouraged artistic
activity. During the New Kingdom, sculptors
were commissioned to complete a variety of
works. These ranged from huge tomb sculp-
tures carved in the native rock to smaller
pieces used to decorate temples. Statues of
pharaohs were often gigantic, reaching
heights of 90 feet. Some statues were
painted and had eyes made from rock
crystal, which heightened their realistic
appearance.

M FIGURE 7.9 The sculptor recognized that King Sesostris lll was a
careworn individual as well as a ruler and a god. Compare this portrait
with a formal photograph of a current head of state.

Fragment of Head of King Sesostris Ill. 1887-49 B.c. Red quartzite. 16.5 cm (6'/2") high.
The Metropolitan Museum of Art, New York, New York. Purchase, Edward S. Harkness
Gift, 1926. (26.7.1394).
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B FIGURE 7.10

Akhenaton (Amenhotep IV).
18th Dynasty. 1348-1336 B.C.
Fragment of a limestone
statue from the Temple of
Aton, Karnak. Egyptian
Museum, Cairo, Egypt.

M FIGURE 7.11
Notice the similarities
in the expressions
shown on the faces

of Akhenaton

(Figure 7.10) and his
wife, Queen Nefertiti.
How did the sculptors
convey a feeling of
authority?

Queen Nefertiti. c. 1360 B.C.
Limestone. Approx. 51 cm
(20") high. Aeyptisches
Museum, Staatliche Museen,
Berlin, Germany.
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Portrait of Akhenaton
B FIGURE 7.10

During the New Kingdom, the pharaoh Amen-
hotep IV, or Akhenaton, refused to follow the
religious customs of his ancestors. Many of Akhen-
aton’s portraits depict him realistically, with an
elongated head, pointed chin, heavy lips, and a
long, slender neck (Figure 7.10). Much of the art
created during Akhenaton’s reign also took on a
more realistic look. Instead of the solemn, stiff like-
nesses favored by earlier pharaohs, Akhenaton’s
portraits are more natural and lifelike. They often
show him in common, everyday scenes in which
he is playing with his daughters or strolling with
his wife, Nefertiti (Figure 7.11).

Although Akhenaton’s revolutionary religious
ideas died with him, much of the art produced
after his death continued to exhibit the realistic,
relaxed poses favored during the reign of this
unusual king.

Relief Sculpture

About 4,500 years ago, a relief panel was carved
showing a man of that period and two of his chil-
dren (Figure 7.12). This panel illustrates an artistic
style practiced without change throughout the long
history of Egyptian art.

Methethy with His Daughter

and a Son
M FIGURE 7.12

Notice the unusual appearance of the figure of
Methethy. His head, arms, legs, and feet are in
profile, but his shoulders and eye are shown as
seen from the front. The man even appears to
have two left feet, since there is a big toe on the
outside of each foot. Furthermore, the figure
seems to have been twisted in some way, making
it look flat. All parts of the body seem to be at
the same distance from the viewer’s eye.

Did the artist who carved this panel simply lack
the skill needed to make his portrait more lifelike?
A close examination of the figure reveals that this
explanation is not reasonable. The head, for
instance, is skillfully modeled and looks realistic.
The body is correctly proportioned, and details on
the other parts of the panel show that the sculptor
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could carve realistically when he chose to. He also
knew how to achieve effective design relation-
ships. The detailed areas at the top and left edge
of the panel offer a pleasing contrast to the large
area occupied by the figure of the man.

Rules of Egyptian Art

The carving’s unusual features adhere to a
strict set of rules followed by all Egyptian artists.
These rules required that every part of the body
be shown from the most familiar point of view.
For this reason, the head, arms, legs, and feet
were always shown in profile, whereas the eyes
and shoulders were presented as seen from the
front. Following these rules meant that paintings
and relief sculptures of the body looked distorted
and unnatural. It is a credit to the skill of Egypt-
ian artists, however, that this distortion was kept
to a minimum and did not detract from the
appealing appearance of their works.

The Egyptians were greatly concerned about
life after death. Paintings and relief sculptures
of the dead were meant to serve as substitutes

. . B FIGURE 7.12 This limestone relief conforms to the rules governing
for the body. When artists created images of the ancient Egyptian art. Why does this figure look appealing and familiar,
pharaoh, they wanted to make sure that all parts in spite of the distortions required by the rules of Egyptian art?

of the body were clearly shown. This was more

. h h ki he i b . Methethy with His Daughter and Son. c. 2565-2420 B.c. Polychromed limestone relief.
lmportant to them than ma lng the lmage eautl- 143 X 76 cm (56" < 30”). The Nelson-Atkins Museum of Art, Kansas City, Missouri.
ful or accurate. A complete image was vital. Purchase: Nelson Trust.

CARTOUCHE. Early Egyptians used a
form of picture writing to create a pic-

- i togram called a cartouche. These carved
e r s=rlr .
"'-‘I'F"JJ'J"'"IJJJ'JJ oval symbols represent the name of an

important person.

c- 3100 300 B.c- L LT LT LY PP UL PR DL POTTCTTPTDRTTRTTITPRRPRISRLY)

Ancient Egypt

??ﬁe"l?nrz,?:ge&ﬂaff ;c\frn ,E\SHO:I;?)Zbook ACTIV'TY Compare and contrast.
Symbols were significant to society and
were used in various forms in the Egyp-
tian culture. Look through the text and
identify two other cultures that used
symbolism in writing and ornamenta-
tion. How do these symbols differ and

how are they similar?

B L T R TR YT ITRTSRISIIRI
NECKLACE. This gold and jeweled orna-
ment represents the falcon god Horus.
Small statues and symbols like these were
created to honor and protect the pharaohs.

<[ CconTENTs )
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After all, if an arm were hidden behind the along these lines to tell a story, usually an

body in a relief sculpture or painting, it event from the life of the deceased. The pic-
would mean that the ka would enter a body tures were then colored with rich red and yel-
that was without an arm. It would then be low hues, with black and blue-green added for
forced to spend eternity in a deformed body. contrast. Typically, little shading was used, so
Thus, a strict set of rules was developed over  the figures tend to look flat, as if they had

the years to make sure that all parts of the been cut from paper and pasted on the wall.
body were shown—and shown correctly—in This method of arranging pictures in horizon-
sculptured and painted images. tal bands and using bright colors with little

shading resulted in a style similar to that of
contemporary comic strips.

Art in Egyptian Tombs

At one time, it was customary for a Nakht and His Wife
pharaoh to have his wife, servants, and B FIGURE 7.13

slaves sealed in the tomb with him when o )
A look inside a New Kingdom tomb pre-

he died. Then, when he arrived in the ) )

next world, he would have his loved ones pared for a priest named Nakht will add to

and servants with him for eternity. They your understanding of Egyptian painting.

would make sure that his new life would be Portraits of Nakht and his wife are found
on one wall of this tomb (Figure 7.13). They

just as pleasant as the old one. In time, this ded by b ) di
practice of burying others with the pharaoh are.surroun ? Y u,sy §ervan ,S ?pgage n
various hunting and fishing activities on the

was discontinued. Instead, painted relief o
priest’s land.

sculptures or sculptures in the round were Th 1 which the fi have b

substituted for real people and placed in the . € way in whic e. .1gures. ave' eep

tomb with the dead king, painted should look familiar. This artist, like
the relief sculptor who created the portrait of

. Methethy, was bound by the standard rules
Palntlng of ancient Egyptian art.

Eventually the tomb of every important or The figures of the priest a_nd his wife are
wealthy person was enriched with painted much larger than the other figures, to show

relief sculptures. When it became difficult that Nakht and his wife are more important.

and costly to carve reliefs on the rough, hard L hey are also stiff and solemn because the

walls of cliff tombs during the Middle King- Egyptians believed that such a pose was
dom, painting came into its own as
a separate art form. . _

First, the walls of the cliff tombs AL _: | ] y !
were smoothed over with a coating
of plaster. When the plaster was dry,
the artist went to work, drawing a
series of horizontal straight lines on
the plastered wall. Figures and
animals were carefully arranged

M FIGURE 7.13 Several scenes are shown in this wall
painting. What does this painting indicate about the
social structure of ancient Egypt?

Nakht and His Wife. Copy of wall painting from Tomb of Nakht. c. 1425 B.c.
2 X 1.53 m (6.5 X 5'). Egyptian Expedition of the Metropolitan Museum of

Art, New York, New York. Rogers Fund, 1915. 15.5.19e. \. : ;
« IS | 2
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fitting for people of high rank. In contrast,
the smaller servants are shown in more nat-
ural positions as they hunt and fish.

Hieroglyphics

Under the border at the top of the painting
in Figure 7.13 are rows and columns of small
birds and other shapes. These are Egyptian
hieroglyphics, an early form of picture writ-
ing. These symbols, some of which repre-
sented objects, communicated information
and were included in wall paintings and other
art forms to help tell the story. The signs were
generally spaced to form attractive patterns,
frequently clusters of squares or rectangles.

False Door Stela
B FIGURE 7.14

Painted on another wall of the small chapel
within Nakht’s tomb is a false door. The
priest’s ka was expected to pass through
this door in search of offerings. Arranged in
bands on either side of the door are painted
substitutes for servants bearing food and
drink for the ka. An assortment of offerings
is painted in the section directly below the
door where the ka would be sure to find
them when it entered.

LESSON TWO REVIEW

Reviewing Art Facts

1. Explain Why were sculptures of the
pharaoh created?

2. Compare How are the portraits of
Akhenaton different from portraits of
earlier pharaohs?

3. Describe What rules were Egyptian
artists required to follow when paint-
ing or sculpting a figure?

4. Explain What is the purpose of a
false door painted on the wall of an
Egyptian tomb?

. | CONTENTS
M Visit art.glencoe.com { \z:tivities.

for study tools and revie

Egyptian artists were content to echo the
art of the past until they encountered new
ideas from outside sources, such as Greece
and Rome. As the influence of these new
ideas grew, Egyptian art lost much of its
unique character, and Egyptian artists ceased
to create the unique art of the pharaohs.

B FIGURE 7.14 The priest’s ka was expected to pass through the
door painted on the wall of his tomb. How does this false door
demonstrate the important relationship between religion and art
in ancient Egypt?

False Door Stela. Copy of a wall painting from the Tomb of Nakht. Thebes, Egypt.
c. 1425 8.c. 1.69 X 1.54 m (5.5 X 5). 1:1 scale with original. Egyptian Expedition of
the Metropolitan Museum of Art, New York, New York. Rogers Fund, 1915. 15.5.19¢c.

Visual Arts Jowrma

Using Perspective The ancient Egyptians produced wall
paintings that allow us to learn about their lives and cus-
toms. Wall painting was done according to strict rules that
developed over Egypt’s long history. The Egyptians did not
use the rules of perspective, so their works have a distinc-
tive look (Figures 7.13 and 7.14). Many of them tell stories
and depict the passage of time, much like a cartoon does.

Activity In your visual arts journal, write an Egyptian-style
story about an event in your life. Create a design for a wall
painting based on your story. Explain your story and design
to your class.
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TI ME ART SCENE
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[reasures in
A mummy burial ground gives a look at
ancient Egyptian life.

n 1996, a man and his donkey were riding along a

dusty road near El Bawiti, Egypt, when the donkey
tripped and its leg slipped into a hole. The man peered
into the opening and saw a tomb stacked with gold-
covered mummies.

The 2,000-year-old tombs—and the mummies
found inside—are in nearly perfect condition. The
tombs are full of bracelets, charms, statues, and other
treasures. There are also offerings of date and olive
seeds for the gods. The ancient Egyptians buried their
dead with food and other items that they believed
would be helpful in the afterlife. Each burial chamber
has its own entrance, two burial rooms, and a
“handing-over” room. There, Egyptians believed,
the mummies were delivered to the land of the
dead, where their souls were judged by the
Egyptian god Osiris.

This burial site has earned the nickname “Valley of
the Golden Mummies” for the gold-covered masks
and chest plates discovered on many of the mummies.
In one year the archaeologist in charge of the dig,
Zahi Hawass, uncovered 105 mummies in
four tombs. He estimates that there could
be as many as 10,000 more.

Hawass believes it will take archaeologists
50 years to explore the whole area. What
other secrets of Egyptian life will they
discover?

ZAHI HAWASS/ABRAMS

This painted wooden shrine near a female mummy
was found in 1996 near the oasis town of Bawiti.

AP PHOTO

TIME to Connect

A great deal can be learned about the belief
systems of ancient cultures from the way they
buried their dead.

* Using the Internet and your school’s media center, Archaeologist Mohammed Ayadi brushes
research the burial traditions and beliefs of the ancient a 2,000-year-old mummy. Ayadi and other

q q q scientists kept the tomb’s location secret
Egyptians, the Aztecs of Mexico, and the Asante people of Africa. T ey e S e

* Write a paper comparing their burial practices. How are they from thieves.
alike? How are they different?

* Share your findings with the class. Include illustrations if possible.

<[ conTENTS
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CHAPTER

Reviewing the Facts

Lesson One

1.

6.

How long did each of the three major historical
periods of ancient Egypt last?

How did the Egyptians view the pharaoh?
Name three other gods that the Egyptians
believed the pharaoh would join when he died.
Why were dead-end passages and false burial
chambers added to pyramids?

Describe the development of the true

pyramid form.

Why and when were temples built?

Lesson Two

7.

8.

How did the expansion and prosperity of the
New Kingdom affect artistic activity?

Explain why Egyptian paintings show the head,
arms, legs, and feet in profile, but show the eyes
and shoulders as seen from the front.

Why were sculptures or painted relief sculptures
buried in the tomb with the dead king?

REVIEW

Thinking Critically

1. COMPARE AND CONTRAST. Compare the

reigns of Menes, Amenhotep III, and Amenhotep

IV. Which reign do you think contributed the

most to the development of Egyptian arts? Why?

Support your opinion.
2. ANALYZE. What clues do sculptures such as

the portrait of Khafre (Figure 7.8, page 156) pro-
vide about the Egyptians’ beliefs concerning the

afterlife and the pharaoh’s divinity?

YOUR DIGITAL PORTFOLKD

Choose one symbol from this chapter to
use as a design element for an original
artwork for your portfolio. You might
choose the mastaba, hieroglyphics, obelisk,
or sarcophagus. Make notes or sketches
describing how you would use the design.
Determine what qualities are associated
with the symbol, and how you might
combine two symbols to create a single
design. Scan your selected symbol into a
computer paint program. You can then

manipulate it and try different possibilities.

Standardized Test Practice

a Fo2ding S Writing ey

Read the paragraphs below and then answer the question.

The Great Pyramid of Khufu is considered
one of the Seven Wonders of the Ancient
World. Indeed, the structure exhibits a level
of precision that would be hard to match
today. In its original state, the pyramid had
swivel doors weighing 20 tons each. Each
door was so perfectly balanced that a slight
push would open it. When closed, the doors
fit into place so flawlessly that the structure
appeared seamless.

<«

The Great Pyramid is the most accurately
aligned structure on earth. It is situated at
the exact center of the earth’s land mass and
faces true north. At noon on the spring
equinox, the pyramid casts no shadow. Each
of its sides at the base measures 365.24
cubits—the exact number of days in a year!

The passage tries to persuade the reader
CAU that the Great Pyramid was immense.
B of the genius of the ancient Egyptians.
€0 that modern technology is inferior.

D that the Great Pyramid is superior to
other ancient wonders.

) 4
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UNIT

ART OF RISING
CIVILIZATIONS

our journey through time and space con-

tinues in this unit, where you will learn
about the arts of ancient Greece and Rome. The
small painting shown here was created by an
unknown Roman artist. It once graced a wall of
a house in Herculaneum—a city destroyed by a
volcanic eruption in A.D. 79.

Web Museum Tour The Classical Collection at the
North Carolina Museum of Art Web site guides you
through Greek and Roman antiquities, including ancient
Roman wall paintings and virtual 3D views of a Greek
amphora. Follow the link to Web Museum Tours at
art.glencoe.com.

Activity Browse the Classical section and then choose
one Greek or Roman piece in the collection. After
examining the artwork, describe it and analyze the
artist’s use of elements and principles. What feeling or
idea do you think the artist was trying to communicate?

Still Life with Peaches and Glass Vase. Roman fresco from
Herculaneum. c. A.p. 50. Museo Nazionale, Naples, Italy.
Scala/Art Resource, NY.
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GREEK ART

hat do you know about the arts and artists of ancient Greece? What

did you learn about Greece when the Olympics were recently held in
Athens? Why do historians place so much importance on events that hap-
pened over 3,000 years ago on a dry, stony peninsula in southeastern
Europe? The answer to the last question is simple: it was on that peninsula,
in Greece, that Western civilization was born. The contributions of Greek
civilization to the arts and sciences have influenced humans for centuries.
These contributions continue to enrich our lives today.

FOCUS ON READING

Read to Find Out Read this chapter to find out what is important
about the art of ancient Greece. Ask yourself how the Greek civilization
added to the art and architecture of the world. Learn how Greek sculp-
ture changed and evolved over time.

Focus Activity Examine the Greek temple shown in Figure 8.1. What
details can you find out about it? Why do you think this building contin-
ues to be admired today? Do you think the use of sculptures in place of
columns adds to the building’s visual appeal? Why or why not?

Using the Time Line Greek art is grouped into one of four periods,
each with its own style. Notice where the temple appears on the Time
Line. It was built during Greece’s Classical period. As you read the chap-
ter, identify characteristics of art in each period of Greek history. What
features in Figure 8.1 are characteristic of the Classical period?

450-322 B.c.
Socrates,
776 B.C. Plato, and
The first Aristotle
900-700 B.c. c. 800 B.c. Olympic c. 450 B.c. develop
Earliest Greek vases | Homer writes the Games are €. 600 B.C. Myron philosophical
are displayed with Greek epic poems held in Geometric patterns sculpts the concepts
geometric patterns Iliad and Odyssey Athens continue to appear Discobolus
1000 B.C. 900 B.C. 800 B.c. 700 B.C. 600 B.c. 500 B.c.
900-700 B.c. 600-480 s.c.
Geometric Period Archaic Period

_ CONTENTS
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405 B.c.
Athenian Empire is
destroyed

c. 240 s.c.
Dying Gaul
shows features

323 B.c.
Euclid describes
Pythagorean theorem

421 B.C.
Work begins

¢. 50 B.C. .
An unknown

artist creates

v T Iry L
Frechin in Elements of of the Hellenistic Seated Boxerin e
rechtheum Geometry style bronze Refer to the Time Line
on page H11 in your
Art Handbook for more
300 B.c. about this period.
480-300 B.C. 300-146 B.c.
Classical Period Hellenistic Period
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The Birthplace of Western Civilization

Vocabulary

m raking cornice m entablature
m cornice m column

m frieze m colonnade

m lintel m Doric order
m capital m lonic order

m shaft m Corinthian

m stylobate order

m pediment

Artist to Meet

m Exekias

Discover

After completing this lesson,
you will be able to:
m Identify the contributions of
the ancient Greeks to the history
of art.
m Describe the three orders of
decorative style that originated
in Greece.

Greece 600 B.C.

he history of ancient Greece begins around 2000 B.c. At that time

the earliest people probably entered the land. The descendants of
these primitive peoples remained there, and in about 500 years a strong
culture known as the Mycenaean had formed. However, the power of the
Mycenaeans eventually gave way to that of a stronger people.

After a series of invasions, the warlike Dorians took over the land in
about 1100 B.c. This event changed the way of life in many areas as the
conquerors mingled with the native populations. Towns eventually grew
into small, independent city-states. Unlike many other civilizations, which
developed as collections of city-states that formed kingdoms or empires,
the Greek city-states remained fiercely independent.

The independence of Greek city-states can be accounted for, at least in
part, by geography. Greece is divided by mountains, valleys, and the sea.
(See map, Figure 8.2.) These physical separations made communication
difficult. In addition to these natural barriers, social barriers of local pride
and jealousy also divided the city-states. These factors combined to keep
the Greek city-states from uniting to form a nation.

History of Greek City-States

There was continuing rivalry among the city-
states, but none ever succeeded in conquering the
others. The rivalry was so intense that the city-states
could not even agree to work together toward
common goals. Fear alone finally united them long
enough to fight off invaders from Persia during the
fifth century B.c.

Suspecting further invasions by the Persians, several
city-states joined together to form a defensive alliance.
This alliance came to be known as the Delian League
because its treasury was kept on the island of Delos.
The larger cities contributed ships and men to this
alliance, while the smaller cities gave money.

Because it was the most powerful member of the
Delian League, Athens was made its permanent
head. Athenian representatives were put in charge of
the fleet and were authorized to collect money for
the treasury.

MAP SKILLS

B FIGURE 8.2 The Greek city-states were separated from each
other by mountains, valleys, and the sea. How do you think
these separations affected interactions between the city-states?

168

Pericles, the Athenian leader, moved the treasury
from Delos to Athens. Before long, Pericles began to
use the Delian League’s money to rebuild and beautify
Athens, which had been badly damaged by the
Persian invaders.

2 contents J =



The Peloponnesian War

The greatness of Athens was not destined
to last long. Pericles’ actions were bitterly
resented by the other members of the Delian
League, especially Sparta and Corinth. Finally,
in 431 B.C., this resentment led to the Pelopon-
nesian War. At first, Pericles successfully
withstood the challenge of Sparta and the
other city-states, but in 430 B.c. a terrible
plague killed a third of the Athenian popula-
tion. A year later, Pericles himself was a
victim of this plague. With the death of its
leader, Athens was doomed.

After Athens was defeated, a century of
conflict followed. One city-state, then another
gained the upper hand. This conflict so weak-
ened the city-states that they were helpless
before foreign invaders. In 338 B.c., Greece
was conquered by Macedonia.

Despite a history of rivalry, wars, and inva-
sions, the Greek people made many important
contributions to art. Their accomplishments
in architecture, particularly temple architec-
ture, were among their most enduring legacies
to Western civilization.

Greek Architecture

The Greeks considered their temples
dwelling places for the gods, who looked—
and often acted—Ilike humans. The Greeks
believed that the gods controlled the universe

and the destiny of every person on Earth. The
highest goal for the Greeks was doing what
the gods wanted them to do. As a result, for-
tune tellers and omens, which helped people
discover the will of the gods, were important
parts of religious practice.

Early Greek Temples

The earliest Greek temples were made of
wood or brick, and these have since disap-
peared. As the economy prospered with the
growth of trade, stone was used. Limestone
and finally marble became the favorite build-
ing materials.

The basic design of Greek temples did not
change over the centuries. Greek builders chose
not to alter a design that served their needs and
was also pleasing to the eye. Instead, they made
small improvements on the basic design in
order to achieve perfection. Proof that they real-
ized this perfection is represented in temples
such as the Parthenon. (See Figure 8.1, page
166 and Figure 8.3.) It was built as a house for
Athena, the goddess of wisdom and guardian of
the city named in her honor.

The Parthenon
B FIGURE 8.3

In 447 B.C., using funds from the treasury
of the Delian League, Pericles ordered work
to begin on the Parthenon. Ten years later the

M FIGURE 8.3 Greek
architects used the post-
and-lintel method of con-
struction. Identify the
posts and lintels in this
temple. How would you
describe the overall
balance of this building?
What adjective best
describes this temple?

The Parthenon, Acropolis,
Athens, Greece. c. 447 B.C.
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building was basically finished, although
work on the exterior carvings continued until
432 B.c. The construction of such a building
in just a decade is impressive. Still, it was
finished none too soon. The last stone was
hardly in place before the Peloponnesian
War started.

The Parthenon made use of the most famil-
iar features of Greek architecture: post-and-
lintel construction; a sloping, or gabled roof;
and a colonnade. Like all Greek buildings, the
parts of the Parthenon were carefully planned
to be balanced, harmonious, and beautiful.

Greek Temple Construction

Like most Greek temples, the Parthenon is
a simple rectangular building placed on a
three-step platform (Figure 8.4).

The Parthenon consisted of two rooms
(Figure 8.5). The smaller held the treasury of
the Delian League, and the larger housed a
colossal gold-and-ivory statue of Athena. (See
Figure 8.17, page 180.) Few citizens ever saw
this splendid statue. Only priests and a few
attendants were allowed inside the sacred
temple. Religious ceremonies attended by the
citizens of Athens were held outdoors in front
of the buildings.

l Looxin [(IH]]

DETAILS OF GREEK TEMPLE CONSTRUCTION

Examine the illustration and locate each of the following:
Raking cornice. The raking cornice is a sloping element that
slants above the horizontal cornice.

Cornice. A cornice is a hori-
zontal element above the
frieze.

Frieze. This is a decorative

band running across the

upper part of a wall.

Lintel. The lintel is a cross-
beam supported by
columnes.

Capital. The top element of

a column.

Shaft. The shaft is the main
weight-bearing portion of a
column.

Stylobate. Find the stylo-
bate at the top step of the

three-step platform.

Pediment. This is the triangu-

lar section framed by the cor- |

nice and the raking cornice. |

Entablature. The entablature
is the upper portion, consisting of the lintel, frieze, and cornice.

Column. A column is an upright post used to bear weight.

Colonnade. A colonnade is formed by a line of columns.

} Raking )
Cornice
rPediment
—— > Cornice 3
Frieze
rEntablature
} Lintel (Architrave)
— < } Capital |
L- U rColumn
T— ™~ +Shaft
| }S’rylobo’re )
| Three-Step
Platform
B FIGURE 8.4

Features of Temple Construction

<«
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Use of Color

® ¢ 6 ¢ 6 o o ©o
o " The Greeks preferred bright colors to the
®© 606 0 00 cold whiteness of their marble buildings. For
A o this reason, they painted large areas of most
® ° buildings. Blue, red, green, and yellow were
° e o ° often used, although some details were coated
o T.reosuz . with a thin layer of gold. Exposure to the
weather has removed almost all of the color
\d L4 from these painted surfaces. If you look
g me e oy ° closely at the more protected places of these
® ° ° ° ancient buildings, however, you still might
° ) Statue find a few faint traces of paint.
i ° ° [ .
o o of The Parthenon has been put to a variety of
U ol Mcin e ®||| Afhena uses over its long history. It was a Christian
° e| Room |g ° church in the fifth century and a mosque in the
o : : o 15th century. Its present ruined state is due to
° ° Cella an explosion that took place in the 17th cen-
‘ @ Wal tury. The ruins have now been restored as
° o much as possible with the original remains.
o [ ]
o 60600 0 0 o The Acropolis
M FIGURE 8.6
East Front
The Parthenon was only one of several
B FIGURE 8.5 Plan of the Parthenon buildings erected on the sacred hill, or

Acropolis, of Athens. The Acropolis (Figure 8.6)
is a mass of rock that rises abruptly 500 feet
above the city. Like a huge pedestal, it was
crowned with a group of magnificent build-
ings that symbolized the glory of Athens.

Exterior Design of the Parthenon

Because few people were allowed inside
the temple, there was no need for windows or
interior decorations. Instead, attention cen-
tered on making the outside of the building as
attractive as possible.

It is hard to see with the naked eye, but there
are few, if any, perfectly straight lines on the
entire structure. The three-step platform and the
entablature around the building look straight
but actually bend upward in a gradual arc, so
that the center is slightly higher than the ends.
This means that the entire floor and ceiling
form a low dome that is slightly higher in the
middle than at the edges. The columns also
curve slightly outward near their centers. Like
muscles, they seem to bulge a bit as they hold
up the great weight of the roof. In addition,
each column slants inward toward the center of B FIGURE 8.6 The sacred hill, or Acropolis, was crowned with a

the building. The columns were slanted in this group of buildings symbolizing the glory of Athens. Why do you think
the Athenians chose this location for their religious buildings?

way to prevent a feeling of top-heaviness and to
add a sense of stability to the building. View of the Acropolis today. Athens, Greece.
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Covering less than 8 acres, the Acropolis
was filled with temples, statues, and great
flights of steps. On the western edge was a
huge statue of Athena so tall that the tip of
her gleaming spear served as a beacon to
ships at sea. The statue was created by the
legendary sculptor Phidias, and it was said to
have been made from the bronze shields of
the defeated Persians. Today, the crumbling
but still impressive ruins of the Acropolis are
a reminder of a great civilization.

Doric Order

=

Corinthian Order

T
1

lonic Order

I FIGURE 8.7 Three Orders of Decorative Style
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B FIGURE 8.8 Compare this temple with
the Parthenon (Figure 8.3). How are the two
temples alike? What are the most important
differences? What do you think accounts for
those differences?

Temple of Athena Nike, Acropolis, Athens, Greece.

427-424 B.C.
<«
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The Three Orders
of Decorative Style

Over the centuries, the Greeks developed
three orders, or decorative styles (Figure 8.7).
Examples of these orders can be seen in vari-
ous structures that were built by ancient
Greeks and still survive today.

The Doric Order

The Parthenon was built according to the
earliest decorative style, the Doric Order. In
the Doric order, the principal feature is a
simple, heavy column without a base, topped
by a broad, plain capital.

The lonic Order

The Greeks later began using another
order, the Ionic. This order employed columns
that were thinner and taller than those of the
Doric. In the Ionic order, columns had an
elaborate base and a capital carved into dou-
ble scrolls that looked like the horns of a ram.
This was a more elegant order than the Doric,
and for a time architects felt it was suitable
only for small temples. Such a temple was the
little shrine to Athena Nike (Figure 8.8), built
on the Acropolis between 427 and 424 B.C.




M FIGURE 8.9 Notice the two types of columns on this building.
What order of columns is found on the stylobate?

Erechtheum, Acropolis, Athens, Greece. 421-405 B.C.

The more they looked at the new Ionic order, the
more the Greeks began to appreciate it. Soon they
began using it on larger structures such as the
Erechtheum (Figure 8.9), a temple located directly
opposite the Parthenon. This building was named
after Erechtheus, a legendary king of Athens who
was said to have been a foster son of Athena.

An unusual feature of the Erechtheum is the
smaller of two porches added to its sides. On the
Porch of the Maidens, the roof is supported by
six caryatids, or columns carved to look like
female figures.

The Corinthian Order

The most elaborate order was the Corinthian,
developed late in the fifth century B.c. In the
Corinthian order, the capital is elongated and
decorated with leaves. 1t was believed that this
order was suggested by a wicker basket overgrown
with large acanthus leaves found on the grave of a
young Greek maiden.

At first, Corinthian columns were used only on B FIGURE 8.10 The columns on this monument are the first
the inside of buildings. Later, they replaced Ionic known example of the Corinthian order on the outside of a
columns on the outside. A monument to Lysicrates building. Describe the form of this structure. How does it differ

(Figure 8.10) built in Athens about three hundred from the form used for the Temple of Athena Nike (Figure 8.8)?

years before the birth of Christ is the first known Monument to Lysicrates, Athens, Greece. c. 334 .c.
N
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M FIGURE 8.11
During the
Geometric period,
patterns of this
kind were found
on Greek vases
and jugs. What
details help you
recognize this jug
as an example
created late in the
Geometric
period?

Geometric Jug.
Seventh century B.c.
Terra cotta. 41 cm
(16"). Indiana University
Art Museum,
Bloomington, Indiana.

use of this order on the outside of a building.
The Corinthian columns surround a hollow
cylinder that once supported a trophy won by
Lysicrates in a choral contest.

Greek Vase Decoration

M FIGURES 8.11 and 8.12

The earliest Greek vases were decorated
with bands of simple geometric patterns cov-
ering most of the vessel. Eventually the entire
vase was decorated in this way (Figure 8.11).
The years between 900 and 700 B.c., when

this form of decoration was being used, are
called the Geometric period.

Early in the eighth century B.c., artists
began to add figures to the geometric designs
on their vases (Figure 8.12). Some of the
best of these figures were painted on large
funeral vases. These vases were used in
much the same way as tombstones are used
today, as grave markers. The figures on these
vases are made of triangles and lines, and
look like simple stick figures. Several figures
often appear on either side of a figure repre-
senting the deceased, as though they are
paying their last respects. Their hands are
raised, pulling on their hair in a gesture of
grief and despair.

B FIGURE 8.12 The figures here are related to the
purpose of this funeral vase. How are the decora-
tions here similar to the geometric patterns on the
vase in Figure 8.11? How are they different?

Funerary Vase. Athens, Greece. c. Eighth century B.c. Terra cotta.
H: 108.2 cm (425/"). The Metropolitan Museum of Art, New York,
New York. Rogers Fund, 1914. (14.130.14)
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Realism in Vase Decoration

In time, vase figures became more lifelike
and were placed in storytelling scenes. An
excellent example of this kind of painting is
provided by a vase showing two figures
engrossed in a game (Figure 8.13). It was
created by an artist named Exekias (ex-ee-
kee-us) more than 2,500 years ago.

Vase with Ajax and Achilles
Playing Morra (Dice)
B FIGURE 8.13

Have you ever become so caught up in a
game that you failed to hear someone calling
you? It happens to everyone, no matter how
important the person being called or how
urgent the summons. Exekias painted such an
event on a vase.

Explore daily life in ancient
Greece at art.glencoe.com.

M FIGURE 8.13 Notice how the artist has arranged this scene to complement the
shape of the vase. What makes this an effective design? What kinds of changes
in vase decoration had taken place between the time of the vase shown in
Figure 8.12 and this vase by Exekias?

Exekias. Vase with Ajax and Achilles Playing Morra (Dice). c. 540 B.c. Museo Gregoriano Etrusco, Vatican,

Rome, Italy. N
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Exekias’s vase shows two Greek generals
playing a board game, probably one in which
a roll of the dice determines the number of
moves around the board. The names of the
generals are written on the vase. They are two
great heroes from Greek literature, Ajax and
Achilles. The words being spoken by these
warriors are shown coming from their mouths
just as in a modern cartoon strip. Ajax has
just said “tria,” or “three,” and Achilles is
responding by saying “tessera,” or “four.”
Legend says that these two great heroes were
so involved in this game that their enemy was
able to mount a surprise attack.

Exekias shows the informality of this sim-
ple scene. The warriors’ shields have been set
aside, and Achilles, at the left, has casually
pushed his war helmet back on his head.
Ajax, forgetting briefly that they are at war,
has removed his helmet and placed it out
of the way on top of his shield. For a few
moments, the Greek heroes are two ordinary
people lost in friendly competition.

LESSON ONE REVIEW

Reviewing Art Facts

1. Evaluate Name two social or histori-
cal issues that contributed to keeping
the Greek city-states from uniting to
form a nation.

2. Identify Name three features of
Greek architecture that were used in
the construction of the Parthenon.

Creating Visual Solutions Early Greek vase decoration
emphasized geometric patterns and designs. Skilled artists
were able to create scenes that complemented the shape
and form of the vase, as shown in Figure 8.12, page 175.

Activity Fold a sheet of paper in half. With a pencil, out-

Exekias's Use of Realism

Exekias also has added details to make the
scene as realistic as possible. An intricate
design decorates the garments of the two gen-
erals. The facial features, hands, and feet are
carefully drawn, although the eyes are shown
from the front as they were in Egyptian art.

Exekias was not so concerned with realism
that he ignored good design, however. The
scene is carefully arranged to complement the
vase on which it was painted. The figures
lean forward, and the curve of their backs
repeats the curve of the vase. The lines of the
spears continue the lines of the two handles
and lead your eye to the board game, which is
the center of interest in the composition.

At this stage in Greek vase design, decora-
tive patterns became a less important element,
appearing near the rim or on the handles.
Signed vases also began to appear for the first
time in the early sixth century B.c., indicating
that the potters and artists who made and
decorated them were proud of their works and
wished to be identified with them.

bt

Define What is a frieze.
4. Describe What decorative style is
used on the Erectheum?

176  Unit Three

line one half of a vase shape so that the fold runs down the
center of the vase. Unfold the paper and complete the vase
outline on the other half of the paper. Plan a decorative
design that works within the basic shape you created. Begin
by focusing on geometric patterns that balance within your
shape. Try adding figures and lifelike details.
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The Evolution of Greek Sculpture

Vocabulary he buildings on the Acropolis were constructed during the fifth

m contrapposto and fourth centuries B.c. This was a time in Greek history known
as the Classical period. Like architecture, Greek sculpture also reached its

Artists to Meet peak during this period. To understand and appreciate Greek accomplish-

m Myron, Phidias, Polyclitus ments in sculpture, it is necessary to look back to an even earlier time
known as the Archaic period.

Discover
After completing this lesson,

you will be able to:

m Explain how Greek sculpture
changed over time from the
Archaic period, through the Clas-
sical period, to the Hellenistic
period.

m Discuss the contributions of
Myron, Phidias, and Polyclitus to
Greek sculpture.

DETAIL:
Head of Kouros

Sculpture in the
Archaic Period

From around 600 to
480 B.c., Greek sculptors
concentrated on carving
large, freestanding figures
known as Kouroi and Korai.
Kouroi is the plural form of
Kouros, meaning “youth,”
and Korai is the plural of
Kore, or “maiden.”

Kouros
B FIGURE 8.14

The Kouros was a male
youth who may have been
a god or an athlete. This
example is from the Archaic
period (Figure 8.14). In
some ways, the stiffness and
the straight pose of this fig-
ure bring to mind Egyptian
statues. The only suggestion
of movement is in the left
foot, which is placed slightly
in front of the right foot.

Even though the Kouros is
stepping forward, both feet
are flat on the ground. Of
course, this is impossible
unless the left leg is longer
than the right. This problem
could have been corrected if
the right leg had been bent

M FIGURE 8.14 The stiff figure of

this Kouros recalls ancient Egyptian
sculpture. Do you think this Kouros
was intended to represent a god or
an athlete? Explain your reasons.

Kouros. c. 530 B.c. Marble. 200 cm (6'7") high.
The J. Paul Getty Museum, Malibu, California.
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B FIGURE 8.15 Notice how this figure’s pose
differs from that of the Kouros. Which element
of art seems most important here?

Hera of Samos. c. 570-560 B.c. 1.8 m (6') tall.
The Louvre, Paris, France.

<«
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slightly, but it is perfectly straight. Later,
Greek artists learned how to bend and twist
their figures to make them appear more
relaxed and natural.

Except for the advancing left foot, the
Kouros is symmetrically balanced. Details of
hair, eyes, mouth, and chest are exactly alike
on both sides of the figure, just as they are on
Egyptian statues. Unlike Egyptian figures, the
arms of the Kouros are separated slightly from
the body and there is an open space between
the legs. These openings help to break up the
solid block of stone from which it was carved.

No one knows for certain what the Kouros
was meant to be. Some say he represents the
sun god Apollo, whereas others insist that he
is an athlete. The wide shoulders, long legs,
flat stomach, and narrow hips may support
the claim that he is an athlete.

The face of the Kouros has a number of
unusual features that were used over and over
again in early Greek sculptures (Figure 8.14,
detail, page 177). Among these are bulging
eyes, a square chin, and a mouth with slightly
upturned corners. This same mouth with its
curious smile can be found in many early
Greek sculptures. Greek sculptors wanted
their figures to look more natural, and this
smile may have been a first step toward
greater realism.

The Hera of Samos
B FIGURE 8.15

Korai were clothed women, often god-
desses, that were also carved during the
Archaic period. One of these goddesses, the
Hera of Samos (Figure 8.15), looks like a
stone cylinder. It has the same stiff pose as
the Kouros, but its right arm is held lightly
against the body and the feet are placed
tightly together. The missing left arm was
bent and may once have held some symbol
of authority. There is no deep carving here,
and there are no open spaces. Instead, a sur-
face pattern of lines suggests the garments
and adds textural interest to the simple form.

| 2



Use of Line

Straight vertical lines are repeated to sug-
gest a light lower garment. These contrast
with the more widely spaced and deeper lines
of a heavier garment draped over her shoul-
ders. The folds of the garments gently follow
the subtle curves of the figure. There is little
to suggest action or movement. More than
6 feet tall, the Hera of Samos must have been
an impressive symbol of authority and dignity
to all who saw it.

Sculpture in the
Classical Period

With each new generation,
Greek artists became more bold
and skillful. During the Classical
period, they abandoned straight,

tookin (K1

SHOWING ACTION IN
SCULPTURE

® The discus thrower is
about to put all his
strength into a mighty
throw, yet his face is com-
pletely calm and relaxed.
In this
respect, the figure is more
idealistic
than real.

® The athlete’s throwing
arm is frozen for a split
second at the farthest

stiff poses and made their figures appear to
move in space.

Myron’s Discus Thrower
B FIGURE 8.16

You can see how successful the sculptors
were by examining a life-size statue of a dis-
cus thrower, or Discobolus (Figure 8.16), by a
sculptor named Myron (my-run). Gone is the




blocky, rigid pose of the earlier Kouros.
Myron has skillfully captured an athlete
in action.

- - E Roman Reproductions
l":f,_ Myron’s chief material was bronze.
M L As far as is known, he never worked in
S WA . ....f - marble. Knowledge of his sculptures,

. however, comes from marble copies
produced in Roman times. Not a single
certified original work by Myron or any
of the great sculptors of Greece exists
today. Bronze works, which once num-
bered in the thousands, were melted
down long ago. Even marble sculptures
were mutilated, lost, or ruined by neglect.
What is known of the ancient Greek
works comes from copies made later by
Romans, who used them to decorate their
public buildings, villas, and gardens.

ol

Sculptures for the Parthenon

It is through Roman copies and
descriptions by ancient writers that the
works of Phidias (fhid-ee-us) are known.
He was one of the greatest Greek sculp-
tors and the creator of the gigantic statue
of Athena in the Parthenon.

Athena Parthenos
M FIGURE 8.17

Anyone who walked into the dark-
ened room of the Parthenon would have
faced Phidias’s colossal goddess, tower-

B FIGURE 8.17 To prevent the head of this colossal Athena from ing to a height of 42 feet. Her skin was

appearing tiny when viewed from floor level, the proportions have been of the whitest ivory, and over 1 ton of

expanded from the waist up. Do you think that this careful re-creation of .

an ancient statue is a work of art in its own right? Why or why not? gold was used to fashion her armor and
garments. Precious stones were used

Alan LeQuire. Athena Parthenos. c. 1993. Fiberglass and gypsum cement, marble, paint, and for her eyes and as decorations for her
gold leaf. 13 m (42’) high. The Parthenon, Nashville, Tennessee.

helmet. A slight smile softened a face
that looked as if it could turn cruel and
angry at any moment.

x Today a full-scale re-creation of
E!:w- this statue stands in the Nashville
Discover more about Greek influences on Roman art Parthenon (Figure 8.17). Sculptor

at art.glencoe.com. Alan LeQuire worked with an interna-

tional team of scholars to ensure that
his work would accurately represent the
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original. You can see this colossal Athena
Parthenos, goddess of the Athenians, in a re-
creation of the temple originally built for her
in 447 B.C.

Other Sculptures by Phidias

In addition to creating the original statue of
Athena, Phidias supervised the decorations on
the outside of the Parthenon. One of these
decorations was a large relief sculpture that
shows 350 people and 125 horses taking part
in a religious parade.

Every four years, the citizens of Athens
held a great celebration in honor of Athena.
The celebration included a procession in
which people carried new garments and other
offerings to Athena in the Parthenon. These
gifts were given as thanks to the goddess for
her divine protection. The procession was
formed in the city below the Acropolis and
moved slowly up a winding road through a
huge gateway, the entrance to the sacred hill.

Then it wound between temples dedicated to
various gods and goddesses and past the huge
bronze statue of Athena. The procession
finally stopped at the entrance to the
Parthenon where, during a solemn ceremony,
the presentations were made.

On a 525-foot band, or frieze, Greek sculp-
tors, under the direction of Phidias, show how
that parade looked more than 2,400 years ago.
The frieze, which was over 3 feet high, ran
around the top of the Parthenon walls like a
giant stone storyboard.

The processional frieze is no longer on
the Parthenon. Badly damaged parts of it
are housed in museums in London, Paris,
and Athens. This is unfortunate, since they
were intended to go together to form a single
work of art.

In its original form, the scene begins on the
western side of the Parthenon. There the pro-
cession is seen taking shape in the city. Riders
prepare to mount their prancing horses. Others,
preparing to march on foot, stand impatiently,

TINESPLAGE

LA ECA AWIND

800 B.C. 50 B.cC.

Ancient Greece

See more Time & Place events on the
Time Line, page H11 in your Art Handbook

COSTUMING IN PLAYS.
When performing this Greek
drama, “Antigone,” written by
Sophocles in the fifth century
B.C., players from all cultures
wear the dress of early Greeks.
This image is of a Roman
troupe recreated in a mosaic
found in Pompeii.

DISCUS. In Greece, the champion discus thrower
was considered the greatest of athletes. In ancient
times the disc was made of stone or metal. It is
now made of wood with a smooth metal rim.

OLYMPICS. The ancient Olympics
were first held in 776 B.c. in Athens,
to honor the god Zeus. In 1896, the
first modern Olympics were held.

ACTIV I TY Discussing. The Greeks

were concerned with the harmony of
physical and mental development.
Discuss how this attitude is or is not
present in today’s entertainment and
sports events.
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lacing their sandals or adjusting their garments.
Farther on, the parade is under way.

Procession of Horsemen
B FIGURE 8.18

As they move, the figures bunch up in some
places and spread out in others. At one point,
an irritated horseman turns and raises his hand
in warning to the horseman behind him, who
has come up too quickly and jostled his mount
(Figure 8.18). The rider behind responds by
reining in his rearing horse. All along the
parade, a strong sense of movement is evident
in the spirited prancing of the horses and the
lighthearted pace of the figures on foot. This
pace seems to quicken as the procession draws
closer to its destination.

Perhaps movement is best suggested by the
pattern of light and shadow in the carved
drapery. This pattern of alternating light and

dark values creates a flickering quality that
becomes even more obvious when contrasted
with the empty spaces between the figures.

Sculpture from the Temple
of Athena Nike

Another relief sculpture, this one from the
Temple of Athena Nike, may remind you of
Myron’s discus thrower, since it also shows
a figure frozen in action (Figure 8.19). The
unknown sculptor has carved the goddess of
victory as she bends down to fasten her san-
dal. A graceful movement is suggested by the
thin drapery that clings to and defines the
body of the goddess. The flowing folds of the
drapery and the line of the shoulder and arms
create a series of oval lines that unifies the
work. If you compare the handling of the
drapery here with that of the Hera of Samos,

M FIGURE 8.18 Find two axis lines in this relief sculpture. Notice how the use of these repeated
diagonals suggests movement. What other elements and principles of art has the sculptor used to
give this work a sense of unity?

Procession of Horsemen, from the west frieze of the Parthenon. c. 440 B.c. Marble. Approx. 109 cm (43”) high.

British Museum, London, England.

S convents § 2



you can appreciate more fully the great
strides made by Greek sculptors over a
150-year period.

Polyclitus’s Spear Bearer
M FIGURE 8.20

Another famous Classical Greek sculptor was
Polyclitus (paw-lee-kly-tus). His specialty was
creating statues of youthful athletes such as his
Doryphoros (or Spear Bearer) (Figure 8.20).
Polyclitus often showed these figures in con-
trapposto, a pose in which the weight of the
body is balanced on one leg while the other is
free and relaxed. In the Doryphoros, the left leg
is bent and the toes lightly touch the ground.
The body turns slightly in a momentary move-
ment that gives the figure a freer, more lifelike
look. The right hip and left shoulder are raised;
the head tips forward and turns to the right. The
result is a spiral axis line, or line of movement,
that begins at the toes of the left foot and curves
gently upward through the body to the head.

Action is kept to a minimum, but there is a
feeling of athletic strength and prowess here.

Q{ _CONTENTS o

B FIGURE 8.19 Notice how the entire body seems
naturally involved in the movement of this figure.
How has the sculptor created the impression that a
real body exists underneath the drapery?

Nike Fastening Her Sandal, from the Temple of Athena Nike. c. 410 B.c.
Marble. 107 cm (42") high. Acropolis Museum, Athens, Greece.

B FIGURE 8.20 The contrapposto pose makes this figure appear
lifelike. Is this a successful work of art?

Polyclitus. Doryphoros (Spear Bearer). Roman copy of Greek original. c. 440 .c. Life-size.
Vatican Museums, Vatican, Rome, Italy.
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Perhaps the figure is waiting his turn to test
his skill in a spear-throwing competition. If
s0, he looks relaxed and confident that he will
be victorious.

Sculpture in the
Hellenistic Period

The Peloponnesian War left the Greek city-
states weakened by conflict. To the north,
Macedonia was ruled by Philip II, a military
genius who had received a Greek education.
Having unified his own country, Philip turned
his attention to the Greek city-states. Their dis-
unity was too great a temptation to resist; in
338 B.c. Philip defeated them and thus realized
his dream of controlling the Greek world.

The Spread of Greek Culture

Before Philip could extend his empire fur-
ther, he was assassinated while attending his
daughter’s wedding. His successor was his 20-
year-old son, Alexander the Great, who soon
launched an amazing career of conquest.

Alexander, whose teacher had been the
famous Greek philosopher Aristotle, inherited
his father’s admiration for Greek culture.
Alexander was determined to spread this culture
throughout the world. As he marched with his
army from one country to another, the Greek
culture that he brought with him blended with
other, non-Greek cultures. The period in which
this occurred is known as the Hellenistic age. It
lasted about two centuries, ending in 146 B.c.
when Greece fell under Roman control.

Expression in Hellenistic Sculpture

Sculptors working during the Hellenistic
period were extremely skillful and confident.
They created dramatic and often violent
images in bronze and marble. The sculptors
were especially interested in faces, which
were considered a mirror of inner emotions.
Beauty was less important than emotional
expression. Because of this new emphasis,
many Hellenistic sculptures lack the precise
balance and harmony of Classical sculptures.

The Dying Gaul
M FIGURE 8.21
Many of the features of the Hellenistic style
can be observed in a life-size sculpture known
as the Dying Gaul (Figure 8.21). A Roman copy
shows a figure that was once part of a large
monument built to celebrate a victory over the
Gauls, fierce warriors from the north. In this
sculpture, you witness the final moments of a
Gaul who was fatally wounded in battle.

M FIGURE 8.21 Observe how this Hellenistic sculpture combines realistic detail and the expression of
powerful feelings. What thoughts and feelings does this sculpture evoke in you? What aesthetic theory
of art seems especially appropriate to use in judging this piece?

Dying Gaul. Roman copy of a bronze original from Pergamum. c. 240 B.c. Life-size. Museo Capitolino, Rome, Italy.
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Blood flows freely from the wound in his
side. The figure uses what little strength he
has remaining to support himself with his
right arm. He has difficulty supporting the
weight of his head and it tilts downward. Pain
and the knowledge that he is dying distort the
features of his face.

Expression of Emotion

Works such as the Dying Gaul were
intended to stir the emotions of the viewer.
You are meant to become involved in this
drama of a dying warrior, to share and feel his
pain and loneliness and marvel at his quiet
dignity at the moment of death.

The Nike of Samothrace
B FIGURE 8.22

About 2,100 years ago, an unknown sculp-
tor completed a larger-than-life marble work

B FIGURE 8.22 Notice the excitement and action sug-
gested by this figure. How has the artist created a feeling
of forward movement?

Nike of Samothrace (Victory of Samothrace). c. 190 B.c. Marble. Approx.
2.4 m (8'). The Louvre, Paris, France.

M FIGURE 8.23 Compare
this figure with the Kouros
created some 600 years earlier.
Notice how the abilities, interests,
and intentions of sculptors
developed over that period.
What are your feelings about
this figure? Is emotionalism
an appropriate theory to use
in judging this work?

Seated Boxer. c. 50 B.C.
Bronze. Roman copy.
Museo Nazionale

Romano delle Terme,

Naples, Italy.

to celebrate a naval victory. The finished
sculpture of a winged Nike (goddess of vic-
tory) stood on a pedestal that was made to
look like the prow of a warship. She may have
held a trumpet to her lips with her right hand
while waving a banner with her left. A brisk
ocean breeze whips Nike’s garments into rip-
ples and folds, adding to a feeling of forward
movement. Her weight is supported by both
legs, but the body twists in space, creating an
overall sense of movement (Figure 8.22).

It is not known for certain what great victory
this sculpture was meant to celebrate. Also
uncertain is its original location. The sculpture
was found in 1875 on a lonely hillside of
Samothrace, headless, without arms, and in 118
pieces. Pieced together, it is now known as the
Nike of Samothrace and commonly called the
Winged Victory. It stands proudly inside the
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main entrance to the Louvre, the great art
museum in Paris.

The Seated Boxer
M FIGURE 8.23

Ten years after the Nike of Samothrace was
found, a bronze sculpture of a seated boxer
(Figure 8.23) was unearthed in Rome. It is
not as dramatic as the Dying Gaul nor as spir-
ited as the Winged Victory, but its emotional
impact is undeniable.

The unknown artist presents not a victori-
ous young athlete but a mature, professional
boxer, resting after a brutal match. Few details
are spared in telling about the boxer’s violent
occupation. The swollen ears, scratches, and
perspiration are signs of the punishment he
has received. He turns his head to one side as
he prepares to remove the leather boxing
glove from his left hand. The near-profile
view of his face reveals his broken nose and
battered cheeks. There is no mistaking the
joyless expression on his face, suggesting that
he may have lost the match.

Stylistic Changes
in Sculpture

The development of Greek sculpture can
be traced through an examination of the gods,
goddesses, and athletes created from the
Archaic period to the Hellenistic period.
Sculptured figures produced during the Archaic
period were solid and stiff. The Kouros, for
example, was created at a time when artists
were seeking greater control of their materials
in order to make their statues look more real.

By the Classical period, sculptors had
achieved near perfection in balance, proportion,
and sense of movement. The Discus Thrower
demonstrates the sculptor’s ability to create a
realistic work. A later Classical work, the Spear
Bearer, is an example of the balance, harmony,
and beauty achieved by Greek sculptors.

During Hellenistic times, sculptures such as
the Seated Boxer reveal the artists’ interest in
more dramatic and emotional subjects.

The Demand for Greek Artists

The Romans defeated Macedonia and gave
the Greek city-states their freedom as allies,
but the troublesome Greeks caused Rome so
much difficulty that their freedom was taken
away and the city-state of Corinth burned.
Athens alone continued to be held in respect
and was allowed a certain amount of free-

LESSON TWO REVIEW : -

What other
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Reviewing Art Fact

1. Identify What features are character-
istic of early Greek sculptures?

2. Compare Which aspects of Myron’s
Discus Thrower are realistic? Which
aspect is idealistic?

3. Describe What famous artist oversaw
the work on the Parthenon’s frieze?

4. Explain Describe the Hellenistic
period of ancient Greece. Explain how
it originated, how it ended, and its
historical and cultural influences.

contribution did he make?

Beyond the Classroom

Art in Your Community Identify a building or monument
in your community that reflects Roman or Greek style. You
might check with a local museum or the chamber of com-
merce to find an appropriate building or location to visit
with your class.

Activity Create sketches or a digital photo display showing
different views of the building or monument. Bring the dis-
play to class. Point out the historical and cultural influences
expressed in the structure you chose. How do you think the
aesthetic qualities contribute to the feeling created by this

artwork?

Visitﬁ.glencoe.com for study and review tools.
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STUDIO Painting Using Analogous

LESSON colors

Materials

® The drawing or sketch you completed in Lesson
Two Review

® Tempera or acrylic paints

® Brushes, mixing tray, and paint cloth

® Water container

B FIGURE 8.25 student Work

Use tempera or acrylic to paint a line drawing of the
features of Greek architecture. Use contrasting values
to emphasize the most interesting or important parts of
your painting. Choose hues that give your painting a
definite mood or feeling, such as pleasant and inviting,
somber and forbidding, or dark and frightening.

Inspiration

Examine Figures 8.3, 8.9, and 8.10 on pages 169
and 173. Use your imagination to picture how these
Greek buildings might have looked when they were
painted with bright colors. How would those colors
have contributed to the mood or feeling associated
with those buildings?

Process

1. Choose three or more neighboring hues on the
color wheel (see Figure 2.4, page 29) to make up
your analogous color scheme. Select hues that you
associate with a particular mood or feeling.

2. Use these colors to paint your detail drawing of a
building exhibiting Greek architectural features.
Add white and black to your hues to obtain a vari-
ety of light and dark values. Use contrasting values
to emphasize the portions of your drawing that you
consider most important or interesting.

Examining Your Work I

Describe Point out and name the hues you selected for
your analogous color scheme. Are the shapes in your
composition painted precisely?

Analyze Does your painting include a variety of light
and dark values? Did you use contrasting values to
emphasize the most interesting or important parts of
your composition? Explain how the use of light and
dark values adds to the visual interest of your painting.

Interpret Does your painting communicate a mood or
feeling? If so, what did you do to achieve this? Are
other students in class able to identify correctly the
mood you were trying to communicate?

Judge Do you think your painting is successful? What
aesthetic quality or qualities did you turn to when
making your judgment?

: > contents B
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TI ME ART SCENE

Firm Foundation

Greece preserves its most treasured symbol.

In the fifth century B.c., Athens
reached great heights in art,
architecture, philosophy, and
literature. Nothing repre-
sented those achievements
more than the Parthenon—
the temple built to honor the
Greek goddess Athena.
Today, a team of 62 archi-
tects, civil engineers, and
stone cutters are piecing
together the Parthenon’s
crumbling structure. In the
process, they are learning
lessons in engineering and craftsmanship from
the builders who worked here 2,500 years
ago. “It’s a school for us,” says Nikos Togani-
dis, chief architect of the restoration project.
“Every day we learn something from the
ancients—their secrets, how they did what
they did, the perfection of their construction.”
The Parthenon remained basically intact
until 1687, when explosives stored there blew
off the roof. In the early 1800s, Britain’s Lord
Elgin removed the temple’s elaborate friezes Rec?nstructing the !’ard}enon with its scatt'ered pie'ces is like
putting together a giant jigsaw puzzle. Even in the midst of
and sold them to the British Museum. In the reconstruction, however, the Parthenon maintains its majesty.
1930s the columns were restored with iron
that eventually rusted. This material must now
be replaced with titanium for strength.

The current project, which began in TIME to Connect

1984, will repair and restore the exist-

ing Parthenon. The inside of the temple, The landmarks in your area are not as old as the Parthenon
off limits to tourists, is full of cranes, but might need some restoration work. Using your local
machines, blocks of marble, and the historical society or your local library, research structures or

sound of traditional stone cutters at buildings in your community.

work. Alexander Hoysakos, 30, is proud * Choose one historic building and write about its history and
to be among them. “Today, there are its current status. Does it need to be restored in any way?
Are efforts underway to do so? What would you do to save

machines,” he says. “But a machine gl
the building or landmark?

never makes the same as the hand.” He

adds, “This place was a symbol for the * Plan a campaign to help save the structure. Prepare a
ancient people, and it’s a symbol for us.” letter to your school or local newspaper to promote the

restoration efforts.

<A contEnTs 5>
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CHAPTER

Reviewing the Facts
Lesson One

1. How did Athens rise to greatness? What caused
it to fall from power?

2. Describe how the following features are used in
Greek temples: stylobate, capitals, lintels, frieze,
and cornice.

3. Name and describe the three orders of decorative
style that originated in Greece.

4. What types of designs were painted on early
Greek vases?

5. What features characterize the figures found in
later Greek vase painting produced by artists
such as Exekias?

Lesson Two

6. Explain why Myron’s Discus Thrower would be
described as more idealistic than realistic.

7. Since the works of ancient Greek sculptors no
longer exist, how do we know what they look like?

8. What does the frieze on the Parthenon represent?

9. Describe a pose that is considered contrapposto.

10. How did Alexander the Great influence the
spread of Greek culture to neighboring countries?

REVIEW

Critical Thinking and Analysis

1. ANALYZE. List similarities and differences
between the way the Egyptians and the Greeks
thought of their temples. How did the worship of
the gods influence Greek architecture and art?

2. INTERPRET. Look again at the sculpture in

Figure 8.21 on page 184. What do you think this
figure is doing? How would you describe his
feelings at this moment? Explain your answer.

YOUR DIGITAL PORTFOLID

Collect your vase sketches, or digital
photographs, and the painting you created
for the Studio Lesson. Keep these in your
portfolio. If you have already begun your
digital portfolio, place these artworks in a
folder labeled Greek and Roman Influences.
Keep notes on the historical and cultural
influences of Greek and Roman styles in art
of other periods. Refer to this section of
your portfolio periodically and add more

notes as you find more examples.

Standardized Test Practice

Reading & Writing

Read the passage below and then answer the questions.

The ancient Greeks achieved perfection in
the proportions of their buildings and sculp-
tures. The technique they applied is demon-
strated in the geometric principle known as
the golden section, or golden mean.

The golden section has a numerical value
of 0.618. Expressed as a fraction, this equals %.
Greek sculptors used the golden section
when sculpting human heads. They placed
the eyes along an imaginary line ¥ (or 0.618)
of the way down from the top of the head.

1. Where would this imaginary line occur on a
portrait bust measuring exactly 12 inches
from the top of the head to the chin?

“A’ 3.9 inches from the top
B 4.6 inches from the top
7€ 5.3 inches from the top
B 6.3 inches from the top

2. The Fibonacci numbers correspond to the
ratio used in the golden section. This
numerical series is comprised of the set of
numbers 0, 1, 2, 3, 5, 8, 13,... What would
the next number in this sequence be?

E 19 G 2
H 22

F 20
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ROMAN ART

%‘ ave you ever been to Rome, Italy? Have you ever seen a picture of
the famous Colosseum? What do you know about the Roman
Empire? By the second century B.c., Rome had become the greatest power in
the Western world. The Romans were an energetic, practical people, and
Roman art reflects these characteristics. Ancient Roman buildings and other
structures combine function and beauty. They demonstrate the Romans’
genius and skill in engineering and architecture. Roman achievements have
directly influenced the art of modern civilization.

FOCUS ON READING

Read to Find Out Read this chapter to find out about Roman sculp-
ture, painting, and architecture. Learn about Roman public buildings
and buildings that were used for recreation.

Focus Activity The Romans admired Greek art and often copied
Greek style. Think of the Greek artwork you learned about in Chapter 8.
Look closely at Figure 9.1. Notice the detail in one of the friezes from
the Ara Pacis altar. What elements in the frieze remind you of Greek
sculpture? Do you think Greek sculpture influenced the creation of the
figures in this altar frieze? Divide your paper into two columns. In the
first column, list the Roman artworks you learn about in this chapter. In
the second column, list the ways each artwork might be influenced by
Greek artwork.

Using the Time Line Notice on the Time Line that the altar men-
tioned above was dedicated in 9 B.c. during the Pax Romana. This was
a time of peace and prosperity in the Roman world.

51 B.C. 44 .c.
Cicero, a Roman Roman 27 B.c.—-AD. 14
orator and statesman, dictator Reign of 9B.C. ;;t.centgry B.C.. AD. 5
writes De republica, Caesar is Augustus Dedication of the b a_:io_n N_arree s Roman poet
a work of political murdered Ara Pacis altar FUI in ” |mles, Ovid writes
philosophy (detail) rance (detail Metamorphoses
500 B.c. 100 B.C. B.C. A.D.
509-27 B.C. 27 B.C.-A.D. 476
Roman Republic Roman Empire
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M FIGURE 9.1 The Ara Pacis Augustae: The First Family. Frieze from the Altar of Peace. First century B.c. Rome, Italy. Bridgeman Art Gallery.

Roman aqueduct

AD. 72-80 is built in Segovia, | A2 1187125 1 | 461-180
: X The Pantheon is .
The Colosseum Spain (detail) built in Rome Reign of Marcus
is built in Rome Aurelius
A.D. 200
101-106 0-476

Trajan's Conquest

S contents § 2

A.D. 500

ecline of the Roman Empire

TIME=PLAGE

SIS sl

Refer to the Time Line
on page H11 in your
Art Handbook for more
about this period.
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The Rising Power of Rome

Vocabulary
m mural

m barrel vault
m keystone

m aqueduct

Discover
After completing this lesson,

you will be able to:

m Identify the inspiration for much
of Roman art and architecture.

m Identify the quality Romans
favored in their sculptures and
their paintings.

m Name the ways in which Roman
artists improved on earlier build-
ing processes.

Roman Empire

amziie .
OCEAN @@

[ End of Punic Wars, 146 B.C.

[ At Caesar’s death, 44 B.C.

[ At Augustus’s death, AD. 14

[ Greatest extent of empire, AD. 130
*  Battlesite

%nder the rule of Etruscan kings, Rome grew in size and importance.
By the end of the sixth century B.c., it had become the largest and
richest city in Italy. The Romans, however, were never happy under
Etruscan rule, and in 509 B.c. they drove the Etruscans from the city and
established a republic.

The Roman Republic

Ridding themselves of the Etruscans did not end Rome’s problems.
Finding themselves surrounded by enemies, the Romans were forced to
fight for survival. As nearby enemies were defeated, more distant foes
tried to conquer the young republic. Rome managed to defend itself
against these threats and extended its reach and influence until all of Italy
was under its control.

An early victory over Carthage, its chief rival, won Rome its first over-
seas province, Sicily. Eventually, Rome controlled territory from Britain in
the west to Mesopotamia in the east (Figure 9.2).

The Greek Influence

Much of Roman art was copied
from the Greeks. From the very
beginning, well-born and cultured
Romans exhibited a great admiration
for Greek art forms of every period
and style. They imported Greek
works by the shipload and even
brought Greek artists to Rome to
work for them. Generally, it can be
said that the Romans became the
heirs of Greek art although they also
made important contributions of their
own, especially in the development
of architecture.

MAP SKILLS

B FIGURE 9.2 Notice the wide area influenced by ancient Rome.
From this map, what can you conclude about the power and the

organization of the Roman Empire?

192

Roman Sculpture
and Painting

In sculpture and painting, Roman
works reflect the tremendous influ-
ence exerted by earlier Greek artists.
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Portrait Sculpture

A desire for lifelike portraits can be traced
back to the earliest period of Rome’s history.
At that time, wax masks of deceased family
members were made to be carried in funeral
processions and displayed in small shrines in
the home. Masks made of wax were not per-
manent, though, and a more durable material
was sought. Marble and other kinds of stone
were found especially suitable. Soon artists
who could carve portraits from these materi-
als were in great demand.

Differences Between Greek
and Roman Sculpture

Many of the sculptors who worked in Rome
came from Greece. These artists worked in the
Greek tradition but adapted that tradition to
meet Roman demands. The Greeks preferred
idealistic portraits; the Romans wanted theirs
to look more realistic. Perhaps this was
because most Greek portraits were designed for
public monuments, whereas Roman portraits
were meant to serve private needs.

The Romans wanted their sculptures to
remind viewers of specific individuals. This
explains why most Roman portraits seem so
natural and lifelike. The Romans felt that a
person’s character could best be shown
through facial features and expressions.
Therefore, they often commissioned portrait
heads rather than sculptures of the entire
figure. The Greeks, in contrast, considered
a sculpture of a head or bust (head and
shoulders) incomplete.

Double Portrait
B FIGURE 9.3

A Roman portrait sculpture creates the
feeling that the viewer is looking at a real
person. So much so, in fact, that the figure
portrayed may even look familiar. If you saw
the couple in Figure 9.3 on the street and
they were wearing modern clothing, you
might walk right past them without noticing.
Like all Roman portrait sculptures, this work
is an exact duplicate of real people with
all their wrinkles and imperfections and

S [ contents J 2

expressions, which suggest their personali-
ties and character.

Mural Painting

Wealthy Roman families lived in luxurious
homes with courtyards, gardens with elabo-
rate fountains, rooms with marble walls and
mosaics on the floors, and numerous works
of art. They did not, however, like to hang
paintings on the walls of their homes.
Instead, they hired artists to paint murals.
(See Figure 9.1, page 190.) A mural is a large
picture painted directly on the wall. The
artists who painted these murals tried to
reproduce the world around them as accu-
rately as possible. They painted landscapes
and pictures of buildings that suggested a
world that lay beyond the walls of the room.
These scenes often create the impression
that you are gazing out a window overlook-
ing a city (Figure 9.4).

Of course, not all Roman paintings were
noteworthy. This is evident in many paintings
found in houses in Pompeii and neighboring

M FIGURE 9.3 This double portrait of a husband and wife shows each
as they must have looked in life, complete with all their imperfections.
The man is older, with deep creases in his face. His younger wife has a
face marked less by age and experience. How do these details demon-
strate the differences between Roman and Greek styles?

Bust of Cato and Portia. Roman. Late First century. White marble with traces of color.
Museo Pio Clementino, Vatican Museum, Rome, Italy. Scala/Art Resource, NY.
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B FIGURE 9.4 This room, with its patterned mosaic floor and murals,
was preserved by the eruption of the volcano Vesuvius. How is this
room similar to and different from a modern bedroom?

Bedroom from the Villa of P. Fannius Synistor. Pompeian, Boscoreale. First century B.c.
Fresco on lime plaster. Mosaic floor, couch, and footstool come from Roman villas of later
date. 2.6 X 5.8 X 3.3 m (8'8"2" X 19'174" X 10’ 11'4"). The Metropolitan Museum of Art,
New York, New York. Rogers Fund, 1903. 03.14.13.

B FIGURE 9.5 This figure has a realistic, graceful
appearance. Name the elements and principles of art
used by the artist to achieve this effect.

Flora, or Spring. Wall painting from Stabiae, a Roman resort on the Bay of
Naples, Italy. First century A.p. Museo Archeologico Nazionale, Naples, Italy.

194  Unit Three Art of Rising Civilizations
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cities, which were covered by ashes when the
volcano Vesuvius erupted in A.pD. 79. When
the well-preserved ruins of these cities were
discovered and excavations began, it was
found that almost every house was decorated
with murals. Many are quite ordinary, created
by painters of limited ability.

Maiden Gathering Flowers
M FIGURE 9.5

A surprising number of fine works were
also found in the area surrounding Pompeii.
Among these is a painting of a maiden paus-
ing in midstride to pluck a flower for her bou-
quet (Figure 9.5). A breeze stirs her garments
as she turns her head and daintily removes a
blossom from the tip of a tall bush. Charming
and beautiful, this work hints at the level of
skill and sensitivity that must have been
reached by many Roman painters.

Roman Architecture

Whereas few Roman paintings and murals
remain today, many examples of Roman archi-
tecture, bridges, and monuments have survived.

Rome ruled an area that extended from
present-day Great Britain to the Near East. The
Romans built roads, sea routes, and harbors to
link their far-flung cities. They designed and
constructed city services such as aqueducts and
sewer systems, and they erected public build-
ings for business and leisure-time activities.
Because they were excellent planners and engi-
neers, the Romans were destined to make their
mark as the first great builders of the world.

The Temples

Many early Roman temples made use of fea-
tures developed by earlier architects, especially
the Greeks. These features, however, were used
by Romans to satisfy their own needs and
tastes. For example, whereas the Greeks used
columns as structural supports, the Romans
added columns to their buildings as decoration
and not necessarily for structural purposes.



B FIGURE 9.6 Notice the
similarities between this
Roman temple and the Greek
Parthenon, Figure 8.1, page
166. Why do you think the
Romans did not copy the
Greek temple exactly?

Maison Carrée, Nimes, France.
First century B.C.

Maison Carrée A closer look reveals that the freestanding

B FIGURE 9.6 columns do not surround the entire building
as they do in Greek temples such as the
Parthenon. Instead, they are used only for the
porch at the front. Along the sides and back of
the building, half-columns are attached to the
solid walls to create a decorative pattern.

The Greek influence can be seen in a tem-
ple built by the Romans in France during the
first century B.c (Figure 9.6). At first glance,
the rectangular shape and Ionic columns
make this building look like a Greek temple.

ROMAN COINS. Roman coins were used
in trade and commerce throughout the

- Roman Empire. Imprinted with images of
.:.:.-".:-J AT emperors, nobles, and important events,

they provide information to researchers
c. 509 B.c. A.D. 410

about the Roman way of life.
Roman Empire
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See more Time & Place events on the
Time Line, page H11 in your Art Handbook

ARMOR. Footsoldiers, called legion-
naires, wore protective helmets and
metal leg guards. Legionnaires were
trained volunteers, marching to distant
Roman territory to build forts, camps,
and walls to defend conquered lands.
.......................................................................... »

ACT I V I TY Identifying Artifacts.

Both of these artifacts from Roman times
give us a glimpse into the expanse and
success of the Roman Empire. Identify
two artifacts from our society today that
reveal aspects of contemporary times.
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The Temple Complex in Palestrina

Another early Roman temple that made use
of Greek features is found in the foothills of
the Apennines, a short distance from Rome.
The route to this temple is along an ancient
Roman road called the Appian Way. This road
was once lined with the grand villas and
tombs of wealthy Roman citizens.

The town of Praeneste (now the modern
city of Palestrina) was said to have originated
when a peasant found a mysterious tablet in
the woods nearby. According to legend, the
history of the town was recorded on this tablet,
even though the town itself had not yet been
built. The people in the area were so impressed
that they erected a temple (Figure 9.7) to house
a statue of Fortuna, the goddess of good for-
tune; the mysterious tablet was placed within
this statue. This temple—the Temple of Fortuna
Primigenia—became the home of a famous
oracle, and people came from great distances
to have their futures revealed.

After Rome became Christianized, the ora-
cle at Praeneste was banished and the temple
destroyed. Eventually the temple was forgot-
ten and, after the fall of Rome, a town was
built on the site. It was not until a bombing
raid in World War II destroyed most of the
houses that the ruins of the huge temple were
discovered.

Design of the Temple Complex

The Temple of Fortuna Primigenia became
part of a large complex, which included
circular and semicircular temples, terraces,
colonnades, arches, and staircases. To span
openings, the builders constructed arches. To
roof large areas, they created a barrel vault, a
series of round arches from front to back that
form a tunnel (Figure 9.8). This made it pos-
sible to cover huge rooms and halls with half-
round stone ceilings. Because these ceilings
were so heavy, thick, windowless walls were
needed to support them.

M FIGURE 9.7 Here Roman builders constructed staircases leading to a series of seven terraces built into
a hillside. How does this technique differ from the way Greek builders used a hill site for the Acropolis?

Sanctuary of Fortuna Primigenia, Palestrina, Italy. Museo Archeologico Nazionale, Palestrina, Italy. c. 120-180 s.c.
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M FIGURE 9.8 Roman Amphitheater, Arles, France. End of
first century A.p.

Innovations in Structure and
Materials

The round arch improved on the post-and-
lintel system that the Greeks used. The post
and lintel limited the space builders could
bridge. A stone lintel could not be used to
span a wide space because it would break.

Unlike a lintel, an arch (Figure 9.8) is made
of a number of bricks or cut stones. During
the construction of the amphitheater at Arles,
France, Roman builders constructed arches by
holding the stones in place with a wooden
form until a keystone, or top stone of the arch,
could be placed in position. The space that
can be spanned in this manner is much
greater than the space bridged by a lintel. An
arch, however, needs the support of another
arch or a wall. Without that support, the out-
ward force of the arch will cause it to collapse.
For this reason, the Romans created a series of
smaller arches to replace the single large arch.

J Looxina [N}

STRUCTURE AND DESIGN

the arch and barrel vault creates stability and strength
even in large buildings.

® Round Arch. A wall or

The design of this Roman structure, which has been
standing for almost 2000 years, demonstrates how use of

another arch is needed to
counter the outward force of
the arch. You can see the
arch outlined in the picture.

Keystone. The top stone of
the arch holds other stones
in place. The keystone for
one of the arches is outlined

at the top of the arch.

stone ceiling is made by
placing a series of round

in the dark area under
the outlined arch.

® Barrel Vault. A half-round

arches from front to back.
The barrel vault is formed

Concrete, one of the most versatile of build-
ing materials, was used in the Temple of
Fortuna Primigenia. Although concrete had
been used in the Near East for some time, the
Romans were the first to make extensive use of
this material. Coupled with their knowledge of
the arch, concrete enabled the Romans to con-
struct buildings on a large scale.

The Spread of Roman Architecture

Wherever the Roman legions went, they
introduced the arch and the use of concrete in
architecture. With these they constructed great
domes and vaults over their buildings. Usually,
they covered their concrete structures with
marble slabs or ornamental bricks. Even
today, the remains of baths, amphitheaters
(Figure 9.8), theaters (Figure 9.9, page 198),
triumphal arches, and bridges (Figure 9.10,
page 198) are found throughout countries that
were once part of the Roman Empire.
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over its vast empire. It was built by Agrippa in 24 B.c. What does the location of this theater tell about the
extent of the Roman Empire?

Roman theater, Merida, Spain. 24 B.c.
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B FIGURE 9.10 This bridge near Alcantara, in Spain, was built about A.p. 105. It still stands today, provid-
ing a way for traffic to cross the river, in the same way it stood nearly 2,000 years ago. What can you con-
clude about the Romans’ introduction of the arch and their use of concrete?

Roman bridge, Alcantara, Spain. A.p. 105-6.
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Roman Aqueducts

Aqueducts demonstrate the
Romans’ ability to combine engi-
neering skills with a knowledge of
architectural form. An aqueduct, a
system that carried water from
mountain streams into cities by
using gravitational flow, was con-
structed by placing a series of
arches next to each other so they
would support each other.

Although attractive, these
aqueducts were designed for effi-
ciency rather than beauty. Eleven
were built in and around Rome
alone. These ranged in length
from 10 miles to 60 miles. They
carried about 270 million gallons
(1 billion liters) of water into the
city every day.

One of the best-known aque-
ducts is found in Segovia, Spain
(Figure 9.11). It brought water to
the city from a stream 10 miles
away. Constructed of granite
blocks laid without mortar or

cement, the aqueduct consisted of ) ) .

les to break the force of B FIGURE 9.11 Many people consider this aqueduct the most important Roman
many an‘g €s 1o brea construction in Spain. Why were aqueducts so important? Why were they con-
the rushing water. structed as a series of arches?

Roman aqueduct, Segovia, Spain. A.p. 89-117.

LESSON ONE REVIEW

Reviewing Art Facts
1. Identify From which culture did the
Romans copy much of their art and Comparing Styles The Romans admired the architecture
architecture? of the Greeks, but they used the Greek architectural styles
2. Describe What purpose did Romans for very different purposes. The Greeks created structures
want their sculptures and paintings to for beauty and harmony. The Romans often created theirs
serve? to show the power of the Roman Empire.
3. Recall What did wealthy Romans use Activity Collect visual examples of the architecture of
to decorate the walls of their homes? Greece and Rome. In your group, study the examples care-
4. Explain How did the Romans adapt fully and try to determine similarities and differences in the
columns in temple construction? examples. Do the buildings have the same uses? Are the
construction methods alike? How were the buildings
named? Create a presentation of your findings for the class.
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Roman Buildings and Monuments

Vocabulary

m baths

m groin vault

m pilasters

m niches

m coffers

m basilica

® nave

m apse

m triumphal arch

Discover
After completing this lesson,

you will be able to:

m Describe a Roman bath and
explain why this kind of struc-
ture was so important to the
Romans.

m Describe the characteristics of
Roman public buildings.

B FIGURE 9.12 The Roman baths
at Bath, England, provided recre-
ation and a choice of water temper-
atures in their pools. This picture
shows one of the pools and part of
the building as they look today. In
what ways were Roman baths like
modern shopping malls? What are
the most important differences?

Roman Baths. Bath, England. First century A.D.
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(%oman emperors were constantly building and rebuilding the cities
of their empire. The emperor Augustus boasted that he had found
Rome a city of brick and stone and left it a city of marble.

As long as there was money to do so, the emperors had baths, circuses,
forums, and amphitheaters constructed for the enjoyment of the people.
By providing beautiful monuments and places for public recreation, the
emperors hoped to maintain their own popularity.

The Baths

Roman monuments and public buildings were numerous and impres-
sive. Among the most popular of these public buildings were the baths.
These were much more than just municipal swimming pools. Baths were
vast enclosed structures that contained libraries, lecture rooms, gymnasi-
ums, shops, restaurants, and pleasant walkways. These made the baths a
social and cultural center as well as a place for hygiene. In many ways,
they were like the shopping malls of today.
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Design of the Baths

Every large Roman city had its baths.
Although they differed in ground plan and
details, these baths had certain features in
common. They all contained a series of rooms
with pools of progressively cooler water
(Figure 9.12). The calidarium, with its hot
water pool, was entered first. From there one
walked to the tepidarium, where a warm bath
awaited. The last room entered was called the
frigidarium, and there a cool bath was pro-
vided. The different water and room tempera-
tures were made possible by furnaces in
rooms beneath the building. These were
tended by scores of workers and slaves.

The Baths of Caracalla
M FIGURE 9.13

One of the most famous baths was built
by the emperor Caracalla in the early part of
the third century A.p. It sprawled out over
30 acres and had a bathhouse that measured
750 feet by 380 feet. A huge central hall over
180 feet long and 77 feet wide was spanned
with concrete groin vaults (Figure 9.13). A
groin vault is formed when two barrel vaults
meet at right angles.

In the Baths of Caracalla, a barrel vault ran
the length of the central hall and was inter-
sected at right angles by three shorter barrel
vaults, creating the groin vaults. The use of
these groin vaults enabled the builders to cover
a very large area. It also allowed the placement
of windows, which was not possible with barrel
vaults requiring thick, solid walls.

Buildings for
Sports Events

Although the Romans enjoyed many differ-
ent athletic events, the chariot races were
easily their favorite spectator sport. As many
as 150,000 Romans would gather at the
Circus Maximus to cheer on their favorite
teams. These races became so popular that
eventually they were scheduled sixty-four
days a year.

S [ contents J 2
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B FIGURE 9.13 A long barrel vault was intersected by three shorter
barrel vaults to make groin vaults, as shown by the white outline.
How did the use of barrel and groin vaults make it possible for
Roman architects to build such a large hall?

Central hall of the Baths of Caracalla. Rome, Italy. A.p. 215. Restoration drawing by
G. Abel Blonet.

For more examples of Roman art and architecture, visit
Roman artifacts in museum links at art.glencoe.com.
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The Colosseum
B FIGURE 9.14

Almost as popular as the chariot races
were the armed contests. These were held in
large arenas or amphitheaters such as the
Colosseum (Figure 9.14). The Colosseum
was built in the second half of the first cen-
tury A.D. It owes its name to a colossal statue
of the Roman emperor Nero that once stood
nearby. The huge structure covers 6 acres. It
forms a complete oval measuring 615 feet by

510 feet. The structure is so large that during
the Middle Ages people moved within its
protective walls and erected a small city.

Over the centuries, rulers, popes, and
nobility carried off large masses of stone from
the Colosseum to construct new buildings.
Only after many of the stones had been
removed did Pope Benedict XIV put a stop
to this destruction, but it was too late. Today
the great amphitheater is little more than a
broken shell.

Jy/e&lnfluencing J’g/e&

GREEK TO ROMAN The exterior of the Colosseum consists
of four stories constructed of stone, brick, and concrete.

On the top level are Corinthian pilasters, flat, rectangular
columns attached to a wall. Between these pilasters are small
holes. Poles were placed in these holes to support a canvas
awning that protected spectators from the sun and rain.

L F '_..-.l.l [CE T e

M FIGURE 9.14 Colosseum, Rome, Italy. A.0. 72-80.
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Cormthlan
columns are
used on the
third level.
These show
the most dec-
orative style.

Ionic

columns are

used on the
second level.

The capitals

are distin-
guished by
their double
scroll design.

On the
lowest level,
the columns
are Doric,
the heaviest
and sturdiest
of the col-
umn orders.




The Colosseum’s Interior

At ground level, 80 arched openings
enabled spectators to enter and leave the
Colosseum so efficiently that it could be emp-
tied in minutes. Of these openings, 76 were
used by the general public. One was reserved
for the emperor, and another was used by
priestesses. Another, the “Door of Life,” was
reserved for victorious gladiators. The bodies
of the slain gladiators were carried through
the “Door of Death.”

From inside the Colosseum (Figure 9.15),
you can see clearly how it was built. The
arches are the openings of barrel vaults that
ring the amphitheater at each level. These
vaults supported the sloped tiers of seats. The

seats are gone now, but once there were
enough to accommodate 50,000 people.

The best seats in the Colosseum—those in
the first tier—were reserved for the emperor
and state officials. Members of the upper
classes sat in the second tier, while the gen-
eral public crowded into the upper tiers. A
high stone wall separated the spectators from
the gladiators and the wild animals fighting in
the arena.

Beneath the floor of the Colosseum were
compartments and passages serving a number
of purposes. There were places to hold caged
animals, barracks for gladiators, and rooms to
house the machinery needed to raise and
lower stage sets and performers.

B FIGURE 9.15 The floor is
gone now, but you can still see
the passageways and rooms. How
did Roman architects take into
account the specific uses of the
Colosseum?

i -'.."'", ke

Pconrents 3 3

Colosseum, interior. Rome, Italy. A.p. 72-80.
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Gladiator Contests

In the third century B.c., the Romans
revived an Etruscan spectacle in which slaves
were pitted against each other in battles to the
death. These battles became so popular that
regular contests between hundreds of gladia-
tors were staged in the Colosseum before
thousands of spectators.

Not all Romans approved of these brutal
contests, but they were so popular with the
masses that most objectors were afraid to
express their opinions. The amphitheater was
always filled to capacity for events in which
as many as 5,000 pairs of gladiators fought to
the death and 11,000 animals were killed in a
single day.

Public Buildings and
Structures

The Roman emperors had great civic pride,
and in addition to the buildings provided for
public entertainment, they commissioned
public squares and civic centers. Magnificent

structures were built: meeting halls, temples
to Roman gods, markets, and basilicas.
Architects and engineers combined their
talents to erect huge buildings that were not
only structurally sound but also beautifully
designed.

The Pantheon
B FIGURE 9.16

One of the marvels of Roman architecture is
the Pantheon (Figure 9.16). Designed as a
temple dedicated to all the Roman gods, it was
later converted into a Christian church. The
building has been in near-continuous use;
therefore, it is in excellent condition today.

From the exterior, the Pantheon looks
like a low, gently curving dome resting on
a cylinder. From street level the building
can no longer be viewed as it was originally
intended. The level of the surrounding streets
is much higher now, and the steps that once
led up to the entry porch are gone. The build-
ing loses much of its original impact today
because you are forced to look straight at it
rather than lifting your eyes up to it.

M FIGURE 9.16
Notice the proportion
of the large cylinder
capped by a low
dome. What impres-
sion do you think

the Pantheon was
intended to create?
Do you think it suc-
ceeds in creating that
impression today?
Why or why not?

The Pantheon, Rome,
Italy. A.D. 118-25.
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The interior of the Pantheon is certain to
have an impact. Passing through the entrance
hall, you step suddenly into the great domed
space of the interior (Figure 9.17). Looking
upward, you discover that the dome, which
looked so shallow from the outside, is actually
a true hemisphere. Made of brick and con-
crete, this huge dome soars to a height of
144 feet above the floor. The diameter of the
dome is also exactly 144 feet.

The inside of the Pantheon is divided into
three zones. The lowest zone has seven
niches, recesses in the wall. These may have
contained statues or altars dedicated to the
Roman gods of the heavens: Sol (sun), Luna
(moon), and gods of the five known planets.
Above this, another zone contains the 12
signs of the zodiac. Finally, rising above all,
the magnificent dome represents the heavens.
The surface of the dome is covered with

«

coffers, or indented panels. These coffers are
more than just a decorative touch; they also
reduce the weight of the dome.

llluminating the Pantheon'’s Interior

The interior of the Pantheon is well illumi-
nated, although there are no windows. Walls
up to 20 feet thick were needed to support the
dome, and windows would have weakened
these walls. In addition to the door, the only
source of light is a round opening almost
30 feet across at the top of the dome. It fills the
interior with a bright, clear light and lets you
see a section of sky through the top of the
dome. To solve the problem posed by rain, the
Romans built the floor so that it was raised
slightly in the center, formed a shallow depres-
sion directly under the opening, and created a
drainage system to carry away the water.

B FIGURE 9.17 The large, round opening
at the top of the dome allows light into
the interior of the Pantheon. What is the
most surprising feature of this interior?

Is this feature suggested by its exterior
appearance?

Giovanni Paolo Panini. Interior of the Pantheon, Rome.
¢. 1734. Oil on canvas. 1.3 X .99 m (50%: X 39"). National
Gallery of Art, Washington, D.C. Board of Trustees,

| CONTENTS § 2

Samuel H. Kress Collection.
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Basilicas

The Romans also constructed spacious rec-
tangular buildings called basilicas. The basil-
ica was a functional building made to hold
large numbers of people. Designed as a court
of law and public meeting hall, it was often a
part of the forum, or public square. Basilicas
combined in one structure many of the archi-
tectural advances made by the Romans, but
they are important for another reason: They
served as models for generations of Christian
church builders.

Plan of Basilicas

Inside a basilica, rows of slender columns
divided the space into what was later called
the nave, a long, wide center aisle, and two
or more narrower side aisles (Figure 9.18).
The roof over the center aisle was usually
higher than the roofs over the side aisles.
This allowed the builders to install windows
to let sunlight in. The Roman basilica had
a side entrance and at least one area later
called an apse, a semicircular area at the
end of the nave.

Wooden roofs were used for most basilicas.
The roof over the center aisle was peaked,
whereas roofs over the side aisles sloped
gently downward.

Triumphal Arches

Romans loved celebrations and often
marked their successful military campaigns
by building a monument to the victory: a
triumphal arch or heavily decorated arch.
After an important victory, the general
and his troops would pass under the tri-
umphal arch while thousands of onlookers
cheered. Triumphal arches often consisted
of a large central opening and two smaller
openings on each side. The general and his
officers rode chariots and horses through
the central opening, and unmounted troops
marched through the smaller ones. It was
not unusual for the troops to carry posters
showing the major events of the campaign.

The Arch of Constantine
M FIGURE 9.19

The Arch of Constantine (Figure 9.19)
was the largest and most elaborate of these
triumphal arches. It was decorated for the
most part with sculptures and reliefs taken
from earlier monuments dedicated to other
emperors. Of course, this meant that the
sculptures showing the emperor had to be
changed to look more like Constantine.

The Declining Power
of Rome

It is difficult to pinpoint exactly what
brought about the decline of the great
Roman Empire. One important factor was
the transfer of the capitol of the Roman
Empire from Rome in the west to the site of
the ancient Greek city of Byzantium in the
eastern provinces.

In A.D. 330 the emperor Constantine I
dedicated his new capital, which was renamed
Constantinople, in the Eastern Roman Empire.
This move marked the beginning of the long
history of the Byzantine Empire. From then



M FIGURE 9.19 The
successful general and
his mounted officers
would have paraded
through the large central
arch. The foot soldiers
would have marched
through the smaller
arches on each side.
What does this kind
of structure indicate
about the importance
of the army in the
Roman Empire?

Arch of Constantine, Rome, Italy.
A.D.312-15.

on, the Western section of the Roman Empire Visigoths, took Rome, and wave after wave of
was marked by weakness and decline. barbarian invasions followed. By the end of the

Eventually, invaders from the north came fifth century A.D., the Western Roman Empire
down to overrun the once-powerful Western had come to an end, and the barbarian king-
Roman Empire. In 410, Alaric, king of the doms of the Middle Ages took its place.

LESSON TWO REVIEW

Reviewing Art Facts
1. Describe What is a Roman bath? Why
were these structures so popular? Writing about Art Roman pubhc bulldmgs survive to this
2. Explain What was the Colosseum, day, demonstrating the skills of Roman architects. In addition,
and what kinds of events were held these structures provide us with evidence of the importance
there? placed on community events, ceremonies, and civic pride
3. Recall What are coffers? What two that existed during the Roman Empire.
purposes do the coffers in the dome of Activity In your Visual Arts Journal, record ways people
the Pantheon serve? celebrate important community events today. Think about
4. Identify What were triumphal arches, how the design of public places and structures might
and how were they used? encourage people to come together. Write a brief paragraph
comparing the design and use of community structures
today with Roman structures. Consider how the design and
use of buildings from the Roman Empire may influence the
creation of today’s public places.
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TIM E ART SCENE
The Art of Living

Etruscan artists reveal a fascinating civilization.

he Etruscans were an ancient people who

settled in the northwest of Italy in the eighth
century B.C. Great sailors and traders, the Etruscans
became rich and powerful, dominating most of
Italy until the first century B.c., when the upstart
Romans absorbed their civilization. Although there
are few written clues to Etruscan history, their
artwork offers a glimpse into this ancient culture.
Portraits on tombs display the Etruscans’ love of
athletics, music, dancing, and fine clothes. The
men wore elaborate cloaks, while the women
wore luxurious clothes and finely worked gold
jewelry, such as necklaces and loop earrings.

— Etruscan artwork suggests that women held a
Q?:E\/;Iz'csig;gagz 5 c::::ge:] ir:zcn?b?ts:éu?mtdzcz?e higher social position than did Greek and Roman
terra cotta, the sarcophagus of a married couple on a women. Some images show women taking the
funereal bed dates from the sixth century 8.c. place of honor at Etruscan burials. Tomb paintings
and reliefs depict women sitting next

to their husbands at banquets.
The Etruscans did not mind laugh-
ing at themselves. The Greeks, who
considered Etruscan sailors plunder-
ing pirates, created a story about
how the Greek god Dionysus
turned Etruscans into dol-
oy phins. Far from being insulted,
Y. an Etruscan artist illustrated
£t f e ,_’ . the story on a water jug,
{ F/ o 1 showing dolphin-headed Etr-
i i uscan sailors diving into the sea.
As Etruscan power

x. = diminished, their art
LN

- - Y became less lighthearted.

SCALA/ART RESOURCE, NY

=

REUNION DES MUSES NATIOAUX/ART RESOURCE,NY

h = Tomb paintings began to
TIME to Connect show bloody scenes,

as well as cruel gods.
Through their art we
have a snapshot of

the Etruscans’ history.

We can learn about a civilization through the art it produces. Study the art
of ancient Greece, Rome, Mesopotamia, Asia, or elsewhere. Use art books
or your school’s media center to do your research.

* What clues can you discover about a particular culture based on its art?
If the art changes over time, can you make conclusions about historical
changes? Cite specific examples and share your findings with the class.
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Reviewing the Facts
Lesson One
1. What people lived in Italy before 509 B.c.?
2. How did Roman sculpture and painting differ in
style from Greek sculpture and painting?
3. How did the Roman arch improve on the post-
and-lintel system used by the Greeks?
4. How did Etruscan architecture influence Roman
temples?
5. What did the Romans build to transport water to
their cities? How did these structures work?
Lesson Two
6. What motivated Roman emperors to construct
baths, circuses, forums, and amphitheaters?
7. What features did all the Roman baths have in
common?
8. What is a groin vault? How is it made? What
special advantage does it offer?
9. Name two unusual aspects of the interior or
exterior of the Pantheon’s dome.
10. What purpose did Roman basilicas serve? How
did they influence later architecture?

REVIEW

Thinking Critically

1. COMPARE AND CONTRAST. Using the Erectheum
(Figure 8.1, page 166) and the Pantheon (Figure
9.16, page 204) as models, discuss the similarities
and differences between Greek and Roman temples.

2. ANALYZE. Look closely at the scenes shown in
the mural from the Villa at Boscoreale (Figure 9.4,
page 194). Then refer to the list of ways to create
the illusion of depth on page 38 in Chapter 2.
Which techniques did the Roman artist use?

YOUR DIGITAL PORTFOLID

Create an artwork for your portfolio that
represents the influence of Roman art.
Exchange your finished work with a classmate
and ask for a peer evaluation. Peers can tell
you what they like about your work and offer
suggestions for revision. Decide whether you
wish to revise or change your artwork based
on the peer review. Then store the peer
evaluation, your preliminary sketches, and the
final artwork in your portfolio.

- J

Standardized Test Practice

—

Read the paragraph below and then answer the questions.

Roman engineers knew that the slope, or
angle, of aqueducts was important. The
Romans had a formula that enabled them to
make the aqueducts the exact height necessary
to deliver water over the required distance:

Y=Y, Bt
XX .J“-IIZZIZII
Bl Tg |

where m = slope, y, — y, = height, and

x, — x, = distance.

1. If point A represents (x, y,) and C repre-
sents (xz, ¥,), then the slope (m) of AC is

AT 0.6. € —0..
‘B -0.4. D 0.4.

2. If BC is a right triangle, then the length of
ACis

E less than 5.

“F_ less than 6 but greater than 5.
G greater than 6.

H exactly 6.

Chapter 9 Review
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UNIT

S ARTOFASIA,
Y THE AMERICAS,
| AND AFRICA

E

n your journey through art history, you will

learn that some works of art may seem
unfamiliar because they reflect ideas, values,
and feelings that differ from your own. To
understand works such as the scene pictured
here, you must consider the ideas and values
that characterize the unique cultures in which
these artists lived and worked.

Web Museum Tour The extensive collection at
Florida’s Lowe Art Museum includes objects from
China, Korea, Japan, and South Asia. Browse by region
or explore artworks from a particular period or dynasty.
Start your exploration in Web Museum Tours at
art.glencoe.com.

Activity Enter the museum site and click on the Art of
Asia link. Take the tour and discover the myths and
legends behind the artworks.

Landscape in the style of Li T'ang. Copy after Qiu Ying.

¢. 1494-1552. Chinese, Ming dynasty. Handscroll: Ink and color
on paper. 25.4 X 306.7 cm (10 X 120%"). Freer Gallery of Art,
Smithsonian Institution, Washington, D.C. Purchase, F1939.4.
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THE ART OF INDIA, CHINA,
AND JAPAN

@ o you know where the Taj Mahal is located? Do you know what a Ming
vase looks like? Have you ever seen a Japanese screen painting? Paint-
ing, sculpture, and architecture evolved in different ways in the East than in
the West. Religious, intellectual, and artistic achievements in India, China,
and Japan formed the basis for contemporary Eastern culture. The ten cen-
turies beginning in the fifth century B.c. and ending in the fifth century a.p.
were an important period in both Western and Eastern civilizations.

FOCUS ON READING

Read to Find Out Learn about the architecture and sculpture of
ancient India and the scroll painting and sculpture of China and Japan.

Focus Activity Imagine you are an art critic evaluating the painting in
Figure 10.1. Divide a piece of paper into four columns and write the
answers to these art criticism questions. Description: What actions are
taking place in the painting? What story does the picture tell? Analysis:
What visual effect does the high viewpoint create? How are the ele-
ments and principles of art used to create this effect? Interpretation:
What feelings, moods, or ideas do you associate with this painting?
Judgment: Do you think this is a successful work of art? Give reasons to
support your judgment.

Using the Time Line Compare images on the Time Line created in the
East. What aesthetic qualities do they share with the work in Figure 10.1?

3000 B.c.
Harappan artists c. 1500 B.C.
decorate their Harappan civilization ¢ 400 - ; 47;' Buddha i
works with images <h Hinduism experiences tanding Buddha is
of nature vanisnes a revival created during the
Northern Wei dynasty
3000 B.c. 100 B.C. B.C. A.D. A.D 500
1776 B.C. 206 B.c.—A.D. 220 618-900
Shang Dynasty China Han Dynasty, China Tang Dynasty China
784-1185
Heian Period, Japan
2500 B.c.—1500 B.C. 500 B.C. 320-600
Harappan Civilization, India Buddhism, China Gupta Era, India
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B FIGURE 10.1 Zzanbur the Spy Brings Mahiya to Tawariq, Where They Meet Ustad Khatun.

Mughal, Indian. c. 1561-76. Tempera on cotton cloth, mounted on paper. 74 X 57.2 cm
(295 x 2277"). The Metropolitan Museum of Art, New York, New York. Rogers Fund. 1923.

TIME=PLACE

1426-35 -
1252 Cobalt blue 1706 RN BT IO
The Great Buddha glqze used in Torii Kiyonobu,
at Kamakura, Japan China A Woman Dancer Refer to the Time Line
on page H11 in your
Art Handbook for more

A.D. 1000 A.D. 1500 A.D. 1800

960-1279
Sung Dynasty, China

about this period.

1185-1333 1570-1600
Kamakura Period, Japan Momoyama Period, Japan

¢. 1500-1860
Mughal Period, India
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LESSON ONE :

Vocabulary
m meditation
m stupa

Discover
After completing this lesson,

you will be able to:

m Describe the development of
the Hindu and Buddhist
religions in India.

m Explain how the Hindu and
Buddhist religions influenced
the architecture and sculpture
of India.

Arabian
Sea

The Art of India

he long history of India is also the history of two great and endur-

ing religions. For centuries Hinduism and Buddhism have influ-
enced all aspects of Indian life. Nowhere is this more evident than in the
art of India, the birthplace of both.

At times these two religions vied with one another, each producing its
own unique art style in architecture and sculpture. At other times the two
have existed side by side, resulting in artworks that are both Hindu and
Buddhist in character.

When and how did these religions originate? How did they influence the
art of India? A search for answers to these questions involves a journey back
4,500 years, to the same period when Egypt’s Old Kingdom flourished.

The Indus Valley Civilization

The modern nations of India, Pakistan, and Bangladesh
trace their cultural beginnings to the early Indian civiliza-
tions. Historians now recognize that an ancient civilization
once flourished on the banks of the Indus River in what is
now northwest India. (See map, Figure 10.2.)

The Harappans

The Harappans, or people of the Indus Valley, gradually
developed a way of life as far advanced as that of Egypt. They
used bronze and copper technology and erected multistoried
buildings made of fired bricks along streets as wide as 40 feet.
The Harappans also built an efficient drainage system and
developed a written language based on pictograms, or
picture symbols.

While most Harappans raised grain and vegetables in the
fields surrounding their cities and towns, others made and
traded small clay pottery, bronze and stone figures, and cot-
ton cloth. The production of these items made the Indus
Valley an important trading center.

Harappa and Mohenjo-Daro

MAP SKILLS

B FIGURE 10.2 Two major Eastern religions,
Hinduism and Buddhism, began in India. Buddhism
spread to China and Japan. How do you think
the spread of religious ideas affected the artworks

created in these areas?

214

In modern times, two important sites have been discov-
ered: Harappa in 1856, and Mohenjo-Daro (Figure 10.3) in
1922. Excavations reveal that about 4,500 years ago a civiliza-
tion rose along the 400-mile route separating these two cities.
More than 70 cities, towns, and villages have been discovered;
they are believed to have been part of an organized kingdom
with a central government.

A




What do these ruins tell you about the people who lived here?

Mohenjo-Daro, India. c. 2500 B.c.

Harappan Art

Many Harappan clay works (Figure 10.4)
have been found, most of which were appar-
ently made for trading purposes. Only a few
small stone and bronze sculptures from
Mohenjo-Daro have survived to the present
day. These hint at a fully developed artistic
style and provide insights into the religious
beliefs of the mysterious Harappan people.
Like their clay works, these sculptures indi-
cate that the Harappans worshiped a great
many spirits who, they believed, were found
in water, trees, animals, and humans.

Decline of the Harappan Civilization

By about 2000 B.c. the Harappan civiliza- . FIGURE 10.4 Notice th_e images of nature,
. . . birds, and flowers decorating this work by
tion began to decline, and by 1500 B.c. it van- Harappan artists. What elements and principles of
ished completely. Most historians believe that art would you discuss when analyzing this work?
invaders from the northwest, known as
. A Large Painted Jar with Birds. Pakistan, Chanhu-daro. 3000 B.c.
AI'Y&HS, were largely respon31ble for brlnglng Terrga cotta. 25 X 49.5 cm (9% X 19%2"). Charihu-daro. Chanhu-

an end to the Indus Valley civilization. daro Expedition. Courtesy of the Museum of Fine Arts, Boston,
Massachusetts.
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The Ganges Civilization
and the Rise of the
Hindu Religion

The Aryans controlled India during the
thousand-year period now commonly known
as the Ganges civilization. They were warrior-
shepherds who relied on their cattle and sheep
for livelihood. There is no evidence to suggest
that the Aryans were as well organized as the
Harappans were. They had no central govern-
ment and were loosely organized into tribes.
Each tribe was ruled by a raja, or chief, who
was assisted by a council of warriors.

Over time the Aryan religion, which recog-
nized many gods and goddesses, blended
with the beliefs of the Harappans to form
what eventually became the national religion
of India: Hinduism.

Hinduism

Hinduism was not founded on the teach-
ings of a single person. Instead, it developed

over a long period of time from a blend of sev-

eral different beliefs and practices.

The Hindu believe there are three primary
processes in life and in the universe: creation,
preservation, and destruction. The three main
Hindu gods reflect this belief. They are
Brahma, the Creator; Vishnu, the Preserver;
and Shiva, the Destroyer. In addition to these
great gods, Hindus recognize and worship a
multitude of other gods that include good and
evil spirits, heavenly bodies such as the sun,
and birds and other animals. To a devout
Hindu, there is no distinction between
humans and animals. Both have souls, or
spirits, that pass from one to the other
through reincarnation, or rebirth.

Reincarnation is a purification process in
which the soul lives in many bodies over
many lifetimes. To move to a higher, purer
state, a person must follow a set of rules gov-
erning moral conduct. The ultimate hope of
the Hindu is to escape the cycle of reincarna-
tion. When that happens, the soul becomes
one with Brahma, the great soul or Force of
the World.

<«

The Birth of Buddhism

By 500 B.c. northern India was little more
than an on-again, off-again battlefield for a
number of feuding kingdoms. During this
troubled period, another important religion—
Buddhism—emerged. The founder of this new
religion was a prince, Siddhartha Gautama,
whose holiness and love for all creatures
earned him widespread fame throughout
India. In time he came to be called the
Buddha, which means “the Enlightened One.”

The Beliefs of Buddhism

Buddha did not claim to be of divine ori-
gin, nor did he claim to receive inspiration
from gods. He practiced meditation, the act of
focusing thoughts on a single object or idea,
but did not pray to a higher being. After his
death in 483 B.c., temples were built in his
honor, and his beliefs eventually spread
throughout Asia.

Fundamental to Buddhist beliefs is reincar-
nation. Like Hinduism, Buddhism holds that,
after death, a soul returns to life in another
form. The two religions differ on the rules one
must follow to complete the cycle of reincarna-
tion successfully. Buddhists believe that when
completion is achieved, the spirit experiences
nirvana, a blissful state free of all desires.

Buddhist Architecture

The importance attached to meditation
moved many of Buddha’s followers to with-
draw from society and live in monasteries,
called viharas. At first these monasteries were
simple wooden structures or natural caves.
Around the third century B.c., more elaborate
chambers and meeting halls were carved out
of the rock in hillsides and cliffs.

Lomas Rishi Cave
M FIGURE 10.5

One of these chambers was the Lomas Rishi
Cave (Figure 10.5) in northeastern India. The
exterior of this cave is carved to look like the
wooden constructions of that time. This practice
continued in monasteries for a thousand years.




The Stupa

By the end of the second century B.c.,
another important architectural form
appeared: the stupa, a small round burial
shrine erected over a grave site to hold relics of
the Buddha. Shrines such as these offered
opportunities for the faithful to engage in
private meditation, an important element in
the Buddhist religion.

The most impressive of these stupas was
erected, enlarged, and finally completed in
the first century A.p. at Sanchi (Figure 10.6).
Buddhists showed their devotion by walking
clockwise along a railed path at the base of
the dome. This walkway symbolized the path
of life that circled the world. As they strolled
slowly, contemplating the holy relic within
the shrine, believers were transported from e _ i 1
the real world and its distractions to the com- M FIGURE 10.5 This kind of monastery—a cave with a carved
fort of the spiritual world. In this way they exterior—was constructed by Buddhists in India for a thousand
approached the enlightened state sought as a years. From this cave entrance, what can you learn about the
means of moving ever closer to nirvana. wooden structures built in India?

R e g T

e il

Entrance, Lomas Rishi Cave. Maurya period. Barabar Hills, India. Third century B.c.

Symbolism in
Buddhist Art

The complex carvings and
sculptures that adorned the
shrine were intended to
remind worshipers of Buddha'’s
teaching and aid them in medi-
tation. The figure of Buddha
never appears in the shrine,
however. His presence is implied
by such symbols as an empty
throne, a tree under which he
sat when meditating, and his
footprints. The use of symbols
to represent the Buddha reflects
a belief in a teacher who had
attained nirvana. There was, for
the Buddhist, nothing to which
such a person could be com-
pared. Still, the religion required
images to aid in teaching and to

inspire meditation. Symbols )
were used to fulfill these B FIGURE 10.6 This impressive stupa was completed in the first century A.0. How did
Buddhists conduct their devotions at shrines like this?

religious functions.

Great Stupa. Sanchi, Madhya Pradesh, India. c. 150-50 B.c.
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B FIGURE 10.7 This central aisle in the Chaitya Hall leads directly to the stupa.
How is the principle of harmony shown here?

Interior of the Chaitya Hall. Karli Cave, India. c. 2nd century A.0. The Ancient Art and
Architecture Collection.
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Chaitya Hall at Karli
M FIGURE 10.7

The stupa at Sanchi is recognized as
the greatest of the early Buddhist
shrines, whereas the cave at Karli is
thought to be the finest of cave tem-
ples. By the second and first centuries
B.C., cave structures had progressed far
beyond the earlier efforts at the Lomas
Rishi Cave. At Karli an elaborate exte-
rior was carefully carved to look
exactly like a wooden building. Inside,
a hall nearly 45 feet high and 125 feet
long was carved out of a stone cliff
(Figure 10.7). This hall is divided into
three aisles by rows of closely spaced
columns crowned with male and
female riders astride elephants. These
columns lead up to and around a
stupa, forming the pathway Buddhists
follow when meditating.

A large window above the main
entrance allows light to filter in, dra-
matically illuminating the interior of
the stupa. Walking along the main
central aisle toward the sunlit stupa,
worshipers experience the sensation
that they are moving away from the
harsh realities of the world and, with
each step, closer and closer to spiri-
tual enlightenment.

Buddhist Sculpture

Early Buddhist relief sculptures
depicted various events in the life of
the Buddha. An example from a stupa
erected in the second century B.c.
(Figure 10.8) shows the Buddha
being visited by a king. As in all
early Buddhist art, the Buddha is
represented only by a symbol—here
by a wheel placed on an otherwise
empty throne. To the faithful, the
wheel had several meanings. One of
these meanings is that the wheel
symbolizes the circle of life, matu-
rity, and death associated with each
reincarnation, all leading to nirvana.



By the end of the first century A.D., a number of
reforms had taken place in the Buddhist religion.
As a consequence of those reforms, artists began
to represent the Buddha in human form.

Sculpture in the Gupta Era

Buddhist sculpture reached its peak during the
Gupta era, which lasted from A.p. 320 to 600.
Sculptures and relief carvings produced during
this time combine an appearance of great power
with a feeling of inner peace. The standing Buddha
image and the Buddha seated cross-legged in medi-
tation were perfected at this time (Figure 10.9).
These became the models that sculptors used to
portray the Buddha throughout Asia.

The Revival of Hinduism

Although Buddhism was for many centuries
the leading religion in India, Hinduism was
never completely forgotten. Beginning around
the fifth century A.p., Hinduism experienced a
revival that ended with its return to prominence
in the two centuries that followed. This revival
may have been due to the fact that Hinduism
offered more varied avenues to spiritual perfec-
tion. These included the simple performance of
one’s daily duties.

B FIGURE 10.8 This relief has been carved to
show very specific details, so that the viewer
can see, understand, and share in the homage
being shown to the Buddha. How is space sug-
gested in this relief?

King Prasenajit Visits the Buddha. Detail of a relief from the
Bharhut Stupa. Early second century B.c. Hard, reddish sand-
stone. 48 X 52.7 X 9 cm (19 X 20% X 3%"). Courtesy of Freer
Gallery of Art, Smithsonian Institution, Washington, D.C.

B FIGURE 10.9 This Buddha is seated upon a lotus flower
throne—a representation of nirvana, or enlightenment. How
does the figure’s facial expression reveal his emotional state?

Statuette of Buddha from Northern India. Brought to Sweden in the 5th century A.p.

Statens Historiska Museet, Stockholm, Sweden.
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M FIGURE 10.10 This Hindu temple
is similar to ancient Greek temples:
Neither was intended to accommo-
date large numbers of worshipers and
was meant to be viewed from the
outside. Why is this kind of temple
sometimes considered an example of
sculpture rather than architecture?

Vishnu Temple. Deogarh, India. Early sixth
century A.D.

Hindu Architecture

Nothing remains of monumental Hindu
architecture before the fourth century A.p. At
that time some Hindu architects began to follow
the example of Buddhist builders, carving their
temples in caves. Meanwhile, others began erect-
ing temples of stone. One of the earliest of these
is a sixth-century temple in north central India
constructed during the Gupta era (Figure 10.10).
Many of the features found in this building were
used in subsequent structures.

Vishnu Temple in Deogarh
M FIGURE 10.10

Like all Hindu temples, this building was
never intended to accommodate large num-
bers of worshipers. Its primary purpose was
to serve as a residence for the god Vishnu.

Inside the temple, a sanctuary lined with
thick, solid walls and a heavy ceiling housed
and protected a statue or relic. Like earlier
Greek temples, the Hindu temple was meant to
be seen from the outside and appreciated in
the same way one would appreciate a fine
sculpture. In this early example, however, the
“sculpture” is relatively simple. The overall
form is little more than a cube once crowned
with a tower. Some exterior walls contain relief
panels, but these only hint at the ornate carv-
ing that characterized later Hindu temples
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Hindu Sculpture

In addition to carving stone sculptures and
reliefs to decorate their temples, Hindu sculp-
tors produced bronze works of high quality.
A bronze figure of Shiva from the kingdom of
Chola demonstrates these artists’ skill and
sensitivity (Figure 10.11).

Shiva Nataraja
M FIGURE 10.11

Shiva is one of the most important of the
Hindu gods. He is shown in various forms
in Hindu sculpture; among the most fascinat-
ing is his portrayal as the Lord of the Dance.
In Figure 10.11 he is seen performing a dance
that symbolizes the destruction of the uni-
verse, which is then reborn.

The Spread of Indian Art

The great achievements of Indian art were not
confined to India alone. Its ties to Indian religious
beliefs, especially Buddhism, assured the spread
of Indian art as these religious beliefs swept
across Asia. Buddhism experienced a decline in
India with the introduction of Islam beginning in
the tenth century. This new religion, however,
brought a rich artistic tradition of its own.
Eventually unique Indian forms of Islamic Art
were created. (See Figure 10.1, page 212.)
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Symbolism in Indiawft

(9his work echoes the Hindu belief that the human spirit
is born again after death, taking on a new form that
reflects the state of perfection achieved in previous lives.

o The multiple arms serve a o

dual purpose.They not only
emphasize the god’s graceful
movements but also permit
him to hold several symbolic
objects.

In this hand he grasps a drum
symbolizing creation.

In this hand he holds the flame
of destruction.

B FIGURE 10.11

He raises this hand to protect

" Shiva Nataraja, the Dancing Lord.
the faithful.

Late Chola period. Thirteenth cen-
tury A.D. Bronze. 87 X 70 X 33 cm
(34%4 x 27" % 13"). The Nelson-
Atkins Museum of Art, Kansas City,
Missouri. Purchase: Nelson Trust.

e This hand points gracefully to his
upraised left foot, which symbolizes
escape from ignorance represented
by the small figure he crushes
beneath his right foot.

LESSON ONE REVIEW

Reviewing Art Facts
1. Identify Name three technologies or
building and craft materials used by Using Symbolism The symbolism in Indian art reflects the
the Harappans of the Indus Valley. religious beliefs of that culture. Gaining an understanding
2. Explain How was the Lomas Rishi of these beliefs allows us to fully appreciate the resulting
Cave used? How was its exterior works. Both sculpture and architecture were created to
decorated? communicate specific beliefs.
3. Define What is a Buddhist stupa? Activity Compare and contrast the symbolism used in
4. Recall What is the primary purpose Indian art (Figure 10.11) with that of Egyptian art
of Hindu temples? (Figure 7.8). How are these two sculpture traditions alike?
How are they different? Could these two cultures have had
any contact with each other? Record your conclusions in
your journal and present your findings to the class.
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The Art of China

Vocabulary

m Bodhisattva

m scroll

m porcelain

m vanishing point

Artists to Meet
® Han Gan

m Kuo Hsi

m Qian Xuan

m Zhao Meng-fu

Discover
After completing this lesson,
you will be able to:

m Identify major Chinese dynasties
and discuss the important art-
works produced during each.

m Analyze the impact of medita-
tion on Chinese art.

M FIGURE 10.12 This work was created

from bronze and decorated with black

he history of India is marked by the rise and fall of dynasties and

kingdoms. Recorded in the long history of China is a similar suc-
cession of dynasties, each with its own unique problems and its own spe-
cial contributions to art.

The Beginnings of Chinese Civilization

Chinese civilization, which began some 2,000 years before the birth of
Christ, is the oldest continuous culture in the world. As this civilization
grew, its people gained skill and knowledge in many different fields.
Among Chinese accomplishments are the inventions of the compass,
paper, porcelain, and printing with carved wood blocks.

Early Bronze Vessels

Skill in bronze casting was developed at an early date in Chinese his-
tory. Bronze vessels found in ancient graves reveal that Chinese artisans
were exercising this skill by the First Dynasty. This period, known as the
Shang dynasty, began in 1766 B.c. Many of the early bronze vessels show
extraordinary technical mastery that probably took centuries to
develop (Figure 10.12).

The art of painting is mentioned in Chinese literature several
centuries before the birth of Christ and even names a woman
named Lei (lah-ee) as the first Chinese painter. Unfortunately, no
paintings have survived from these early periods of Chinese his-
tory. Written reports, however, tell us that paintings of great skill
and beauty were created and appreciated.

The Chow dynasty, which followed the Shang dynasty in
1030 B.C., apparently produced few artistic changes. This dynasty
eventually disintegrated into warring states and continued to
be fragmented until the powerful Han dynasty was founded
in 206 B.C.

The Arrival of Buddhism During
the Han Dynasty

Near the end of the Han dynasty, the religion of Buddhism,

pigment more than 3,000 years ago. What
sculptural techniques were used to produce
this vessel?

which originated in India, came to China. This religion had a
great impact on the way artists approached their work. It also
helped raise artists to a position of respect and admiration in
Chinese society. The Chinese people were the first to consider the
painting of pictures an important and honorable task; they placed
artists on the same level as poets, who were very highly regarded.

Q{ " CONTENTS y

Ritual Lobed Tripod Cauldron. Chinese, Shang dynasty.
Eleventh century B.c. Bronze inlaid with black pigment.
21.3 X 18 cm (8% X 7%6"). The Metropolitan Museum
of Art, New York, New York. Gift of Ernest Erickson
Foundation, Inc. 1985. (1985.214.3)
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Buddhism offered comfort to the weary and
hope for an eternity of peace in the next world.
It recognized the existence of people who had
attained a state of enlightenment.

Standing Buddha Statue
M FIGURE 10.13

Buddhism also recognized those who had
either postponed death or made the decision to
return to the world for the purpose of bringing
comfort and offering guidance to the living. Such
a person was known as a Bodhisattva (boh-dee-
saht-vah), or Buddha-to-be. Figure 10.13 shows a
type of Bodhisattva, one of the largest of its kind
to survive to the present day. With a serene smile,
he extends his open hands in a sign of welcome
and a promise of peace that must have been reas-
suring and calming to those who saw him.

Unlike ancient Greek sculptors, Chinese
sculptors did not regard the body as a thing of
beauty. This attitude, combined with the fact
that they did not regard sculpture as one of the
important arts, caused them to limit their
sculpture production to religious portraits such
as that of the Bodhisattva.

The Importance of Meditation

Buddhism, like other Eastern religions, places
great emphasis on meditation. This emphasis had
an important impact on Chinese art.

Meditation is the process of focusing one’s
thoughts on a single object or idea. It allows one
to experience completely the inherent beauty or
meaning of that object or idea. Buddhist monks
may remain motionless in meditation for hours,
or even entire days. They may contemplate a leaf
sagging from the weight of raindrops, or the pos-
sible meanings of a single word.

Influenced by these monks, Chinese artists
found meditation enabled them to recognize
the beauty of a leaf, a tree, a rock, or a moun-
tain. They were then better prepared to capture
that beauty in their painting.

Increased Concern
for Landscape Painting

For more than a thousand years, beginning
with the Han dynasty in 206 B.c., the human

Q{ " CONTENTS

figure dominated in Chinese painting, just as it
did in the West. By the ninth century, though,
Chinese artists were beginning to exhibit a
greater appreciation for nature. By the eleventh
century, this trend was complete. While
Western artists continued to focus their atten-
tion on people, artists in China preferred to
concentrate on nature and landscape painting.

ARIOTIN

B FIGURE 10.13 This unusually tall figure was
decorated with a thin covering of gold. What
aesthetic qualities are most appropriate when
making a judgment about this work?

Standing Buddha. Northern Wei Dynasty. A.D. 477. Gilt bronze.
140.3 X 48.9 cm (55% X 19%4"). The Metropolitan Museum of Art,
New York, New York. John Stewart Kennedy Fund, 1926. (26.123)
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Artists, like poets, sought out places in
which they could meditate and be inspired to
create. They valued every opportunity to do
this, taking long, leisurely walks across the
countryside.

To gain the knowledge and skills needed to
continue in the tradition of painting land-
scapes, Chinese artists spent years copying
the paintings of earlier artists. Although it was
common to base a painting on the work of an
earlier artist, the painter was expected to add
some original touches as well.

Scroll Painting

Other than a few murals on the walls of
burial chambers, the earliest Chinese paint-
ings that have survived to the present are of
two kinds: hanging scrolls and horizontal
scrolls, or handscrolls.

A scroll is a long roll of illustrated parch-
ment or silk. Scrolls were designed to be
rolled up and carefully stored away. When
their owners were in the mood for quiet
reflection, the scrolls were taken from the
shelf, just as we might take down a book
to read. Unrolling the scrolls section by
section, the viewer gazed at no
more than 24 inches or so at a
time. In this way it was possible
to journey slowly from scene
to scene through the
entire painting.

M FIGURE 10.14 Many clay sculptures
like this were found in ancient Chinese
tombs. Why do you think these sculp-
tures were placed in tombs?

Saddle Horse. c. A.D. 700-755. Tang dynasty. A.D.
618-907. Earthenware with three-color lead
glaze. 76.2 cm (30"). The Nelson-Atkins
Museum of Art, Kansas City, Missouri.
Acquired through the Joyce C. Hall Estate
and various Hall Family Funds.

The End of the Han Dynasty

The culture of the Han dynasty rivaled that
of the Roman Empire, which was flourishing
at this same time in history. The Han dynasty
extended over a 400-year period, the second
longest in Chinese history.

A series of weak emperors brought the Han
Empire to an end. There followed a period,
beginning at the close of the third century
A.D., in which China was divided into a num-
ber of smaller states. None of these states
became strong enough to conquer the others
and restore a unified empire. After a period of
chaos, a new dynasty, the Tang dynasty,
assumed control in A.D. 618 and ruled for
nearly 300 years.

The Powerful

Tang Dynasty

During the Tang dynasty, China reached a
peak of power and influence. The people
enjoyed prosperity, military campaigns extended
the boundaries of the empire, foreign trade
increased, and Buddhism grew in strength.




B FIGURE 10.15 Notice the delicate lines and the subtle value gradations in this handscroll. Does this

e i
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work make good use of the literal qualities? What details help give this work a sense of movement?

Han Gan (attributed to). Night-Shining White. c. 742-56. Tang dynasty. Handscroll, Ink on paper. 30.8 X 34 cm (12% X 13%"). The
Metropolitan Museum of Art, New York, New York. Purchase, the Dillon Fund Gift, 1977. (1977.78)

Sculpture During the Tang Dynasty

Most of the sculptures produced during the
Tang period were religious. Believers in
Buddhism, looking forward to a peaceful life
in the next world, commissioned thousands of
sculptures of Buddha.

Saddle Horse
B FIGURE 10.14

Tomb sculptures, chiefly in clay, were also
created to honor the dead. Many of these
tomb sculptures were of animals. An excellent
example is the earthenware and polychrome-
glazed horse illustrated in Figure 10.14.

Tang Handscroll
M FIGURE 10.15

Horses were highly prized by the Chinese.
The emperor Ming Huang was said to own

more than 40,000. The handscroll illustrated in
Figure 10.15 shows one of his favorite horses
rearing against the tether that binds it to a post.

Use of Line

One of the chief measures of excellence in
Chinese painting throughout its long history is
the quality of the brush line, which is evident in
Figure 10.15. A delicate use of line is combined
with subtle value gradations to give the animal
a realistic appearance. The work demonstrates
convincingly that the artist, Han Gan (hahn
gahn), knew his subject well and could apply
this knowledge effectively to his art.

The many inscriptions and seals on Han
Gan’s painting were placed by collectors who
wished to express their approval of the work.
These inscriptions and seals, which are found
on many Chinese paintings, add their own
ornamentation and meaning.
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B FIGURE 10.16 This bowl! was created as a useful vessel.
It is now part of a museum art collection. Is the bowl| now
an artwork? If so, when and how did it become art?

Bowl with mold stamped lotus design.Ting ware. Sung dynasty. A.0. 1127-1179.
Porcelain with pale blue glaze. 6.1 cm (2%4") high; 18.1 cm (7”) diam. Asian Art
Museum of San Francisco, San Francisco, California. The Avery Brundage Collection.
B80S3, B62P177.

B FIGURE 10.17 This
seated figure is shown in
a pose similar to that in
many Buddha sculp-
tures. What mood
does this work con-
vey to you?

Seated Lohan. Late Tang
Dynasty. Ninth century
A.D. Earthenware with
three-color glaze.

104.7 cm (41%4"). The
Metropolitan Museum
of Art, New York, New
York. Frederick C. Hewitt
Fund, 1921. (21.76)
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The Stable Sung Dynasty

Following the collapse of the Tang dynasty
in 906, China experienced a period of confu-
sion. Finally, reunification was realized in
960 under the Sung dynasty. The rule of
this dynasty proved to be a period of great
stability that produced a series of artists
whose works were admired the world over
for centuries.

The Production of Porcelain

During the Sung period, the production of
porcelain ware was carried to new heights.
Porcelain, a fine-grained, high-quality form of
china, is made primarily from a white clay
known as kaolin. This clay is relatively rare
and can be found in only a few locations in
China, Europe, England, and North America.

After a vessel is made from this clay, which
has been mixed with other types of clay to
give it a more workable quality, it is fired in a
kiln to a high temperature. The work is then
coated with a glaze containing feldspar, a
crystalline mineral, and fired again. The result
is a vessel with a hard, translucent surface of
great beauty.



An excellent example of Sung porcelain
ware is illustrated in Figure 10.16. Bowls like
this were the first of the classic pieces that
were widely imitated but seldom equaled by
later artists. The bowl’s delicate shape and
beautiful, translucent surface are enhanced
with a subtle floral pattern.

Sculpture During the Sung Dynasty
Sung sculpture remained strongly tied to
Buddhism, although the figures were more
informal and natural than those created
earlier. A painted and glazed ceramic sculpture
of a follower of Buddha (Figure 10.17) is an
example of this more relaxed and natural style
which began to appear in the Tang dynasty.

The Water and Moon Guanyin

Bodhisattva
B FIGURE 10.18

This same relaxed attitude is noted in a carved
wood Bodbhisattva figure traditionally associated
with mercy and compassion (Figure 10.18).
Prayers to this Buddha-to-be were answered in
the form of protection against any possible mis-
fortune. The figure is seen resting comfortably on
a weathered, moss-covered ledge, which con-
trasts with the splendid garments and jewels.
Calm and gentle, the softly smiling figure repre-
sents no threat to the devout who approach. The
gaze is direct and unwavering, encouraging
viewers to feel that the Bodhisattva is concerned
exclusively with them.

B FIGURE 10.18 This
wooden figure may
remind you of the
ceramic figure in
Figure 10.17. What do
the two works have in
common? What are the
most important differ-
ences between them?

The Water and Moon Guanyin
Bodhisattva. Liao or Northern
Sung dynasty. Eleventh to

early twelfth century A.p. Wood
with paint. 241.3 X 165.1 cm
(95 X 65"). The Nelson-Atkins
Museum of Art, Kansas City,
Missouri. Purchase: Nelson Trust.
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Landscape Painting

The Sung dynasty was noted for its great
landscape artists. Painters like Kuo Hsi
(koo-oh see) claimed that the value of land-
scape painting lay in its capacity to make
viewers feel as if they were really in the
place pictured. In the handscroll Clearing
Autumn Skies over Mountains and Valleys
(Figure 10.19), the artist invites you to jour-
ney beneath the trees of an enchanted moun-
tain landscape. As you slowly unroll the
scroll, you can walk through the forest of
towering pine trees, pause beside the gently
flowing stream, and gaze up at the mountains
that disappear into the fine mist.

Use of Multiple Vanishing Points
Unlike Western paintings, Chinese art
makes use of different vanishing points. In
perspective drawing, a vanishing point is the
point at which receding parallel lines seem to
converge. Thus, as you unroll a handscroll,
you may find that the perspective shifts. This

TIMESPLAGE

LAPTNIN ELA AN

Ancient China A

See more Time & Place events on the
Time Line, page H11 in your Art Handbook

TEAPOT. This artifact is from the  :
Ming dynasty. It is both a functional
object as well as a piece of fine art.

TOMB SOLDIERS. Life-size terra cotta figures of the
army of emperor Ch’in Shih-Huang-ti (Qin) were
buried in the emperor’s tomb over 2,000 years ago.
Their individual decoration and lifelike expressions
present these soldiers as real people.
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makes you feel that you are indeed traveling
through the work—journeying over worn
paths, under stately trees, in front of distant
mountains, and across quaint bridges.

Every opportunity is provided for you to
stop and examine a flower heavy with dew or a
butterfly perched on a blossom. There is noth-
ing to distract you from your quiet contempla-
tion. Even shadows are eliminated from the
picture because they might interfere with your
efforts to experience and enjoy the painting.

The End of the Sung Dynasty

In 1224 Genghis Khan and his powerful
Mongol army swept into northwest China,
bringing an end to the Sung dynasty. Following
a period of strife, the Mongols, under Kublai
Khan, a grandson of Genghis Khan, took con-
trol of the country and established the Yiian
dynasty. During this time, artists such as Qian
Xuan (chee-en shoo-ahn) painted scenes that
repeat a familiar Chinese theme: the quiet con-
templation of nature (Figure 10.20).

CONFUCIUS. A teacher,
philosopher, and scholar,
Confucius was born
around 551 B.c. His
teachings were centered
around the importance
of keeping order in soci-
ety and how to live
according to principles
of ethics.
.............................................. >

ACTIVITY Interviewing. If you

traveled in a time capsule to visit China
during the time of Confucius or Emperor
Qin, what would you ask the people you
meet? Prepare five questions you might
ask in an interview.




B FIGURE 10.19 This handscroll is designed to take the viewer on a quiet, contemplative journey
through the pictured landscape. Study this view of the mountains and valleys, and decide whether a
mood is conveyed. If so, how does the work make you feel?

Kuo Hsi. Clearing Autumn Skies over Mountains and Valleys. Date unknown. Lesson of handscroll, ink, and colors on silk. 26 cm (10%4")
high. Courtesy of the Freer Gallery of Art, Smithsonian Institution, Washington, D.C.

intended to be examined slowly, quietly,
and in private. What appears to be more
important in this work—the figures or
the setting?

Qian Xuan. Wang Hsi-chih Watching Geese. c. 1295.
Handscroll, ink, color, and gold on paper. 23.2 X 92.7 cm
(9% X 36%"). The Metropolitan Museum of Art, New
York, New York. C.C. Wang Family, Gift of the Dillon
Fund, 1973. (1973.120.6)

—>

DETAIL:

Notice the intricate
details of this scene in
the handscroll.
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B FIGURE 10.21

Zhao Meng-fu. Twin
Pines, Level Distance.
¢. 1310. Handscroll,
ink on paper. 26.9 X
107.4 cm (10 X 42V7").
The Metropolitan
Museum of Art,

New York, New York.
C.C. Wang Family,
Gift of the Dillon Fund,
1973. (1973.120.5)
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Zhao Meng-fu (1254-1322)

The contemplation of nature is also the
theme of a painting by Zhao Meng-fu (chow
meeng-foo), a pupil of Qian Xuan (Figure
10.21). This artist was greatly admired even
though he chose to cooperate with the
Mongol ruler Kublai Khan.

Twin Pines, Level Distance
M FIGURE 10.21

Zhao Meng-fu’s painting of pine trees, rocks,
and distant mountains was done only after the
artist had meditated on the subject at great
length. He practiced his skills at representing
trees, rocks, mountains, and clouds in a precise
style for years before actually painting the pic-
ture. Zhao Meng-fu did this in the traditional
way—by carefully studying the paintings of
earlier masters rather than by studying nature.
Only when his skills were perfected did he
attempt to create a painting based on his own
response to the natural world.

Works like this were not done to tell a
dramatic story, teach a profound lesson, or
decorate a wall of a house. They were
intended to inspire in the viewer the same
deep thoughts that passed through the mind
of the artist while the work was created. A
work like this would be unrolled and savored
only when the viewer was in the proper state
of mind and was certain not to be disturbed.

The Art of the
Ming Dynasty

The Ming dynasty, which followed the col-
lapse of the Ylian dynasty in 1368, signified
the end of foreign rule and the beginning of
another Chinese dynasty. Thus, it was a time
in which artists sought to restore the glories
of the past.

In painting, nature scenes of great beauty
were done on silk and paper. These works
mainly continued the traditions of the past.

§ Looxine [N}

Most of the painting is simply left blank.

sense of space in the landscape.

attention to the expanse of the work.

b

USE OF THE ELEMENTS AND PRINCIPLES

What is not in this painting is as important as what you do see.

® Unity. The landscape has been reduced to its barest essentials.
® Space. The twin pines rise in the foreground to give a strong

® Line. A few lines depict the hills in the distance and draw your

® Emphasis. The artist shows concentration and confidence with
the emphasis placed on each brushstroke.

TR |
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In ceramics, a range of different styles
and techniques developed during the
Ming dynasty. The use of a stunning
cobalt blue glaze was one of the major
accomplishments in the development of
Chinese porcelain. An early example of a
matched pair of vases (Figure 10.22) is
admired for the intricate design that
complements the vases’ elegant form.

Decline of the Ming Dynasty

Tribes from Manchuria conquered
China in 1644. This brought the Ming
dynasty to an end and ushered in the
Ching dynasty, which continued until
1912. Like other conquerors before them,
Manchu rulers were determined to make
the Chinese culture part of their own.
However, despite the work done by sev-
eral well-known and talented artists and
the encouragement of Manchu emper-
ors, Chinese painting experienced a
decline during this period.

Porcelain production fared somewhat
better than painting did. During this last
great age of Chinese porcelain, many fine
works were produced. Unfortunately,
rebellion and subsequent warfare in the
middle of the nineteenth century resulted
in the destruction of most kilns and the
flight of talented craftspeople.

LESSON TWO REVIEW

Reviewing Art Facts
1. Explain How did Chinese artists
make use of meditation?

B FIGURE 10.22 These vases, nearly 600 years old, are decorated with the
cobalt blue glaze that was first used during the Ming dynasty. How does the
design complement the form of these vases?

Pair of Vases. 1426-35. Ming dynasty (1368-1644). Porcelain with underglaze
blue decoration. 55.2 X 29.2 cm (21% X 11%"). The Nelson-Atkins Museum
of Art, Kansas City, Missouri. Purchase: Nelson Trust.

Shavpeming Yoor Skitle

Creating a Handscroll The tradition of painting on hand-

2. Recall What was considered the pri-
mary interest and major accomplish-
ment of Chinese painting?

3. Describe What is a scroll painting
and how is it used?

4. Identify Which element of art was
considered a measure of excellence in
Chinese painting?

5. Define What is porcelain?

m_‘_ Visit art.glencoe.com fo§s

( CONTENTS J
( \kactivities.

tudy tools and revie

scrolls is important to understanding the art of China.
Artists used multiple vanishing points to allow the viewer
to take a calm, slow “walk” through the work. This pre-
sents a unique blend of verbal and visual material.

Activity Conduct research on the Chinese handscroll. Using
available materials (rolled paper, small dowel rods), create a
handscroll that tells a story. Use multiple vanishing points
and include verbal and visual narrative. Critique your com-
pleted work by reviewing your use of the art elements and
principles. Share your scroll and critique with the class.

Chapter 10
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LESSON THREE

Vocabulary

m pagoda

m Yamato-e

m Ukiyo-e

m woodblock printing

Artists to Meet

m Kujaku Myo-o

m Soami Kangaku Shinso
m Torii Kiyonobu |

m Suzuki Harunobu

m Katsushika Hokusai

m Ando Hiroshige

Discover
After completing this lesson,

you will be able to:

m Trace the influences on
Japanese art.

m Identify specific Japanese art
styles.

B FIGURE 10.23 Small clay fig-
ures and animals of this kind have
been uncovered in the areas sur-

rounding Japanese burial mounds.

What qualities contribute to the
appeal of this small work?

Haniwa Falcon. Late Kofun period. Sixth
century A.D. Earthenware. 11.1 X 17.8 cm
(4% X< 7). Asian Art Museum of San
Francisco, San Francisco, California. B80 S3
B62 P177. The Avery Brundage Collection.
Bequest of Mr. Joseph M. Branston.
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The Art of Japan

jipan owed a debt of gratitude to China for its initial artistic
development. Eventually, however, Japan produced an abundance
of painting, sculpture, and architecture that was uniquely its own. The
accomplishments of its artists added luster to this island empire’s ancient
and proud history. The first traces of Japanese art date to a culture known
as Jomon (c. 12,000-300 B.C.).

Early Development of Japanese Art

During the Kofun period which lasted from A.p. 300-800, the earliest
artworks consist mainly of simple, undecorated vessels, figures, and ani-
mals made of red clay (Figure 10.23). Curiously, many clay figures and
animals have been discovered in the areas surrounding burial mounds.
Some experts suggest that they were placed there to ward off evil spirits
and protect the dead.

Until the end of the ninth century, the art of Japan was largely modeled
on that of China and other Asian cultures. After that time, however, for-
eign influences became less pronounced, and Japanese artists began to
develop their own styles. In the centuries that followed, various subjects
grew in favor, faded, and were replaced by new ones. At certain times,
scenes of life at court, witty caricatures, and portraits were popular. Other
favorite subjects included battle scenes, genre scenes, and landscapes.

Introduction of Buddhism

In A.D. 552, the ruler of a kingdom in Korea sent a gilt bronze figure of
the Buddha to the emperor of Japan. Along with the sculpture came

S [ contenTs § 2



Buddhist writings and missionaries. This is
how Buddhism was introduced to Japan.

At first there was resistance to the new reli-
gion, particularly by those who remained faith-
ful to Shinto, the indigenous religion of Japan.
Eventually, though, Buddhism became firmly
established throughout the country and came
to affect every aspect of Japanese culture.

Temple Construction

In the year 594, the empress Shiko ordered
that Buddhist temples be built throughout her
kingdom. Architects, wood-carvers, bronze
workers, weavers, and other skilled artisans
were brought from Korea to build and decorate
the temples that soon filled the countryside.

In many respects these temples were simi-
lar to those in China. They were, however,
more richly decorated and more delicately
assembled. Because the Japanese islands
were formed from volcanic rock, there was lit-
tle hard stone suitable for building these tem-
ples. Consequently, these and other structures
were made of wood.

Japanese builders raised the practice of con-
structing wooden buildings to a sophisticated
art form. Their temples and palaces were
built on a stone base, with wooden posts and
rafters carefully fitted together in beautifully
crafted joints. These buildings had to be espe-
cially well designed and constructed to survive
the frequent earthquakes and violent storms
that plagued the island nation.

The Temple at Horyui;i
M FIGURE 10.24

Among the greatest architectural achieve-
ments in Japan was the temple complex at
Horyuji, built near Nara about the year 616.
The temple was constructed on a square plan
surrounded by a double wall. Inside were a
number of buildings: the main hall containing
a sculpture of the Buddha, a lecture hall, a
library, and a bell tower.

In addition there were two pagodas. A
pagoda is a tower several stories high with
roofs slightly curved upward at the edges.
These structures contained sacred relics.

<

Amazingly, one of these ancient wooden
pagodas has survived countless earthquakes
and outlasted thousands of stone edifices. It
still stands today as the oldest wooden struc-
ture in the world (Figure 10.24). Few buildings
in history have surpassed its simple majesty.

The Treasures at Todaiji

Perhaps as beautiful, and only slightly
younger, is the temple of Todaiji in Nara,
which was erected by the emperor Shomu in
752. Four years after the temple was com-
pleted, the emperor died. Not long after his
death, his widow, the empress Komoyo,

B FIGURE 10.24 This pagoda, built nearly 1,400 years ago, is the
oldest wooden structure in the world. What features does this
structure have in common with all pagodas?

Pagoda from the Temple Complex at Horyuji, near Nara, Japan. c. A.D. 616.
CONTENTS y
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B FIGURE 10.25 The Buddha is the most important figure in this

composition. How did the artist emphasize this figure? What message
about the Buddha do you think the painting communicates?

Historical Buddha Preaching on Vulture Peak (Hokkedo Kompon Mandata). Eighth
century A.D. Artist unknown. Ink, color, and gold on hemp. 107 X 143.5cm

(42 X 562"). Courtesy of Museum of Fine Arts, Boston, Massachusetts. William
Sturgis Bigelow Collection.

presented the treasures of his court to the
Great Buddha enshrined at Todaiji. Other gifts
were later added to these treasures and were
housed and protected in the temple. As a
result, no less than 10,000 works of eighth-
century Japanese art were preserved.

Historical Buddha Preaching on

Vulture Peak
B FIGURE 10.25

Among the artworks preserved at Todaiji is
a painting on hemp (Figure 10.25) regarded
as one of the temple’s greatest treasures.
It portrays the Buddha, surrounded by
Bodhisattvas, preaching in the mountains.
Although retouched during the twelfth cen-
tury, this painting still testifies to the high
quality of eighth-century Buddhist painting.

The Heian Period

In 784, Heian (the modern city of Kyoto)
was made the capital of Japan. The Heian
period is regarded as a golden age for
Japanese art. During the next 400 years,

numerous new temples and mgnasteries _____
* [ CONTENTS
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were built. In addition, members of the royal
court and the heads of great families commis-
sioned painters to create works of art.

The Yamato-e Style

Contacts with China continued until 898
when ties were broken as a consequence of
internal strife in Japan. No longer able to
draw inspiration from China, Japanese artists
developed their own unique style of painting,
which was known as Yamato-e, or painting in
the Japanese manner.

Paintings done in this style were the first true
examples of pure Japanese art. Yamato is an
island near Kyoto and Nara, considered the cen-
ter of Japanese culture. Artists using this style
created decorative wall paintings showing trav-
elers on the road, nobles admiring cherry blos-
soms or hunting, peasants working in the fields,
and other scenes from everyday life. These spir-
ited scenes included clear references to particu-
lar seasons of the year. Unfortunately, only a few
works dating to this period have survived.

The Kamakura Period

A series of civil wars prompted by corrupt
provincial governments brought an end to the
Heian period in 1185. Clan leaders waged war
with one another until one leader, Minamoto
Yoritomo, was able to establish a military gov-
ernment at Kamakura.

A succession of military rulers assumed
control over various parts of the country for
the next 148 years. These rulers recognized
the emperor as little more than a powerless
figurehead.

Kujaku Myo-o
B FIGURE 10.26

During this period, a military spirit dominated
the arts as it did politics. Vigor replaced elegance
and boldness replaced restraint. This is shown
in an expressive painting of a stern Buddha
in more or less human form (Figure 10.26).
Kujaku-My0-o, also known as the Peacock King,
is seen eating poison grasses and insects repre-
senting obstacles to salvation. He sits on the
now>erful peacock—his identifying symbol.



The Great Buddha at Kamakura
B FIGURE 10.27

A long tradition of creating colossal sculp-
tures continued during this period with such
works as the Great Buddha at Kamakura
(Figure 10.27), which was cast in bronze in
1252. Viewed from the front, the figure is an
example of exact symmetrical balance; the
two sides mirror each other. Today the sculp-
ture sits outdoors on a rise surrounded by a
pleasant grove of trees. This seems to be an
especially appropriate setting for the gigantic
Buddha seated in quiet contemplation.

The Burning of the Sanjo Palace
B FIGURES 10.28 and 10.29

Painting is the most interesting visual art
form from the Kamakura period. Advances
made in the Yamato-e style reflected the artis-
tic tastes of the new military leaders, who pre-
ferred paintings that stressed realism and
action. Nowhere is this realism and action
more apparent than in a handscroll, The
Burning of the Sanjo Palace. (See Figures 10.28
and 10.29, page 236.)

The Rise of Zen
Buddhism and the Fall of
the Kamakura Rulers

During the Kamakura period, new Buddhist
sects were formed. One of these, the Zen sect,
which was introduced from China, had an
important impact on later Japanese art.

The power of the Kamakura military rulers
ended in 1333. To their great shame, this loss
of power did not occur on the battlefield. Like
their predecessors, they too became corrupted
by power. Civil war again broke out and con-
tinued until 1573. Somehow the arts managed
to flourish during this period of almost contin-
uous unrest and conflict.

Giant Buddha. Kamgkura, Japan. c. A.D. 1252.
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M FIGURE 10.26
This painting
with its rich color
and fine drawing
is characteristic of
the high level of
painting during
the Kamakura
period. How
does this work
differ from reli-
gious paintings
with which you
are familiar?

Kujaku Myo-o.
Kamakura Period
(1185-1333). Hanging
scroll, ink, color, and
gold onssilk. 117 X

71 cm (46 X 28"). The
Nelson-Atkins Museum
of Art, Kansas City,
Missouri. Purchase:
Nelson Trust.

B FIGURE 10.27 This gigantic bronze Buddha sits outdoors rather
than in a temple. What does this religious figure appear to be doing?



Noblemen and their servants

arrive at the palace after hearing of
the attack, but they are too late.

12

The palace is engulfed in flame.

3/

Warriors surround the palace.

o

Within the palace itself, the
horrors of war are presented in
graphic and frightening detail:
palace guards are beheaded,
loyal attendants are hunted
down and killed, and ladies-in-
waiting are trampled beneath
the hooves of horses.

5

In this section of the scroll,
the viewer finds the final
warrior taking control of
his rearing horse.

16

A single archer is the
final, quiet figure signal-
ing an end to this story of
frantic action.
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Storytelling 1%I't
—~

,ghis scroll illustrates with shocking realism a revolt that
took place on the night of December 9, 1159. On that tragic
night, the Sanjo Palace was attacked and the emperor taken
prisoner. Unrolling the scroll from right to left, the viewer is
immediately swept up in the frantic scene. As the scroll is
unrolled further, the viewer is led at a less hectic pace
through swarms of soldiers, horses, and carts. Finally, at the
very end of the scroll—nearly 23 feet long—the powerful
narrative comes to a quiet end.

M FIGURE 10.28 The Burning of the Sanj Palace. (Sanjo-den youchi no emaki). Kamakura
period. Second half of thirteenth century A.0. Handscroll, eighth view of twelve. Ink and colors on
paper. 41.3 X 699.7 cm (16%5 X 144"). Courtesy of Museum of Fine Arts, Boston, Massachusetts.

Fenollosa-Weld Collection.
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B FIGURE 10.29 T7he Burning of the Sanjo Palace. Detail: Rider and Warriors. Handscroll, 12th view
of 12. Ink and colors on paper. 41.3 X 699.7 cm (16% X 144"). Courtesy of Museum of Fine Arts, Boston,
Massachusetts. Fenollosa-Weld Collection.
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Landscape of the Four

Seasons: Fall and Winter
B FIGURE 10.30

The growing appeal of Zen Buddhism
resulted in the popularity of art forms associ-
ated with that religion. Zen’s appeal may have
been due to the fact that it offered people an
escape from the chaos that marked daily life.
A desire to escape reality may have motivated
artists as well. For example, when the painter
Soami Kangaku Shinso (soo-ah-mee kahn-
gah-koo sheen-soh) took up ink and paper to
create a design for a screen, he chose as his
subject a peaceful landscape (Figure 10.30).

His finished paintings were mounted on
two screens illustrating the four seasons.
Reading from right to left in the same manner
as a handscroll, the paintings were intended
to draw viewers gently into an imaginary
world of beauty and peace in which they
could forget the real world of unrest and fear.

This same quest for beauty and peace was
undertaken by architects. The result can be
seen in carefully proportioned pavilions set in
the midst of splendid gardens.

M FIGURE 10.30 Like handscrolls, these
screen paintings are intended to be viewed
slowly and thoughtfully, from right to left.
What does this Japanese landscape have in
common with Chinese landscapes such as
Figure 10.19, page 229?

Soami Kangaku Shinso. Landscape of the Four Seasons: Fall
and Winter. Six-fold screen ink on paper. 173.4 X 371 cm
(68Ya X 146"). The Metropolitan Museum of Art, New York,
New York. Gift of John D. Rockefeller Jr., 1941. (41.59.2)

A

The Momoyama Period

A period known as the Momoyama marked
a time in which a succession of three dictators,
or shoguns, finally restored unity and brought
peace to the troubled land. During this era, huge
palaces were built (Figure 10.31). These palaces
served two purposes: They were both protective
fortresses and symbols of power. Inside these
structures, sliding doors and large screens were
decorated with gold leaf and delicate paintings.

A Rich Era of Japanese Art

In 1615, Iyeyasu Tokugawa overwhelmed
the forces of rival military leaders in a battle
that left 40,000 dead. Victory enabled him to
build a new capital at Edo (the modern city
of Tokyo) and establish the Edo rule, which
continued until 1867.

M FIGURE 10.31 Japanese cas-
tles such as this one were built as
protective fortresses and as sym-
bols of power. Compare this cas-
tle with a European castle, such
as the one in Figure 14.12, page
318. What are the most impor-
tant similarities and differences?

Hiroshima Castle. Lake Biwa, Japan.
Rebuilt after World War 1.
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This period represents one of the longest peri-
ods of peace and one of the richest eras for art in
Japanese history.

Peace brought about a prosperous middle
class. This new middle class demanded art-
works that showed the life of the people ren-
dered in new techniques. Demands such as
these led to the development of the Ukiyo-e
style, which means pictures of the passing world.

Woodblock Printing

Since painting produced only one picture at
a time, artists searched for other ways to sat-
isfy the increased demand for art. A solution,
which had been introduced from China in the
eighth century, was found in woodblock
printing. This process involves transferring
and cutting pictures into wood blocks, inking
the surface of these blocks, and printing. Using
this technique, an artist could produce as
many inexpensive prints as needed.

Prints originally were made with black ink
on white paper. If color was desired, it was
necessary to add it by hand. In the eighteenth
century, a process for producing multicolored
prints was developed. This process required
the talents of a painter, a wood-carver, and
a printer.

The artist first prepared a design in ink,
adding color notations to guide the printer.
The lines of the design were then transferred
to a wood block, and a specialist in wood
cutting carved away the wood between the
lines. A separate block was prepared for each
color. Finally, the printer inked each block
and pressed each one against paper, being
careful to align the blocks exactly. Since
hundreds of copies could be made from

B FIGURE 10.32 This woodblock print was cre-
ated with black ink on white paper. The colors
were added by hand. Which of the elements—
value, line, or texture—seems especially impor-
tant in this work?

Torii Kiyonobu I. A Woman Dancer. c. 1708. Woodblock print.
55.2 X 29.2 cm (21% X 11%4"). The Metropolitan Museum of
Art, New York, New York. Harris Brisbane Dick Fund and
Rogers Fund, 1949. (JP 3098) (

one set of blocks, the prints produced were
relatively inexpensive.

Around the middle of the seventeenth cen-
tury, a designer of dress patterns named
Hishikawa Moronobu (hee-shee-kah-wah
moh-roh-noh-boo) produced the first wood-
block prints. At first these were used as illus-
trations for books, but later they were sold
separately. Moronobu’s charming style made
his work especially appealing.

Torii Kiyonobu I (1664-1729)

Moronobu paved the way for other artists
who soon began producing individual prints
with a similar style and technique. One of these
was Torii Kiyonobu I (toh-ree kyoh-noh-boo),
an actor’s son who often selected as his
subjects actors from the Kabuki theater. His
picture of a woman dancer (Figure 10.32)
uses a characteristic bold line that flows
across the paper to create a complex yet
graceful rhythm of curved lines and patterns.




Suzuki Harunobu (1724-1770)

The first multicolored prints were probably
done by Suzuki Harunobu (soo-zoo-kee
hah-roo-noh-boo). His prints reveal that he
endowed the female figure with an almost
supernatural grace. In Harunobu’s prints
(Figure 10.33), female figures appear to have
weightless bodies with slender waists and tiny
hands and feet. Rarely do their faces betray
any sign of emotion or stress.

Harunobu, along with Katsushika Hokusai
(kah-tsoo-shee-kah hok-sigh) and Ando
Hiroshige (ahn-doh hee-roh-shee-gay) produced
many of the works that inspired the French
Impressionists in the nineteenth century.

B FIGURE 10.33 This is a multicolored wood-

Katsushika Hokusai (1760-1849)

Hokusai was fond of saying that he “was
born at the age of fifty.” By this he meant that
long years of preparation were required before
he was able to produce works of art that he
considered worthy of admiration.

From about 1825 to 1831, Hokusai pub-
lished his brilliant Mount Fuji series of prints.
In spite of its title, “Thirty-six Views of Mount
Fuji,” there are actually 46 scenes included in
the series. In this group of prints, he adopted
a long angle of vision to increase the dramatic
impact. One of these prints, The Great Wave
at Kanagawa (Figure 10.34), shows Mount
Fuji in the distance, beyond a huge wave
threatening to destroy the fishing boats that
are almost lost in the violently churning sea.

Hokusai was a humble man destined to be
ranked among the great artists of history.
Shortly before he died at the age of 89,
Hokusai is quoted as having said, “If the gods
had given me only ten more years I could
have become a truly great painter.”

-ak

B FIGURE 10.34 This print is one of 46 scenes in a single series. In
what way does the addition of the fishing boats help emphasize the
wave'’s awesome power? What is the only thing in the picture that
does not seem to be in motion?

block print; the colors were added as part of
the printing process, not painted in later.
What mood does this work convey?

Suzuki Harunobu. Girl Admiring Plum Blossoms at Night. c. 1768.
Polychromed woodblock. 32.4 X 21 cm (12% X 8%"). The
Metropolitan Museum of Art, New York, New York. Fletcher
Fund, 1929. (JP 1506)

Katsushika Hokusai. The Great Wave at Kanagawa. c. 1823-29. Polychrome woodblock
print. 25.7 X 38 cm (10% X 14'%s¢"). The Metropolitan Museum of Art, New York,
New York. The H.O. Havemeyer Collection, Bequest of Mrs. H.O. Havemeyer, 1929. (JP1847).
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Ando Hiroshige (1795-1858)

M FIGURE 10.35
The subdued colors
in this work con-
tribute to the
quiet atmosphere.
What are the most
important differ-
ences between this
work by Hiroshige
and the print by
Hokusai (Figure
10.34, page 239)?

Ando (Utagawa)
Hiroshige. Evening Rain
on the Karasaki Pine
from the series “Eight
Views of Omi Province.”
Nineteenth century.
Woodblock print. 26 X
38.cm (10% X 15”). The
Metropolitan Museum of
Art, New York, New York.
Bequest of Mrs. H. O.
Havemeyer, 1929.

The H. O. Havemeyer
Collection. (JP 1874)

-
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Hiroshige often unified a work by giving it an

Although he greatly admired Hokusai and
was strongly influenced by him, the younger
Hiroshige did not adopt his predecessor’s spir-
ited style. Instead, he used delicate lines and a

overall darkness of tone that captures the sad-
ness of a rainy scene (Figure 10.35). Much

of the beauty of his work comes from his sensi-
tive response to variations in the weather and

harmonious color scheme to give nature a
more subdued atmosphere.

LESSON THREE REVIEW

Reviewing Art Facts

1.
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Explain How did the Buddhist reli-
gion reach Japan?

Describe What did a Japanese temple
look like? From what material was

it made?

Recall What period in Japanese art
was considered the golden age and
why?

Identify What led to the develop-
ment of the Ukiyo-e style of art?
Explain What prompted the develop-
ment of woodblock printing in Japan?

changing seasons.

Making Connections

Recognizing Influences In Chapter 10, we examined
several artistic traditions. These traditions grew from the
religious beliefs of each cultural group presented in the
chapter. Without a basic understanding of the influences
of religion on each culture, it is not possible to fully under-
stand the resulting artworks.

Activity Working in your journal, create a table with three
columns. Label the columns Cultural Group, Religion, Descrip-
tion, and Influence on Art. Review Chapter 10 and list as
many cultural groups, religions, descriptions, and influences
as you can. Present the results of your review to the class.
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STUDIO Negative Shape Painting

LESSON

Materials

® A large branch with a few leaves intact

® Pencil

® White drawing paper, 9 X 12 inches or larger

® Tempera or acrylic paint (two complementary
colors only)

® Brushes, mixing tray, and paint cloth

® Water container

B FIGURE 10.37 Student Work

Carefully draw a large branch as accurately as possi-
ble. The lines of this branch will run off the paper at
the top, bottom, and sides. This creates a variety of
negative shapes. Paint with hues obtained by mixing
two complementary colors to create a range of differ-
ent intensities.

Inspiration
Examine the paintings by Qian Xuan (Figure 10.20,
page 229) and Zhao Meng-fu (Figure 10.21, page 230).

Process

1. Bring to class a large branch and remove most, but
not all, of its leaves. Silently study this branch,
noting the way it divides to form smaller branches.

2. On the drawing paper, slowly draw the outline of
the branch with pencil. Make the drawing large
enough so that it runs off the paper on all sides,
creating a variety of negative shapes.

3. Use tempera or acrylic to paint the negative shapes
only. Paint these shapes with a variety of intensities
obtained by mixing two complementary hues. First,
number each negative shape lightly in pencil.
Then, paint shape Number 1 with the first of the
complementary colors selected. Paint shape
Number 2 with the same color to which you have
added a small amount of its complement. Add
increasing amounts of the complement, and paint
the final shape with the second complementary
color to complete a type of intensity scale.

Examining Your Work I

Describe Does your drawing of a branch look accurate?
Do the lines of this branch run off the paper on all sides?

Analyze How were the negative shapes in your picture
created? How many different intensities did you obtain?

Interpret Does your finished work offer hints as to the
intense contemplation you practiced before beginning

your painting? What effect do you think that contem-
plation had on your work?

Judge How would you respond to someone who says
your picture is “nothing more than a painting of an ordi-
nary branch”? What aesthetic qualities would you want
such a person to consider when judging your work?

fl ConTENTS 3
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ANIMATION ARTISTRY

Hayao Miyazaki creates
animation focused on nature.

H ayao Miyazaki has often been
called the Walt Disney of Japan.
His animated movies, which include
Princess Mononoko and Spirited Away,
have brought him international fame.

Miyazaki writes, animates, and
directs his films. His artistry does not
come out of a computer—his films
are mostly drawn by hand. Although
he has a large staff of artists, Miyazaki
is involved in every aspect of the ani- L
mation process. In Princess Mononoke, This scene from Hayao Miyazaki’s hit movie Princess Mononoke
he looked at 80,000 of the 140,000 demonstrates how vividly he draws the world of nature.
frames that made up the movie, revising
many of them.

Born in Tokyo, Japan, in 1941, Miyazaki started
his career creating comic books (known as manga in
Japan). Later he turned to creating anime, or animated
features. Miyazaki creates fantasy worlds that seem
astonishingly real. He accomplishes this by paying
careful attention to detail. Few animators can match his
film’s vivid colors and convincing texture, dimension,
and depth.

Creating an animated world takes hard work. To draw
the lush green landscapes of Princess Mononoke and My Miyazaki’s films feature strong, independent female
Neighbor Totoro, Miyazaki and his artists visited forests in = characters. He also shows concern for the
Japan, taking pictures and making sketches. Kiki'’s ;':;"Sg:em:;: E’;ft;?sr;;;’c’aE:ZFC’ES;:;%?
Delivery Service is set in an imaginary city. To draw it,

Miyazaki studied many cities, using bits and pieces

from each to construct a detailed urban landscape.

To create machinery, he may pore

through history books. On screen, TIME to Connect
the machinery looks like it would
actually work.

However, technology is less impor-
tant to Miyazaki than nature. His
serene visual landscapes teach us
that people should live in harmony
with nature rather than trying to
dominate it.

PHOTOFEST

HARUYOSHI YAMAGUCHI/CORBIS

Creating animation for a Miyazaki film requires drawings to be
placed on pieces of celluloid called a cell. Read about the process
online or in a library.Then learn about computer-generated
animation, such as the techniques used in Toy Story and Shrek.

* Describe the process for both computer animation and
hand-drawn animation.

* Compare these two techniques. How do they differ? How
are they similar? Explain your findings in a short summary.

< [-_CoNTENTS >
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CHAPTER
1 0 REVIEW

Reviewing the Facts Thinking Critically

Lesson One 1.

1. What two great, enduring religions originated
in India?
2. Name the three main Hindu gods and tell what

COMPARE AND CONTRAST. Discuss similari-
ties and differences between Standing Buddha
(Figure 10.13, page 223) and Nike Fastening Her
Sandal (Figure 8.19, page 183).

primary process each represents. 2. ANALYZE. Look closely at the artist’s line in

3. Explain what the wheel symbolized in Buddhist
art.
Lesson Two
4. Who was the first Chinese painter?

Figure 10.15. Make a list of adjectives to describe
the quality of this line. Find another work show-
ing lines that are similar or different in quality.

5. During which dynasty did China reach its peak
of power and influence? YOUR DIGITAL PORTFOLID

6. Which Chinese dynasty was flourishing at the
same time as the Roman Empire?

7. How does a Chinese landscape painting differ
from one of the same subject done in the West?

Lesson Three

8. Would Yamato-e painting, during the Kamakura
period, be considered a more symbolic or more
realistic style of painting?

9. How might The Great Wave at Kanagawa
(Figure 10.34, page 239) have differed had it
been a painting?

Select one of the cultures from this
chapter that interests you. Record informa-
tion in your sketchbook about the art of
that culture. Make notes and sketches for
your portfolio. Work with your class to
create a computer resource file to which
you and your classmates can contribute
pictures, sketches, and facts about the art
of different countries and cultures.

J

Standardized Test Practice

— IS

Read the paragraphs below and then answer the questions.

Two Chinese landscape painters who were
also teachers shared their artistic views.

Without leaving crowded human habita-
tions | can look quietly at a painting and
roam and wander the solitary wilds of
nature. —Tsung Ping (375-443)

While looking at a good landscape paint-
ing in one’s own sitting room, one can imag-
ine oneself sitting on rocks in a gully and
hearing the cries of monkeys and birds.

—NKuo Hsi (c.1020-1090)

<«

Which best summarizes both artists’ idea
of what makes an effective landscape?

:ﬂu Scenes with rocks, monkeys, and birds.
‘B Ascene painted in one’s home.
€ A nature scene that draws the viewer in.

fl_i A painting of the solitary wilds of nature.

. A feature of Kuo Hsi’s handscroll in

Figure 10.19 (page 229) is an emphasis on:
E a balance of light and dark values.
“F the use of a rich palette of colors.
G, strong sense of movement.

H convincingly lifelike portraits of
people.
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THE NATIVE ARTS OF
THE AMERICAS
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%’ave you ever seen a totem pole? Do you know what adobe is made
of? What do you know about the Maya and the Incas? While art
flourished in India, China, and Japan, it also developed in North and South
America. By a.p. 1500, 20 million people were living in the Americas. Up to
2,000 groups or tribes of people settled in different areas across the land.
Each group had its own way of worshipping, celebrating, and creating art.

FOCUS ON READING

Read to Find Out Asyou read this chapter, learn about the arts and
crafts produced by native North American people. Read further to find
out about the art and civilizations of Central and South America.

Focus Activity The Maya were people who lived in southern Mexico
and Central America over 1,200 years ago. Figure 11.1 shows a work of
art created by the Maya. It is an ocarina, which is a musical instrument,
created in the form of a goddess. As you read the chapter, organize
your information. Write the word ocarina in the center of a piece of
paper. List any details or information you find out about an ocarina in
a "web” pattern surrounding the word ocarina. Repeat this with other
forms of artwork.

Using the Time Line Take a look at some of the other artworks
from this chapter that are introduced on the Time Line. What specific
details about each do you immediately notice?

¢. 1200 B.c.—A.D. 500 1492
The Olmec carve Christopher
gigantic heads in c. 750 Columbus arrives
volcanic rock Ocarina is created in the Americas
1200 B.C. B.C. A.D. A.D. 500 1000
¢. 1200 B.c.-A.D. 500 c. 320 c. 320
Olmec civilization in Mexico Maya build their first cities Aztecs conquer Mexico

“CONTENTs J§ =2



B FIGURE 11.1 Ocarina. Maya culture, late Classic period, El Peten, Guatemala. c. 750. Denver Art Museum,

Denver, Colorado.

1519
The Aztecs welcome

Cortés from Spain

1450-1521 P 1910 _

Aztec art, as seen in c. 1700 c. 1850 f#s%l_% %c;';tr?ése in

Xipe Impersonator, Navajo weavers Navajo weavers ! #r i A
is ;c)losel);/) linked to begir{ making creatle fine- Valley use black dalald it
Aztec rituals cloth with looms quality works outlines and Refer to the Time Line

geometric shapes page H11 in your
Art Handbook for more

about this period.
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LESSON ONE

Native American Art

Vocabulary

m Inuit m sipapu
m shaman m adobe
m potlatch m kiva

m totem poles

Discover
After completing this lesson,

you will be able to:

m Identify the contributions to art
made by Native American cul-
tures in the Arctic, Northwest
Coast, Southwest, Great Plains,
and Woodland regions.

m Discuss the influence of geogra-
phy and beliefs on the artworks
created by those Native Ameri-
can cultures.

PACIFIC
OCEAN

North American
Peoples

[ Arctic
[ Subarctic
Northwest
= Coast
California-
- Great Basin
[ Southwest
[ Great Plains

Eastern
= Woodlands

e ulf of
Mexico

t/{ rchaeologists believe that the first visitors to North America were
groups of Asian hunters who crossed an ancient land bridge across
the Bering Strait. They began to arrive in what is now Alaska between
20,000 and 40,000 years ago. Gradually these people spread out to cover
all parts of North and South America.

Some groups continued to live as hunters, whereas others settled and
grew crops. Artifacts found in these regions show that all of the groups
created art of some kind, which gives us insight into their cultures.

Arctic Region

The Arctic region, covering the vast coastal area between northeast
Siberia and eastern Greenland, was the homeland of the Inuit, or Eskimos.
(See map, Figure 11.2.) Compared to hunters and boat builders, artists
played a minor role in Inuit life until recent times. They fished and hunted
along with other members of their villages and turned to their art only
when the opportunity presented itself. Artists did not imitate each other
or criticize each other’s work, and they did not consider themselves as
belonging to any special group. They took their
art seriously, though, and were proud of their
accomplishments.

Inuit Art

The images created by Inuit artists reveal the
importance attached to the animals they relied on
for food: seal, walrus, fish, whale, and caribou.
Other animals, such as the fox, wolf, and bear, were
also represented in their art. The human figure was
depicted in the masks and dolls they created.

Ivory Engraving
M FIGURE 11.3

Figures are also found on engravings done on
walrus ivory. In these engravings, Inuit artists
used a kind of pictorial writing that described vari-
ous activities and events associated with everyday
life. In one such engraving on an ivory pipestem

MAP SKILLS

B FIGURE 11.2 Native American cultures developed
in many different parts of North America. What
differences would you expect to find between the
artworks of cultures in these different regions?

246

(Figure 11.3) a series of lively drawings records the
activities associated with the daily quest for food.

Because the surfaces of this pipestem are less
than one inch wide, the engraving takes the form
of tiny, decorative circles and miniature figures.
Despite their small size, the artist still managed to
_CONTENTS J§j 2
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B FIGURE 11.3 Many familiar activities are illustrated in this engraving. In what ways is this art similar
to the Egyptian tomb paintings? How would you describe this style of art?

Inuit. Engraved tobacco pipestem. Norton Sound, Alaska. 19th century. Walrus ivory. 27.3 cm (10%/4") long. Arctic Studies Center,

National Museum of Natural History, Smithsonian Institution, Washington, D.C.

present an easy-to-read account of
the hunt. To accent the engraved lines
used in works like this, artists filled
them in with color or darkened them
with soot.

Inuit Masks
B FIGURE 11.4

Frequently, Inuit art was created
to serve the religious needs of the
people. This was the case of a mask
carved to represent a moon goddess
(Figure 11.4). An Inuit shaman, or

M FIGURE 11.4
A mask of this
kind was worn
only by a shaman
during ceremo-
nial dances.
What feelings
do you think

the mask evoked
in viewers?

Inuit. Mask of Moon
Goddess. Lower
Yukon or Northwest
Bering Sea. Before
1900. 63.5 cm (25'/4")
high. Hearst Museum

leader believed to have healing powers,
wore such a mask during ceremonial
dances. While dancing, the shaman
would go into a trance and act as a
messenger between the world of the
living and the spirit world.

Northwest Coast
Region

The vast North American territories below
the arctic can be divided into a number of differ-
ent regions. These regions are determined by
similarities in culture and language of the Native
Americans who originally inhabited the land.

For food, the Native Americans of the
Northwest Coast depended on a plentiful sup-
ply of fish. Vast forests provided the timber
used to construct their fishing boats and
houses. These forests also offered abundant
game and a rich variety of food plants. The
prosperity and leisure that resulted from this
abundant food supply contributed to the rise

of elaborate rituals and ceremonies designed
to celebrate and demonstrate rank and status.

The Bella Coola people of British Columbia
held masked rituals. They used the sun mask
to represent the sun during an elaborate cere-
mony about the creation of man.

Secret Societies of the Kwakiutl

The Kwakiutl, one of the Native-American
groups inhabiting the Northwest region, iden-
tified people of differing rank and wealth
according to their affiliation with one of sev-
eral secret societies. The most distinguished of
these societies was for shamans only. Within

S [ contEnTs ) =
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of Anthropology,
the University of
California at Berkeley.
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M FIGURE 11.5
Each of the
beaks on this
mask is mov-
able. What
other design
elements did
the artist use to
add drama to
the mask?

George Walkus.
Secret Society Mask.
Kwakiutl. British
Columbia. 1938.
Cedar, cedar bark,
commercial paint,
and string. 53.3 X
129.5cm (21 X 51").
Denver Art Museum,
Denver, Colorado.

TIMEsPLAGE

AT TN IS ECA TN

c. 1000 B.c. A.D. 1900

Native American

See more Time & Place events on the
Time Line, page H11 in your Art Handbook

LIVING SPACES. Unique and func-
tional living spaces were designed to
fit the lifestyle of Native Americans.
Types of houses evolved and adapted
as agriculture developed and the
hunting lifestyle changed.
........................................................................ »

this society, the most important
members formed a subgroup known
as the Hamatsa.

Like other societies, the Hamatsa
held annual rituals to initiate new
members, reinforce the status of old
members, and demonstrate to non-
members the extent of their magical
powers. During these rituals, new
members performed by screaming and
leaping wildly about as rites were con-
ducted to pacify the spirits. These rites
were performed by other members of
the society wearing fantastic costumes
and masks.

The Hamatsa mask illustrated in
Figure 11.5 is composed of several
movable hinged pieces. Movement
was intended to add surprise and
drama to the ritual. Each of the sev-
eral beaks on this mask could be
manipulated to open and close,
enhancing its threatening appear-
ance. The eye areas were painted
white to reflect the light from a
ceremonial fire.

CLOTHING. Wearing apparel
was crafted from animal hide and
decorated with beads and dyes
from natural plant sources. These
items are from the Sioux and

ACT l V I TY Artifact Analysis.

Imagine that you are employed by

the government to document an
expedition west of the Mississippi
River in the early nineteenth century.
The images shown here represent the
clothing and habitat of the peoples you
have encountered. What do they tell
you about the societies from which
they came?

<[ CconTenTts) >
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The Power of Ritual

Hamatsa rituals were carefully staged for
dramatic impact. Subdued lighting permitted
the use of elaborate props to add mystery and
suspense. For example, a woman member
might suddenly claim to have supernatural
powers and, to prove it, ask another to behead
her. The ritual was carried out and a replica of
the woman’s detached head, carved in wood,
was prominently displayed in the dim light.
This replica had been so realistically crafted
that the audience, caught up in the excitement
of the moment, believed they had actually wit-
nessed the beheading. Thus, when the woman
appeared with her head still intact, the audi-
ence was convinced of her power.

After a Hamatsa ceremony, or to celebrate
some other important event, members of a
tribe often celebrated with a potlatch, an elab-
orate ceremonial feast. This was a clan event,
enabling the members of one clan to honor
those of another while adding to their own
prestige. At a potlatch, the host clan was able
to exhibit its wealth and confirm its status by
offering enormous quantities of food and valu-
able gifts to the members of the guest clan.

Totem Poles
M FIGURE 11.6

The art of the Northwest includes the
totem poles created by artists of various clans.
Totem poles are tall posts carved and painted
with a series of animal symbols associated
with a particular family or clan. They can be
thought of as similar to a European family’s
coat of arms. These poles were erected in
front of a dwelling as a means of identifica-
tion and a sign of prestige.

Totem poles like this one (Figure 11.6)
rank among the world’s largest and most
visually appealing wood carvings. It may
have taken a team of carvers as long as an
entire year to carve a single totem pole. The
amount of effort spent creating these poles
can be more fully appreciated when one
learns that every house had its own totem
pole, each measuring from 30 to 50 feet high.
Exceptional examples stand as high as 80 feet

above the ground.
<

Totem Pole

B FIGURE 11.6 Raven

purchase. 93.0015.

-

The Design of Totem Poles

Each totem pole has a complex design.
Every foot, from the bottom of the pole to the
top, holds interest for the viewer. Thus, the
viewer’s eye is constantly engaged as it sweeps
upward from one animal symbol to the next.
Even more complex are totem poles that are
completely painted, often with contrasting col-
ors. This method of painting is a modern inno-
vation. Early artists painted only the eyes, ears,
and a few other details, using mainly black,
red, blue-green, and occasionally white.

In the nineteenth century, as the wealth and
prestige of some families grew, more symbols
were added to their totem poles. The more sym-
bols on a pole, the greater the prestige. This
meant that the poles had to be built higher and
higher. Eventually it was found that a single
pole often proved to be inadequate, and addi-
tional poles had to be carved to accommodate
all the symbols associated with a family.

>
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Calvin Hunt. Totem Pole. Kwagiulth
(Northwest Coast, Canada). 1993.
Cedar with paint. 304.8 X 167.6 X
91.44 cm (120 X 66 x 36”"). Collection
of the Lowe Art Museum, University
of Miami, Miami, Florida. Museum
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B FIGURE 11.7

Taos Pueblo adobe
dwellings. Taos, New
Mexico. c. 1300.

M FIGURE 11.8
The kiva served

as a spiritual and
social gathering
place where meet-
ings were held

and ceremonies
conducted.

Kiva. Pecos Pueblo,
Pecos National
Monument, New
Mexico.

<«
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DESIGN AND FUNCTION

The pueblo dwelling was built to be func-
tional and well organized. An important part
of the pueblo, a kiva served as a spiritual and
social center where meetings were held and
ceremonies performed.
® The rooms of the pueblo were arranged in
several stories.

® Each story was set back farther than the
one below to form large terraces.

® The kiva had a flat roof with one entry.

® A raised fire pit stood in the middle of the
kiva floor.

® The sipapu, a small hole in the kiva floor,
symbolized the place through which the
people originally emerged into this world.

Southwest Region

Another cultural region extends from the
northern area of Mexico to the southern foothills
of the Rocky Mountains. Though many Native
American groups lived in this territory, it is most
often associated with the Pueblo people.

The Pueblo

Early Spanish explorers used the word
pueblo, meaning village, to identify groups of
people living in large, highly organized settle-
ments. Ancient Pueblo dwellings (Figure 11.7)
were built with walls made of adobe, or sun-
dried clay. One of the most important parts of
a pueblo was the Kiva, a circular underground
structure (Figure 11.8).

Pueblo Pottery
M FIGURE 11.9

The Pueblo people were especially skillful
in creating painted pottery (Figure 11.9). Each
community developed its own distinctive
shapes and painted designs. In the Rio Grande
Valley of New Mexico, for example, Pueblo pot-
ters used black outlines and geometric shapes
to create bold designs over a cream-colored base.
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The Navajo

Another Southwestern tribe, the Navajo,
learned the art of weaving from male Pueblo
weavers. The Navajo weavers, who were
women, began making cloth with looms at the
beginning of the eighteenth century. As
Spanish and Mexican settlers moved into the
Southwest, they introduced new designs and
patterns, which the Navajo adapted.

By the first half of the nineteenth century, the
Navajo were using European cloth and dyes to
create weavings that matched the quality of
work produced on the best looms in Europe. A
saddle blanket (Figure 11.10) exhibits many of
the qualities associated with the finest Navajo
weavings. These qualities include the closeness
of the weave; rich, vibrant colors; and bold
design. This kind of design was called an eye-
dazzler, because it created the illusion of motion
with its brilliant colors and repeated patterns of
jagged-edged squares within squares.

Great Plains Region

Our most familiar image of Native
Americans comes from the Great Plains. This
area between the Mississippi River and the
Rocky Mountains stretches from the Gulf of
Mexico into Canada. Because their lands were
generally not suited to farming, people living
there became hunters.

Continually on the move, these tribes fol-
lowed the great herds of bison that once cov-
ered this territory. This movement from place
to place made the production of pottery, basket-
ware, or weaving impractical. Work in wood or

S [ contents § =

B FIGURE 11.9 The shape and painted design identify this water
jar as a work from the Rio Grande Valley of New Mexico. What
elements of art can you identify in this design? What principles
have been used to organize those elements?

Water jar. Santo Domingo Pueblo, New Mexico. 1910. Pottery, polychrome. 24.13 cm (9'/2")
high X 24.45 cm (9°/¢”) diameter. Denver Art Museum, Denver, Colorado.

B FIGURE 11.10 This saddle blanket, created for everyday use, is
now on display in a museum. How are the principles of harmony
and variety used in this design? How is rhythm suggested?

Saddle blanket. Navajo weaving. c. 1890. Wool. 129.5 X 83.8 cm (51 X 33"). Denver Art
Museum, Denver, Colorado.

stone was limited mainly to the fashioning of
bows and flint-tipped arrows for hunting.

Painted Animal Skins
B FIGURE 11.11

The different tribes of the Plains—
including Blackfeet, Crow, Cheyenne, and
Sioux—were highly skilled in the preparation
of skins used for clothing, footwear, shields,
and various kinds of containers. These were
painted or embroidered with porcupine quills
and, later, glass beads.
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B FIGURE 11.11 This robe presents images of success and bravery.
It may have been worn to honor past victories and assure future
triumphs. What modern garments may have the same kinds of
meaning for their wearers?

George Washakie. Elkhide painted with design of Sun Dance Ceremony. Shoshoni,
Wyoming. Purchased from artist about 1900. 175.3 X 152.4 cm (69 X 60"). Courtesy of the
National Museum of the American Indian/Smithsonian Institution, New York, New York.

B FIGURE 11.12 Notice the size and the intricate shape of this
mound. It is most easily appreciated in an aerial photograph. What
does this mound indicate about the technical abilities, interests,
beliefs, and organization of the Adena?

Serpent Mound State Memorial. Adams County, Ohio. c. 1000 B.c.—A.D. 300.

<«
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The men of the tribe usually painted the
skins used for tepee