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Understanding

oth art" appreciation and criticism in context

and art making are integral learning strands

of the Visual Arts curriculum. Students at
basic education level and senior secondary level
learn through art appreciation and criticism, and
art making to acquire a comprehensive experience
and learning of art. It is expected that their ways of
seeing, making and thinking are to be enhanced,
students thus develop their positive values and
attitudes.

Art appreciation and criticism not only involves
viewers'directresponsestothevisualappearance of
an artwork, it also requires viewers’ understanding
that a piece of artwork might have different
meanings in different contexts. In the process of
appraising artwork or phenomena, students should
enquire about the social, cultural and art context
in history, which may have influenced the creation
of a particular piece of artwork or art phenomenon,
and the students’ current context for multiple-
perspective and critical interpretation.

The Arts Education Section of the Education
Bureau issues the Art Appreciation and Criticism in
Context Series to support schools to implement the
learning activities of art appreciation and criticism.
The Education Bureau, therefore, invited several
eminent scholars and research practitioners to
write for this Series, and provide knowledge of art
appreciation and criticism, as well as materials of
historical, cultural and art contexts. Teachers may
apply these materials with flexibility in their learning
and teaching. This Series includes understanding
different perspectives and strategies of appraising
art and learning about the cultural contexts of
China, Hong Kong and the West. This can serve as
reference materials for analysing, interpreting and
judging various artworks or phenomena. Artworks
from diverse cultural contexts are employed as
examples to illustrate how to select and apply
relevant materials for multiple-perspective and
critical art appreciation and criticism.

'In this book, art refers to the visual arts.
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The Series is arranged in nine Parts. Part One
What is Art Criticism? aims to describe the
theories and strategies of art criticism from
the contextual approach. Content of this part
includes:an overview of the relationship among
arttheories, art history,and artappreciationand
criticism; different strategies and perspectives
of art criticism such as the context of viewing,
the context of creation, the psychological,
semiotic and phenomenological perspectives,
as well as the process of and vocabulary used
for art criticism.

Part Two Understanding Chinese Art through
Culture explores how Chinese culture: | Ching,
Confucian, Taoism and Buddhism relates with
art, the cultural factors embedded in Chinese
art, the effects of Chinese culture in the
evolution of Chinese art, and ways to apply
thematic approach to appraise Chinese art.

Part Three Understanding Western Art through
Culture introduces the evolution of art from a
broad context, the characteristics of Western
art and architecture, and some important
artworks. It also describes the historical,

cultural, economical and technological
contexts, and the views of art of relevant
periods of time, which might have effects on

the creation of art.

Part Four Understanding Local Art through
Culture analyses the contextual factors, which
influenced the evolution of Hong Kong art
from historical, social, cultural and economic
perspectives. The topics explored in this
Part include: the effects of Chinese, Western
and local cultures, and globalisation on the
evolution of local art; and the relationship
between some local socio-cultural phenomena,
such as the exploration of cultural identity, and

art.
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Part Five Understanding Visual Artworks with
Functions from Various Perspectives provides
guided analyses and comparisons of visual
arts work with functions and perspectives
from design educators, artists and popular
culture practitioners. It involves a broad
view of historical significance and human
values, studying the functions and aesthetics
of utensils, the need for development and
creativity in crafts, and the formation and
influence of trendy styles.

Parts Six to Nine are examples of appreciation
and criticism. They illustrate how to apply
knowledge of appreciation and criticism, and
employ various materials for multi-faceted
explorations and interpretation of artworks of
diverse genre, periods of time and cultures.

Knowledge and implementation strategies of
appreciation and criticism, and materials of
history and culture relevant to art provided
in this Series can be used together with other
reference books and Internet resources to
complement and verify each other. Teachers
may encourage students to read textual and
visual resources extensively to broaden their
scope of view, strengthen their art knowledge,
enhance their thinking skills, and develop their
ability and attitude of learning to learn.

Arts Education Section
Education Bureau
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love you’
| The meaning of this ‘lovely’ sentence is
not all self-evident. It depends on who said it
and how it was. It may be romantic or cynical,
genuine or hypocritical, or simply no meaning
at all. These three words cannot tell us what
the sentence means unless we know the

context in which it is uttered.

Art is the creation of human beings. However,
the aesthetic value of any artwork is not
obvious.Of coursewe canhavean‘intuitive’and
'direct’ reception to any artwork as beautiful
and enjoyable without further remarks. We
simply like or dislike it. We think it is only just a
matter of personal taste. Art, unlike knowledge,
is something not cognitive in nature. We do
not have to learn to understand or appreciate
artwork. We just feel if it is agreeable or not.

But if we are asked to explain why we do or do
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not like a particular artwork, we have nothing
to say except referring back to our personal

taste.

Perhaps we do not have to answer such
question. However, if we further are asked
how this personal taste is formed we may be
perplexed at what exactly constitutes ‘personal
taste’. In fact, we are always influenced by the
current fashion of taste without any enjoyment
for granted. Most of our so-called personal
taste is nothing personal but uncritically
naive. Paradoxically, the personal taste is
the internalisation of the common taste.
Personal taste in fact can only be understood
in context of the common. We do not have an
independent judgement as such. We are always
in the context of the web of cultural meaning,

value and taste.

One of the aims of art education is to instill

a sense of independent judgement to our
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studentssothatthey mightknowforthemselves
the reason and value why they like or dislike
any artwork. Art appreciation and criticism is
not something arbitrary but must be learned.
The important key is therefore to understand
the context in which any artwork is being
appreciated. The cultural, social, historical,
psychological and philosophical background of
the artists and artworks serves as the contextual
nexus. With the understanding of the context
we can come to direct contact with the artwork
and then we can tell ourselves why we do like
or dislike this work; and why this piece of work

is aesthetically valuable or not.

| believe this series of books will serve the

purpose well.
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The development of Western art has a very

long history. Throughout the years, we have

amassed countless art pieces. These pieces of
artwork convey creators’ ideas and feelings, and
contain people’s thoughts and their pursuit of life in
a particular period and region. Therefore students’
understanding of Western culture can be nurtured
through appreciating and appraising Western art.
Students observe and analyse the content and
ways of presentation of an artwork, respond to it
emotionally and intellectually, and explore the
contexts for a more comprehensive interpretation
of the artwork. This learning process can enhance
students’ aesthetic ability and artistic taste,
strengthen their understanding of art and culture,
as well as enrich their enjoyment of appreciating
works of art.

The Visual Arts curriculum puts emphasis on
developing students’ multiple ways of seeing,
thinking and making through art. To broaden their
scope of horizon, students are encouraged to
explore artwork of diverse historical and cultural
contexts; and from a variety of perspectives. This
book aims at enhancing teachers’ knowledge of
Western culture for inspiring multiple-perspective
appreciation and criticism of works of art. The
Education Bureau commissioned Professor Greg
M. THOMAS to author this book, revealing the
historical, cultural and technological contexts of
the evolution and emergence of Western art. It also
introduces the characteristics of Western art and
architecture over a period of time, and illustrates
them with some major art pieces as examples.

Teachers can use this book together with another
volume of reference materials Art Appreciation and
Criticism in Context - Examples of Understanding
Western Art through Culture as part of the
reference sources for the learning and teaching of
art appreciation and criticism. Moreover, students
are also welcome to make reference to this book as
part of their reference materials for enriching their
art experience which can be extended to their art
making.

Arts Education Section
Education Bureau
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Chapter One
Overall approach

To understand art historically is to understand
how works of art interact with their historical
cultural context. This is a two-way process of
both “reflection” and “interpretation”. On the
one hand, art reflects the past in the sense
that it records a period’s patterns of thought
and behaviour. On the other hand, art also
interprets its historical context, expressing
judgments and opinions about what is moral
or immoral, which beliefs are right or wrong,
why a ruler is good or bad, and so on. Art, in
other words, expresses ideology. For example,
Gianlorenzo Bernini's statue The Ecstasy of Saint
Theresa (Please refer to item 19 of Appendix |)
shows that in 17t century ltaly, the Catholic
branch of Christianity was dominant. But it also
interprets Catholic beliefs in a very particular
way, representing religious experience as a
sensual, emotional feeling rather than as a
rational understanding of moral lessons from

the Bible.

To understand how a work of art interprets its
historical context, one has to consider both
its content and its reception. Most Western
works of art have some kind of narrative
content or subject matter — a story from
history or literature, symbols referring to

religious or political beliefs, or people simply

doing something. Almost all works of art also

17
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have visual content or style — visual effects
determined by a work’s material, composition,
colouring, light, space, scale, texture, and so on.
Itis this visual content, the specific appearance
of a work, that affects what viewers think and
feel about the work’s narrative content. The
reception of a work involves three primary
types of people: the artist or artists who
produced the work, the patron who hired the
artist or purchased the work, and viewers of the
time who reacted to it. These different parties
often have very different ideas about what a
work means, so art historical techniques are
essential for revealing not the single meaning
of a work, but the range of different meanings
that people in the past had for the same work

of art.

Asmodern viewers separated by time or cultural
difference from a work’s original historical
context, we live in a different historical context
from most art we study. Consequently, our
interpretations of a work inevitably differ from
those of the people who originally produced
and viewed it; we often find new meanings
relevant to our own lives. This is what makes
art a living culture rather than merely a dead
record of the past. Appreciating art is thus
a dialogue with past or distant cultures, a
conversation about experiences, beliefs, and

values from both the past and present.

The following text introduces the history
of Western art by overviewing five major

periods (after a brief section on the origins of
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Western art). These period categories, which
are widely used by art historians, are defined
by broad changes in both art and historical
context. Each of the five period chapters
includes a summary, a section on historical
context, and brief sections (c-g) on several
dimensions of art production and reception,
roughly encompassing architecture, art
practices, patronage, art theory and criticism,
and techniques. A longer final section of each
chapter then describes specific examples of
important works. Most of these examples are
works of visual arts in two or three dimensions.
A bit of photography is included, but no film
or video. Architecture (section ¢) is discussed
briefly as part of the historical and cultural
context of art production. By distinguishing
these various dimensions of art practice and
historical context, it is hoped readers will find
it easy to distinguish major features of art
production and reception within each period

and to trace changes in those features from

one period to the next.

19
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Chapter Two
Origins of art in the West

The earliest forms of art known in Europe
are stone carvings and cave paintings made
between 30,000 and 10,000 B.C. Their functions
and meanings are not clear, but much of the
painted imagery depicts animals, and the
earliest stone carvings represent nude female
figures, suggesting possible associations with
fertility beliefs. The caves at Lascaux in France
are particularly elaborate. Art of this period
comes from hunting and gathering societies,
suggesting that image-making is deeply
embedded in human culture. More systematic
art production developed with settled urban
civilisations. Europe’s art-making traditions
have their roots in the early urban civilisations
of Mesopotamia (present-day Irag and lIran,
beginning c. 3,500 B.C.) and Egypt (c. 3,000 —
1,000 B.C)). In both cases, art-making was
devoted primarily to three main functions:
religious ideology, political ideology, and
decoration. Ideas and technology from these
civilisations spread with trade across the
Mediterranean to influence sophisticated
art cultures centred on the island of Crete
and the Greek peninsula (c. 2,000-1,100 B.C),
which in turn influenced the eventual rise of a
systematic, sophisticated urban art culture in
Greece from the 6™ century B.C. onward. This
ancient Greek art is considered the beginning

point of classical traditions within Europe.
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Chapter Three
Ancient period and
classical art,

c. 500 B.C.-c. 400 AD.

a. Summary The Greeks and Romans
established a “classical” tradition that deeply
influenced all subsequent Western art. Their
focus on the human body and narrative
subjects, their concern for both ideal beauty
and illusionistic realism, and their use of art
for public political and religious functions
all influenced later artists, who viewed the
classical tradition as a peak of humanistic
civilisation, or civilisation devoted to the study
and enrichment of human life and experience.

Art flourished because of wealth and strong

political organisation.

b. Historical context The term “classical art”
in the West refers to the cultures of ancient
Greece and ancient Rome, where Europe’s
first sophisticated urban cultures appeared. In
Greece, classical culture flourished from the 6™
to 15t centuries B.C. in city-states, which were
independent cities with the power, wealth,
and complex social organisation needed to
produce art. Culturally, Athens was the richest
of these city-states. It had a democracy in the 5%
century B.C. and was a major source of Western
philosophy, science, law, drama, literature,
architecture,and art. The philosophers Socrates
and Plato created very influential theories of

idealism, suggesting that all real objects in the
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world are imperfect reflections of ideal models
in the mind. Aristotle and others developed
rational processes for investigating the
physical world in scientific ways. Greek religion
was based on mythological stories of gods
and goddesses who controlled various natural
phenomena and who loved and fought among
one another. The main Greek texts about these
gods were the /liad and Odyssey, epic stories
about the Trojan War and the human heroes
Achilles and Odysseus, composed by the poet
Homer in the 9t or 8" century B.C.

Ancient Rome began officially with the
founding of the Republic of Rome in 509 B.C.
The Republic was essentially democratic, with
a Senate, assemblies, and elected leaders
called consuls. In 27 B.C.,, Rome changed to
an autocratic empire, with Augustus Caesar
the first emperor. Roman armies took over
much of Europe, North Africa, and the Middle
East, creating cities, building roads and civic
buildings, and spreading sophisticated Roman
technology, while tax revenues fuelled a
wealthy upper class. The Roman Empire was
broken up in the 5" century by armies from
northern Europe. Roman religion followed
Greek mythology, with Virgil's Aeneid of 30-
19 B.C. and Ovid's Metamorphoses of c. 8 A.D.
containing important Roman stories about the
gods. In the Middle East, however, Judaism was
practised, based on the worship of a single
God. Those Jews who believed Jesus Christ was
God’'s prophet became “Christians”. Christianity

spread after the Romans executed Jesus in
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Jerusalem c. 30 A.D. Emperor Constantine
legalised Christianity in 313 and transferred
the capital from Rome to Constantinople (now
Istanbul in Turkey) in 330. While the Western
Roman Empire collapsed in 476, the Eastern
Roman empire — devoted to Christianity and
based in Constantinople - survived as the

Byzantine Empire until 1453.

c. Architecture As they did for art, the
Greeks and Romans laid the foundations for
subsequent Western architecture. The Greek
temple form (such as the Parthenon in Athens),
with marble columns and a precise system of
decorations, was the basis for the classical style.
The Romans developed arches, domes, and
concrete technology (as in the Pantheon and
Colosseum in Rome), enabling them to spread
their empire and build up cities around the
Mediterranean. Classical architectural theorists
also established principles of symmetry,
geometry, proportion, and closeness to nature,
principles that have remained essential to

Western architecture.

d. Conditions of art production In ancient
Greece and Rome, the dominant view of
painters and sculptors was that they were
craftsmen who were hired and admired
primarily for their skills in imitating reality (see
below). Only gradually did people begin to
appreciate artists for their individual creativity.
In Greece, pottery workshops typically had a
specialist potter design a vessel and a painter

decorate it; both might sign their name on
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a vessel, indicating a value for individual

craftsmen. Sculptors were commissioned
by the state to make large sculptures for
temple decoration and public display. Rome
likewise commissioned much public sculpture,
painting, and mosaic decoration, along with
vast quantities of art commissioned by private
individuals to decorate private homes. Most
artists were men, but a few female artists are

known.

e. Social functions of art Most ancient
art that has survived was public art used to
propagate religious and political ideologies.
The Greeks used temples and images of the
gods to show devotion to the gods and seek
their divine support. Statues of athletes and
literary heroes, displayed in public spaces, also
acted as models of ideal moral and physical
perfection, creating a model of what it meant
to be a civilised citizen of Athens or other city-
states. The Roman state similarly used sculpture
for religious devotion and civic pride. As the
empire developed, images of the emperor
were made to assert his power and authority.
The Romans also made many portraits to
commemorate political and cultural leaders
and to memorialise ordinary upper class
citizens. Large amounts of decorative art was

made to beautify public and private buildings.
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f. Theory and reception of art Ancient
writers established two fundamental, somewhat
contradictory notions of Western art — realism
andidealism. Greek writers generally viewed art
as an attempt to imitate the visible world, and
this basic view of art as mimesis or imitation
remained influential throughout the history
of Western art. Some ancient writers praised
artists for their mimetic skill, as in the Roman
story of the Greek painter Zeuxis, who painted
grapes so realistic that birds tried to eat
them. On the other hand, the most influential
classical philosopher, Plato (4t century B.C)),
condemned visual arts as mere trickery. Plato
believed the visible world was an imperfect
shadow of eternal, ideal patterns or “Ideas”, and
he believed people should study this higher
world of Ideas rather than the physical world of
"Appearances”. His example of a couch remains
famous. He wrote that a real couch built by a
carpenter is just an imperfect imitation of the
Idea of a perfect couch. A painting of a couch
is an even less perfect imitation of just one
view of the carpenter’s couch. In this sense,
painting is an imperfect trick of the eye that
remains far away from eternal Ideas.

While denouncing imitation, Plato’s belief
in the noble truth of ideal forms encouraged
artists to pursue beauty as a way of depicting
ideal Ideas. The most complex and beautiful
form was the human body, and artists sought
to create ideal human figures by imitating the

most perfect heads, hands, and bodies they

could find among living models and combining
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them into a perfect figure. The Greek sculptor
Polykleitos had already provided rules for
such ideal beauty in the 5™ century B.C. His
influential treatise, called the Canon, laid out
a mathematical system of proportions that
artists should follow when representing human
figures, and his own Spear Bearer exemplified
this approach (Please refer to item 2 of
Appendix | ). Both this value for ideal beauty
and the rules for achieving it were central to
much art both before and after the Middle
Ages. Roman writers, especially Pliny the
Elder (1t century A.D.), recorded information
about Greek artists and translated many
Greek writings on art. Like the Greeks, Romans
also praised the beauty of the human body
and encouraged the pursuit of ideal beauty.
Vitruvius's book On Architecture (15t century
A.D.) established key principles of classical
architecture, including symmetry, geometry,

proportion, ornament, and functionalism.
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g. Technologies of art Greek pottery was
made with red clay and a clay-based paint
called slip which would turn black when fired
in a kiln. Greek and early Italian sculptors also
used unglazed baked clay, called terracotta,
to make statues. More durable were stone
statues, made by chipping away a marble block
and polishing the surface by rubbing. By about
500 B.C., the Greeks perfected bronze casting
techniques similar to those in ancient China;
making clay molds and filling them with hot
liquid bronze, they would cast finely detailed
piecesand assemble them into a hollow, sturdy,
larger-than-life figure. Later, the Romans used
the same marble and bronze techniques and
made many marble copies of Greek bronzes.
Greeks and Romans also made large murals,
or wall decorations, in paint and mosaic; for
paintings, Romans used a wax-based paint on
plaster, while mosaics were made by cementing
small pieces of coloured stone or glass to a
plaster wall or floor. Greek painters already
painted shadows and used different shades of
colour (a technique later called chiaroscuro)
to represent the roundness of objects; Romans
further developed an early form of linear
perspective to make murals seem like realistic

extensions of a room’s actual space.

h. Forms of art Classical art is dominated
by figural images of four kinds: mythological
narratives, heroic nudes, scenes of real life, and
portraits. The three main surviving media for
classical art are vase painting, sculpture, and

wall painting.
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The Metropolitan Museum of Art, Lent by the Republic of Italy (L. 2006. 10)
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Euphronios (as painter), Euxitheos (as potter) Death of Sarpedon Greece, c. 515 B.C.
Calyx-krater (bowl for mixing wine) , Terracotta, height: 45.7 cm, diameter: 55.1 cm

The Metropolitan Museum of Art, New York
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Common subjects in Greek vase paintings are
scenes of the gods, battle scenes with human
warriors and gods, and scenes of human beings
working, enjoying leisure activities, and holding
athletic competitions. The Death of Sarpedon
(figure 1), painted by Euphroniosabout515B.C.,
is typical in several ways. The story is from the
lliad, which describes the Trojan War, including
the struggles between the Greek hero Achilles
and the hero from Troy, Hector. The /liad also

describes the actions of the gods favouring
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one side or the other. Here, the Trojan warrior
Sarpedon has been killed and is being carried
to the underworld of the dead by the gods
of sleep and death, with the messenger god
Hermes standing in the centre. Warriors were
commonly represented as heroes fighting in
the nude, and Sarpedon’s naked body is painted
with black slip to articulate his muscles. The
flower patterns create a rectangular frame, as

is typical in Western paintings.

The Spear Bearer, or Doryphorus (Please refer to
item 2 of Appendix |), originally cast in bronze
c. 450-440 B.C., exemplifies Greek attitudes
toward the nude. Like most Greek bronzes, the
original is known only through Roman copies
in marble. Its sculptor, Polykleitos, wrote a
text describing the mathematical proportions
of an ideal male figure. The Spear Bearer was
meant to represent this ideal beauty, with a
realistic and muscular body, balanced pose,
refined facial features, and smoothly polished
skin surface. This example, like many, appears
to be an athlete ready to compete in the nude,
as practised in the early Olympic games. Other
ideal nudes depict warriors and gods. The
Greeks also sculpted some female figures of
goddesses, either nude or clothed in robes.
Greek nudes were widely imitated in Rome and
greatly admired by artists from the Renaissance

onward.

While the Romans followed Greek sculptural
practices, they also developed a form of

highly realistic marble sculpture for portraits
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of leaders and ordinary citizens. One such
portrait is typical in emphasising the non-ideal,
realistic details of the aging man’s face (Please
refer to item 3 of Appendix I). The bust format,
showing the head and shoulders, emphasises
the person’sindividuality and focuses attention
on his inner character, combining physical and

psychological realism.

In their painting, the Romans revealed a wider
range of subject matter. Many wall paintings
survive fromthetown of Pompeii, becauseitwas
buried by the volcanic eruption of Mt. Vesuvius
in 79 A.D. Decorating the walls of homes, these
paintings show cityscapes, landscapes, scenes
of ordinary life, literary narratives, and religious
rituals. In the upper-class House of the Vettii at
Pompeii, dated to 63-79 A.D. (Please refer to
item 4 of Appendix |), artists painted elaborate
scenes of architecture, using slanting lines
and an early form of linear perspective to
create the illusion of doorways, windows,
and picture frames. Also depicted are marble
panels, figures on balconies, and in this case
an illusion of a painting that includes a nude
man and other figures from a mythological
story. Shadows, shading, and precise detailing
add to the realism of this sophisticated picture

within a picture.
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Chapter Four
Middle Ages and
medieval art, c. 400 - c. 1400

a. Summary The Middle Ages saw a drastic
decline of classicism and the humanistic
values classicism propagated. Medieval art
was dominated by Christianity, as Church
officials and political leaders commissioned
art to visualise and propagate Christian texts
and doctrines. Imagery of nude figures and
classical gods virtually disappeared from
art, while medieval art styles tended toward
abstraction and emotional expression rather
than illusionistic realism. Art technologies
declined sharply and recovered only in the

Renaissance.

b. Historical context Following the collapse
of the Roman Empire in the 5" century, Western
Europe became politically fragmented into
small kingdoms, Roman cities fell into disrepair,
and sophisticated Roman art technologies
were lost. The period from this time to about
1400, when the Renaissance revived classical
culture, is called the Middle Ages. During
these centuries, the Eastern Roman Empire
continued as the Byzantine Empire, centred
in Constantinople (now called Istanbul, in
Turkey). In 1054, Christianity split into the
Catholic Church (based in Rome and led by a
Pope) and the Eastern Orthodox Church (based
in Constantinople and led by a Patriarch). The

Byzantines gradually lost land and power to
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Muslims (followers of Islam), who worship the
same God as the Jews and Christians but follow
the 7t-century prophet Muhammad. Islam
spread quickly from Saudi Arabia through the
Middle East, North Africa, and Spain. In 1453,
the Muslims also took over Turkey and Greece,
Ottoman which

establishing the Empire,

survived into the early 20t century.

Medieval art production in Western and
northern Europe was dominated by the
Catholic Church, with most knowledge kept
alive in monasteries, where various orders of
Catholic monks continued to study classical
texts and copied Christian texts in Latin. The
Bible, Christianity’s main book, includes the
Old Testament, which shares chapters with
Judaism, and the New Testament telling of
Christ’s life and subsequent history.

c. Architecture Classical technology and
styles declined drastically in the Middle Ages,
with the most elaborate buildings being
fortified stone castles. The Roman basilica -
a public service building with a long hall and
apse (a curved niche) at one end — became the
basis for Western Europe’s standard church
form, which was an elongated cross shape.
Most Eastern churches were “central-planned”
squares or crosses with a dome over the centre.
In the 12™ century, a new Gothic style and
technology developed in France and Germany,
allowing the construction of huge cathedrals
(churches housing a bishop) with high pointed
arches and vaults, thin stone walls, and large

windows with colourful glass.
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d. Conditions of art production Medieval
artists were generally treated like other
craftsmen and were hired for specific

commissions. The patrons — mostly Church
officials, rulers, and wealthy citizens — often
specified what scene to represent, how to
compose it, and even how much of each colour
of paint to use. Artists trained as apprentices,
working many years for a master, and they
usually belonged to “guilds” -

professional

organisations of painters, stoneworkers,
woodworkers, jewellers, glassmakers, and so
on. In monasteries, some monks specialised in
copying and illustrating religious manuscripts.
These were made for the monastery’s own

library or for outside patrons.

e. Social functions of art The dominant
function of Medieval art was to propagate
Christianrituals, beliefs, and values.Illustrations
in manuscripts helped readers imagine the
events described. Altarpieces were paintings or
sculptures placed on a church altar — the table
where the priest performs the Catholic mass -
to represent key events in the life of Christ, the
Virgin Mary, or the saint to whom the church
was dedicated. Statues, mosaics, and stained
glass windows illustrated events from the Bible
and lives of saints. They urged people to follow
Christian morals, creating a narrative history of
human life from the creation of the world to
the end of time, when deceased souls would all
be sent to either Heaven or Hell. Most secular

art was produced as small-scale craft.
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f.  Theory and reception of art Most writers
during the Middle Ages were monks and
religious authorities. The Bible opened an
enormous controversy because in the Old
Testament, God tells Moses that people must
not worship images of God. Some Christians,
especially the 8" century Byzantine emperor
Leo Ill, consequently destroyed religious
images. Others, following Pope Gregory the
Great (c. 540-604) and subsequent Popes in
Rome, defended images by saying they could
teach illiterate Christians and could honour
God, Christ, and saints. Using Plato’s ideas, they
also said imperfect images could help direct
people’s minds to the higher perfection of God.
From about the 121" to 14t centuries, a general
movement known as “Scholasticism” revived
philosophy and created the first universities in
Europe. Although no texts were written about
the visual arts, Scholastic writings revived the
classical value for beauty, defined largely in
terms of unity and harmonious proportions. A
similar view was expressed by the 13t™-century
Italian monk Saint Thomas Aquinas, who
combined classical and Christian ideas and
became one of the mostinfluential theologians
of the period. Scholastic philosophy also
influenced the Abbot Suger, a 12%-century
monk in charge of the monastery and church of
Saint Denis near Paris, which served the French
kings. Suger directed the building of the first
Gothic church there, based on a new building
technology and new ideas about beauty and

the power of art to draw people to God.



9. BRI FLEBFANEMN  BEE

BRIEE FRLAKREBEAMZ  UREERT

MEREBNEE  HERERRY - EERK
FAIEFSEFTRESCDARER  BOBERHA
LEVREZBEEBNEIE - KA PRI
REFRBEFH (UMAFPHEIFHNER)
RHER - BRUEBK  URHER  BAKNER
HEANEREDYREKNFELALIGE - EF
HALEE - DURM RER R 22 A8 T Bk 89 B 6 8 A 1F
BERIMEM - METTHEHLRK  REEARE
RENABBERTER  MHEFHEAE
RUWILEAM - MIFBEMREAREERAGAHE
A PELREEMAIFTRARRKERARAEE
WEEHE ZERKN11004F  TEEKEHIE
BERBEE &ML - EE ERAEBEEHRE
feAE  BRMNTEEMERIENR  MRAAR
MREE - EMRTIBARACENFELE
MEREBEEAE  HESREAMIFERAE
HER XEEENERZ —ZEMNT 214
SIANTHR (RATRIELEREER) KR
TAHRZSIANT AZIRE (KHA800F BT E
RA) - AZEBRE-RAM LHEHEG
EOEERSZE DRER > BELURRIMRELD
Ak o I LEFMNBMEIETFME RN PR
HIRRN  HRFRFEHFNI2ELHFERN (B

NBERNEM) B2 —AROT -

wexflbAmE

Understanding

Wbﬂﬁﬁﬁ

fild

Western Art Through Culture

g. Technologiesofart Many Roman technologies
were lost or greatly diminished, including

concrete vault construction, bronze and
marble sculpting, and illusionistic techniques
of shading and perspective. Mosaic continued
in the Byzantine Empire, but with less three-
dimensional illusionism. Most medieval
painting was done in manuscripts (hand-
copied texts in the form of books), using ink
and tempera paints made of pigment, water,
and egg yolk on vellum or parchment pages
made of animal skin. In the later Middle Ages,
statues in wood were carved and painted for
church interiors. In the 11t century, large-
scale stone sculpture was revived for churches,
usually using softer stone of northern Europe
rather than the harder white marble of the
south. The greatest medieval innovation was
the development of stained glass for cathedral
windows. By about 1100, craftsmen were able
to make huge glass pictures by cutting sheets
of coloured glass into small shapes, painting
on details with enamel glass powder, and
joining them together with lead strips. For
homes and other secular buildings, artists
made pictorial tapestries by weaving various
colours of wool and other threads. One of the
causes of the Renaissance was the introduction
of paper (invented in China by the 2n century
B.C.) into Europe in the 12™ century, and of
woodcut prints (used in China from c. 800)
in the 14% century. Woodcuts are made by
carving an image in relief on a piece of wood,
inking the raised parts, and pressing paper or

cloth against it. Some detailed manuals of art
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techniques were written in the later Middle
Ages, such as the 12t century The Various Arts

by Theophilus Presbyter.

h. Forms of art The great majority of
medieval art was devoted to Christian subjects
decorating churchesand manuscripts.Ccmmon
subjects include Christ's life, Christ on the
cross or enthroned in Heaven, the Virgin Mary
holding the Christ child on her lap, and scenes
of saints’ lives. Imagery tends to be heavily
outlined, with relatively crude depictions of
space and three-dimensional volume. Symbols

and narrative meanings are emphasised.

Emperor Justinian and His attendants (Please
refer to item 5a of Appendix |) of c. 547 adorns
a church in northeast Italy, which was then part
of the Byzantine Empire. Typical of Byzantine
art, itis a mosaic with a high degree of abstract
patterning, a gold background suggesting
Heaven, and only simple shading on the
figures. At the centre, with a halo indicating
his holiness, is the Byzantine emperor,
Justinian, who was also the head of the Eastern
Church. Around him are six religious figures
(including the local archbishop Maximianus)
and six soldiers. These twelve attendants make
a parallel with the twelve apostles of Christ,
reinforcing Justinian’s holiness and power. The
mosaic represents the act of opening the new
church. A second mosaic (Please refer to item

5b of Appendix | ) shows Justinian’s wife with

attendants of her own.
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In politically fragmented Western Europe,
art quickly fell into small-scale, non-
representational work. Manuscripts like the
Scottish Book of Kells (figure 6), created
around 800, emphasise abstract patterning
rather than illusionistic space and volume. This

book reproduces the four gospels of the New

© The Board of Trinity College, Dublin, Ireland
6 (HlE~ZE) ARIChi-RhoH ' 1800

B#iFm (FRELER)

"B 3325 25500 REREABLEME=—2K
Chi-Rho page, in the Book of Kells c. 800

Illuminated manuscript in tempera on vellum, height: 33 cm, width: 25.5 cm
The Board of Trinity College, Dublin, Ireland
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Testament, and the page shown represents a
large curving X, a small P below it, and an |,
forming an abbreviation for the word “Christi”.
This begins a sentence that continues below

and on the following page. The letters are

© Bibliotheque Nationale de France, Paris

7 REEH (BRAFNMAE) - (AEMEORE) A H24 (£8) #1325
FRELBNEY B : 241295  H 17125 BERERZEERESE

Jean Pucelle David before Saul, in the Belleville Breviary, folio 24 verso c. 1325
Ink and tempera on vellum, height: 24.1 cm, width: 17.1 cm, Bibliothéque Nationale de France, Paris
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turned into finely detailed geometric and
floral patterns emphasising the text’s holiness,
but small figures are also mixed in, probably
showing Christ, angels, a monk, and animals.
By the 14% century, northern manuscript
illuminators were attempting sophisticated
narrative scenes with realistic figures, as in
David before Saul (figure 7), which represents

events from the Old Testament.

Figures re-emerged in large-scale sculpture
during the 11 and 12™ centuries to decorate

new, large Romanesque churches. At Autun in

B & M76.50%9  [EEFE - 4 64025 R ¢ 41 35-452 %  AEBUAKRKE EPIPIE

Gislebertus Last Judgment c.1120-35

Sculpture in stone, height: about 76.5 cm, width of base: about 640 cm, depth: about 35-45 cm

Over the main entrance of the Cathedral of Autun, France
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France, a sculptor named Gislebertus depicted
the Last Judgment over the cathedral’s main
entrance in the 1120s (figure 8). Referring
to the Bible’'s book of Revelation, this shows
Christ sitting in Heaven, with deceased souls
rising from their tombs along the bottom to
be judged by Christ and his winged angels and
then sent either to Heaven (above Christ’s right
hand) or to Hell (below his left hand). Figures
appear three-dimensional but elongated and
patterned. The horrible appearance of demons
dragging people into Hell was intended to
scare church visitors into following Christian

morals.
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Chapter Five
Renaissance and
Baroque period,
C. 1400 -¢. 1700

a. Summary Economicdevelopment, political
strength, and the importing of paper and
printing all helped drive the renaissance, or
revival, of classical knowledge, technology,
and culture c. 1400. Classical humanism,
however, was now blended with Christianity.
Individualism generated great creativity. When
Protestants split from the Catholic Church in
the 16" century, the Catholic Pope increased
religious art production, but Protestant
countries in the 17% century created new
subjects in art - landscape, still life, genre
painting - focusing on ordinary people and
the material world. Powerful kings also became
major art patronsin the 17t century, decorating

cities and palace complexes as nations began

to take shape.

b. Historical context Theword“Renaissance’,
meaning rebirth in French, is applied to the
period of roughly 1400 to 1600 because
this period saw a rebirth of classical culture,
knowledge, and technology. Classicism,
however, was now mixed with Christian culture
and augmented by the new technologies of
paper-making and the printing press, which
vastly increased book production and literacy.
The Renaissance took root, as in antiquity, in

rich and powerful city-states concentrated in
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present-day Italy (the southern Renaissance)
and Belgium and Germany (the northern
Renaissance). In Italy, the greatest centre in the
15t century was Florence, which had grown
wealthy from trade and banking and was
ruled by the Medici family of bankers. Rome
supplanted Florence as ltaly’s pre-eminent
art centre in the later 15% century, with lavish
art patronage from the Pope and from Rome's
many large churches. In the North, key cities
were Brugge and Antwerp (now in Belgium),
both coastal centres of trade, and Nuremberg
(now in Germany), known for crafts and early
printing. Paris began its rise to prominence
when King Francis | made it his capital in 1515.
The Pope’s power and wealth rose dramatically
in the 15% century, but the Church was split
n 1517 when Martin Luther protested against
a variety of Church practices and doctrines
(including extravagant art patronage) and
emphasised individuals’ personal devotion to
God and the Bible. This Protestant Reformation
led to the spread of Protestantism in northern
Europe, while the Popes launched the Counter-
Reformation to secure Catholic dominance in

Italy, Spain, and France.

The Baroque period of about 1600 to 1700
was deeply influenced by the Protestant split.
Religious art production increased in Catholic
countries and decreased in Protestant ones.
The Netherlands, a Protestant, democratic, sea-
trading country, developed many new secular
subjects,

notably landscape, still life, and

genre painting. City-states and duchies also
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began forming into large, unified nations that
accumulated vast wealth, established powerful
armies, and competed with one another for
territory and influence. The modern nations
of England, France, Spain, the Netherlands,
and Russia were gradually established through
various wars. The Thirty Years’ War (1618-
1648) was especially important in shaping
the boundaries of Western Europe. A series of
struggles between Catholics and Protestants
within the German states of Prussia and
Austria, it expanded into territorial battles,
with the German states and Spain on one side
and France and northern states on the other
side. Eastern Europe was dominated by Prussia
and Austria, while Turkey and Greece were
absorbed into the Islamic Ottoman Empire
in 1453. Most European nations (except the
Netherlands) had absolute monarchies, in
which kings passed power to their sons. Kings
generated huge amounts of art, especially in
France, where King Louis XIV (r.1643-1715)
established a major cultural centre at the

palace of Versailles.

Science also developed rapidly in this period,
far surpassing the ancients and revolutionising
knowledge of the physical world. Around 1500,
Leonardo da Vinci (also a great artist) made
countless discoveries about anatomy, water,
flight, and engineering. With Christopher
Columbus’s discovery of the Americas in 1492
and Ferdinand Magellan’s sailing around
the earth in 1522, people accepted that the

earth was round, and in 1543 the astronomer
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Nicolaus Copernicus upset Christian beliefs by
proposing that the earth revolved around the
sun rather than vice versa. The 17™ century saw
the invention of microscopes and telescopes,
the formation of modern mathematics,
and the discovery of the laws of planetary
motion (by Johannes Kepler) and gravity (by
Isaac Newton). With increased exploration,
Europeans established settlements in the
Americas and trade contacts with southern
and eastern Asia. The 17™ century also lay
important foundations for modern literature,

drama, music, and philosophy.

c.  Architecture Renaissance architects studied
ancientRomanruinsandrevivedthetechnology,
scale, and styles of classical architecture. While
the emotionally charged Gothic style remained
dominant in northern European churches, Italy
constructed churches in classical styles with
rational geometry, mathematical order, and
bright clear windows. The Pope’s construction
of a new church of Saint Peter's in Rome,
beginning around 1500, generated a great
deal of art. Palaces and town squares became
important elements of Renaissance cities, and
the grandest buildings in the 17t century were
palace-garden complexes for kings. Baroque
architecture tended to use curving forms and
elaborate decoration with marble, plaster,

ceiling paintings, and gold gilding.
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d. Conditions of art production Renaissance
andBaroqueartistsgenerallytrained by working
asapprenticesinthe workshop of a professional
artist. Most artists were men, but a few women
also became professional artists in this period.
During the 15" century, many artists continued
to belong to craft guilds and to follow the
requirements of patrons commissioning work
from them. However, independent art schools
began appearing in the 16" century and artists
began to be treated as intellectuals rather
than simply craftsmen. By c. 1500, artists like
Michelangelo, Leonardo, and Ddirer were
regardedas creative geniuses. Theyincreasingly
invented their own images and used students
to assist them. In the 17% century, some artists
began painting whatever they wished, selling
works on the open market. As in antiquity,
much monumental art was commissioned by
local governments to decorate public spaces,
while wealthy individuals bought art to adorn
their homes. The Church also continued to
be a major patron. Kings in the 17t and 18®

centuries often appointed official court artists

to work for them full-time.

e. Social functions of art As in the classical
period, much public art was produced to
represent the history and identity of city-
states and then, in the Baroque period, of
nations. Wealthy people and royal families
commissioned  portraits  to record their
appearance, indicate class status, and reinforce
power. As in the Middle Ages, much art was also

made to propagate Christian beliefs. Large-
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scale painting for church walls and altarpieces
increased, while manuscripts with painted
illustrations were gradually replaced by printed
books with print illustrations. Following the
Protestant Reformation, Catholic churches
produced even more art, with an emphasis
on mysticism and the lives of saints. The 17t
century saw a rapid increase in secular art for
the home. A middle class market developed,
with paintings made to depict nature and the
material world, to celebrate daily life, and to
teach moral messages. The idea of an artist
expressing personal feelings was still not
common.

f.  Theory and reception of art The
Renaissance brought a flood of practical and
theoretical art writing, much of it dealing
with realism, idealism, and the religious use of
images.Inltaly, LeonBattista Alberti’s 1435 book
On Painting — the West's first real art manual -
explained linear perspective and other realistic
devices, while encouraging artists to pursue
beauty. Giorgio Vasari published Europe’s
first real art historical treatise, the Lives of
the Most Excellent [talian Architects, Painters,
and Sculptors, in 1550. It had biographies of
Italian artists both living and dead, described
the beauties of specific works, and promoted
the Renaissance idea that great artists are
magical geniuses inspired by God. In the North,

Carel van Mander's The Painter’s Treatise of
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1604 provided a similar history and theory of
painting in northern Europe. From the 1520s,
Martin Luther’s Protestant Reformation led to
much “iconoclasm” (destruction of religious
images) in the North in order to follow God's
commandment against images, although
Luther himself said images of Christ and saints
could help people worship God. In opposing
Protestantism at the Council of Trent (1545-
63), the Catholic Pope reaffirmed the benefit of
images for honouring God, teaching religious
lessons, and encouraging people to emulate
the saints. With the founding of the French
Academy in 1648, French artists like Nicolas
Poussin instituted the dominant academic
idea that the highest form of painting was
historical or mythological stories carrying
moral messages, painted with ideal beauty.
In architecture, Alberti's On Architecture
(published 1485) and Andrea Palladio’s Four
Books of Architecture (1570) revived and

expanded on Vitruvius's writings on classical

design and theory.

g. Technologies of art The biggest technical

invention driving Renaissance art was
papermaking, which originated in China by
the 2 century B.C., spread through Islamic
lands, then entered Europe in the 12t to 14t
centuries. Paper was made by pounding and
soaking linen cloth, spreading this pulp onto

screens, and drying it into sheets. Cheap
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and versatile, paper increased the amount
of drawing artists could do, and drawing in
red and black chalk, lead pencil, and ink pen
became common. Paper was also used for
religious woodcut prints in the 14% century,
and paper made mass book printing possible
after Johann Gutenburg invented the Western
printing press in Germany in the 1450s. Images
also began to be reproduced using engraving
(from c. 1440) and etching (from c. 1500). An
image is carved into a metal plate either by
hand (engraving) or with acid (etching); the
carved lines are then filled with ink and a sheet
of moist paper is pressed against the metal

plate in a mechanical press, lifting the ink.

Paintings continued to be made using egg
tempera, but oil painting developed rapidly
in the 15" century to become the dominant
painting medium. Oil paint was made by mixing
dry pigments with linseed or other plant oils;
easily blended and applied in layers with a
brush, it enables fine detailing and highly
illusionistic shading, with a glossy surface
enhanced by varnish. Tempera and oil were
first used on wooden panels prepared with a
layer of gesso (gypsum and animal glue). In the
15t century, artists began painting on canvas,
made from heavy linen stretched on wooden
frames and prepared with a ground layer of
gesso or paint. The third main paint medium
was fresco, in which water-based paints are

applied to a thin layer of wet plaster on a wall
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or ceiling, hardening to a permanent finish.
Renaissance sculptors generally switched from

wood back to stone and bronze.

Stylistically, the great technical innovation of
the Renaissance was linear perspective or one-
point perspective, which creates an illusion of
a picture’s space extending realistically from
the viewer's space, like a view through a glass
window. In linear perspective, all straight lines
perpendiculartothe picture plane(i.e.theplane
of the picture surface) are rendered as straight
diagonal lines that converge on a single point
on the horizon opposite the viewer’s eye-level.
Systematic linear perspective was first used
in Florence c. 1420 by Filippo Brunelleschi
and theorised by Alberti in his 1435 book.
Renaissance artists also perfected chiaroscuro
- modelling figures with lighter and darker
shades of a colour to make it seem rounded
- and developed mathematical systems of
proportion for drawing the human figure and

designing buildings.
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h. Forms of art. The creative spirit and
technological sophistication of the Renaissance
are most evident in the work of artists from
Florence. Donatello’s life-size bronze sculpture
of the military hero Erasmo da Narni on his
horse (Please refer to item 9 of Appendix | )
imitates classical models and shows complete
mastery of classical realism and bronze
technology. Commissioned by the Republic of
Venice in 1443 and placed in a town square in
Padua, it commemorates a hero, celebrates his
individuality, and shows pride in the Venetian
state.In painting, Masaccio’s Trinity of the 1420s
(Please refer to item 10 of Appendix |) shows a
similar mastery of classical monumentality, the
nude, and realism, with the new illusionistic
system of linear perspective; the painting is
on a wall in a church in Florence, and when
a viewer stands before it, the figures appear
life-size and the picture’s classical architecture
appears to be part of the church, with the
pictorial space receding exactly as a real
space would. The painting was commissioned
by the man painted at the left, whose wife -
kneeling opposite — was buried in the church.
The skeleton refers to death, while the central
theme of the “trinity” (Christ, God , and a dove
representing the “holy spirit”) refers to Christ's
death and resurrection. Botticelli's The Birth
of Venus (figure 11) is a third type of subject,
classical mythology. Commissioned in the
1480s and one of the first paintings on canvas,

it shows the Roman goddess of love being

born in the sea. Following a classical poem,
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Sandro Botticelli The Birth of Venus c. 1484-86

Tempera on canvas, height: 172.5 cm, width: 278.5 cm, Galleria degli Uffizi, Florence
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the wind god Zephyr blows her to shore, while
a "hora” (or spirit of the seasons) symbolising
Spring dresses her. Venus, a model of beauty,
became a common subject for erotic images,
but in Florence she was also meant to suggest

divine, Christian love.

During the same century, northern artists
remained more focused on Christian subjects,
using the new medium of oil painting. The
Ghent Altarpiece, painted by the van Eyck
brothers in Flanders (now Belgium) in 1425-32,
is the grandest example (figure 12a-b). Linear

perspective is less strict than in Italy, but the
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Image courtesy of Reproductiefonds
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Jan van Eyck Ghent Altarpiece (outer doors closed) 1425-32
Oil on wood, height: about 350 cm, width: about 223 cm, Cathedral of Saint-Bavo, Ghent
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Jan van Eyck Ghent Altarpiece (outer doors opened) 1425-32
0il on wood, height: about 350 cm, width: about 461 cm, Cathedral of Saint-Bavo, Ghent
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two outer doors showing the "Annunciation”,
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pregnant with Christ. Below are saints and the
painting’s patrons. On Easter, these doors were
opened to reveal an image from the Bible's last
chapter, describing the end of time. Above sits
God in Heaven, flanked by Mary and Saint John
the Baptist, singing angels, and the first human
beings, Adam and Eve. Below is the earth, with
holy people worshipping the bleeding lamb,
symbolising Christ, whose sacrifice redeemed
human beings from Adam’s original sin. The
altarpiece thus narrates the entire history of

human existence.

Around 1500, art grew even more sophisticated
and individualistic. In Germany, Matthias
Grinewald's /senheim Altarpiece of c. 1515
(figure 13) shows a gruesome, highly emotional
version of Christ’s crucifixion by the Romans,
with Christ’s blood, wounds, and suffocation
precisely detailed. The inside contrasts such
physical suffering with Christ’s spiritual
bliss, depicting his conception, birth, and
resurrection, all accented with brilliant light
and colour. Made for a hospital, the picture
aimed to comfort the sick with reminders of
Christ’s suffering and resurrection. Albrecht
Direr also depicted Christian subjects, but with
more scientific interest. His Self-Portrait with
a Fur-Trimmed Coat (figure 14), prominently
signed and dated 1500, uses realism to create a
stunning new image of the artist as a genius -

intelligent, handsome, and intensely confident
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© Musée d'Unterlinden, Colmar, photo O. Zimmermann
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Matthias Griinewald Isenheim Altarpiece c. 1515

Oil on panel, height: 345 cm, width: 457 cm, Musée d'Unterlinden, Colmar
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of his powers. Durer was also the greatest

printmaker of the Renaissance.

ltaly saw an even greater flowering of
individuality around 1500, a time known as the
“High Renaissance.” When Leonardo da Vinci,
expert in both art and science, painted The
Last Supper in 1495-98 (Please refer to item
15 of Appendix | ), he tried a new technique
using oil and tempera on hard plaster. It
soon began flaking off, leading to frequent

repainting. Following modern Western ideas
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© Bayerische Staatsgeméldesammlungen, Alte Pinakothek Munich

14 18 (BEFIEMEE]) 1500

REHE & : 6725 4925  BENEREEEME
Albrecht Direr Self-Portrait with a Fur-Trimmed Coat 1500
Oil on panel, height: 67 cm, width: 49 cm, Alte Pinakothek, Munich
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about art restoration, a restorer cleaned away
all the added paint in 1979-99, leaving many
blank areas. Although the painting is high on
a wall in a Milan monastery, Leonardo’s linear

perspective positions the viewer directly
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opposite Christ’s eyes. This suggests a personal
link to Christ as he conducts the first mass,
distributing bread and wine to his twelve
apostles. They are reacting to his prediction

that one of them (Judas, in shadow) will betray

him. Back in Florence in 1501-1504, another

© Galleria dell’Accademia, Florence

16 KBIEREFE (K#E®) 1501-04
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Michelangelo Buonarroti David 1501-04
Marble sculpture, height: 408 cm, Galleria dell’Accademia, Florence
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17 KEMER (BETBFEEXEEE) 1508-12
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Michelangelo Buonarroti Ceiling of the Sistine Chapel 1508-12
Fresco painting, 40.5 m x 13.4 m, Vatican Museums
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Renaissance genius, Michelangelo Buonarroti,
sculpted the four-metre marble David (figure
16) to adorn Florence Cathedral. Based on the
Old Testament, it represents the young Jewish
shepherd David preparing to kill the giant
Goliath. David’s ideal nude body combines
classical and Christian ideas, showing his
physical and moral strength to derive from faith
in God. Pope Julius Il, who began rebuilding St.
Peter’s Cathedral, called Michelangelo to Rome
in 1505 and asked him to paint the ceiling of
the Sistine Chapel (figure 17) in the Pope’s
Vatican residence. Remarkably, Julius allowed
Michelangelo to plan the subject himself.
Michelangelo depicted nine scenes from the
Bible's first chapter, showing the creation of
the world, Adam and Eve, and Noah, an early
parallel to Christ. These are surrounded by Old
Testament figures, fake architecture, and non-
symbolic male nudes. This highly innovative
ensemble links the Old Testament to the era of
Christ and his Popes, a sequence completed by
the Last Judgment that Michelangelo added to

the end wall in 1536.

In the 17t century, many great artists emerged,
along with new genres, or subjects, of art and a
new blend of realistic and theatrical effects. In
the South, Caravaggio’s Entombment (Please
refer to item 18 of Appendix | ), painted for
a Roman church c. 1603, caused controversy

because the figures looked so ordinary and
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un-holy. By positioning the viewer in Christ’s
tomb and casting strong light and shadow,
the painting heightens the scene’s emotional
drama. Gianlorenzo Bernini likewise created
a highly theatrical, emotional effect in The
Ecstasy of Saint Theresa (Please refer to item
19 of Appendix |), whose white marble, gold
rays of divine light, and animated drapery cast
the saint’s vision of divine love as a sensual,

physical pleasure. In Spain, the great innovator

© 2008 Museo Nacional del Prado, Madrid
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Diego Veldzquez Las Meninas 1656

Oil on canvas, height: 318 cm, width: 276 cm, Museo Nacional del Prado, Madrid
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was Diego Veldzquez, who worked for King
Philip IV. Las Meninas (figure 20) is a royal
portrait, showing the king’'s daughter with her
attendants. But it also transforms the scene
into a complex, theatrical play of gazes. While
the princess watches us, we see ourselves -
playing the king and queen — reflected in a
mirror on the back wall, apparently posing for
Veldzquez, who inspects us from behind his

easel on the left.

In the North, Peter Paul Rubens, based in
Flanders (now Belgium), painted for many
royal courts. His grandest project was a set of
24 life-size paintings for the French queen in
the 1620s. One of these (figure 21) shows the
king giving up war and falling in love with the
future queen’s portrait, an event turned into
an allegory of love with classical gods and
goddesses hovering about. The democratic
Netherlands developed a different kind of art
rooted in ordinary life and material pleasures.
Landscape painting first flourished there, with
oil paintings such as Jacob van Ruisdael’s
Bleaching Fields near Haarlem (Please refer
to item 22 of Appendix | ) emphasising the
materiality of nature and detailing the city’'s
economic activity. Jan Steen’s 1660s genre
scene, The Feast of Saint Nicholas (figure 23),
focuses on society rather than nature. The
many details and chaotic gestures convey a
believable sense of ordinary middle class life,
in this case showing children’s varied reactions
to Christmas gifts. It suggests a subtle moral

lesson while celebrating family life. The

61



62

© Photo RMN - © René-Gabriel Ojéda / Thierry Le Mage

21 BAH (ZROHIGEIEF - F@MEATAEE) 1621-25
WAHE 539425 ' 829529 RERERETZS

Peter Paul Rubens Henry IV Receiving the Portrait of Marie de’ Medici 1621-25
Qil on canvas, height: 394 cm, width: 295 cm, Musée du Louvre, Paris
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© Rijksmuseum Amsterdam
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Jan Steen The Feast of Saint Nicholas c. 1660-65
Qil on canvas, height: 82 cm, width: 70.5 cm, Rijksmuseum, Amsterdam
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greatest Netherlandish artists of the period
were Frans Hals, specialising in portraiture,
Jan Vermeer, specialising in interior scenes of
women, and Rembrandt van Rijn. Rembrandt,
also a great etcher, created a Protestant form
of religious painting emphasising personal
belief and experience. A tragic classical subject,
Lucretia of 1664 (figure 24), best reveals his

humanistic values. According to legend, the
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son of a brutal Roman king raped the virtuous
Lucretia by threatening to defame her family.
She then told her family of the crime and
killed herself to preserve their honour, causing
Romans to overthrow the king and create the
Roman republic. Rembrandt’s beautiful, sparse
picture concentrates viewers' sympathy in
her personal emotional suffering, something

unprecedented in Western art.

Andrew W. Mellon Collection, Image courtesy of the Board of Trustees,
National Gallery of Art, Washington

24 #mE (BREFE) 1664
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Rembrandt van Rijn Lucretia 1664
Oil on canvas, height: 120 cm, width: 101 cm, National Gallery of Art, Washington
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Chapter Six
Early modern period,
¢. 1700 -¢. 1900

a. Summary The 18™-century Enlightenment
generated democratic revolutions and a
value for individual freedom, as well as an
industrial revolution leading to capitalism
and an expanded middle class or bourgeoisie.
Around 1800, Romantic ideas of individual self-
expression laid a foundation for all subsequent
art, which increasingly focused on expressing
the artist's personal subjective experience
rather than political or religious ideology. The
notion of the avant-garde encouraged constant
innovation. During the 19t century, the modern
art world took shape, with public exhibitions,

private art dealers, art criticism, and a wealthy

bourgeois class dominating artistic taste.

b. Historical context Scholars cannot agree
when exactly “/modernity” emerged in Western
civilisation, but most agree that between
1700 and 1900, the Western world underwent
major shifts leading to the modern lifestyles,
ideological attitudes, and political, religious,
economic, and social practices that still
prevail today. Building in part on Protestant
individualism and 17®"-century science, the first
major development was the Enlightenment,
a general philosophical movement centred
reason as the

in France that promoted

essential tool for improving human society.
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Enlightenment principles of liberty and equality
contributed to two key political revolutions —
the American Revolution of 1776, in which
the United States broke away from the king of
England and created a modern democracy, and
the French Revolution of 1789, which overthrew
France’s monarchy and instituted a democratic
Republic until 1799. The Republic, plagued by
violence, gave way to Napoleon's empire (until
1815), more kings, and three more revolutions
(in 1830, 1848, and 1871), the final one
establishing a lasting Republic. Although most
European nations (e.g. Prussia, Russia, Spain,
England) remained monarchies or empires into
the twentieth century, the fall of France’s kings
fundamentally altered European politics and
helped spread the individualistic questioning
of authority. Greece gained independence
from the Ottoman Empire in 1832 and Italy
unified as a nation in 1861. By 1900, the United
States had grown to a nation of 45 states and
was producing art that was beginning to rival

Europe’s.

The Enlightenment also contributed to the
equally important Industrial Revolution, a
dramatic increase in mass manufacturing in
the later 18t and 19t centuries. This economic
revolution vastly increased the production
of material goods, drew millions of people
into Europe’s cities, and by the later 19"
century had created a new dominant class -
the bourgeoisie. Eighteenth-century societies
were still dominated by the aristocracy, a small
ruling class of wealthy, land-owning families,

while most Europeans belonged to the lower
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class of urban labourers and peasants, who
farmed for the aristocracy. The bourgeoisie
was the middle class of merchants and
professionals, and they grew with the spread
of capitalism, a system in which businessmen -
the bourgeois owners and managers of
factory production — owned factories, hired
workers, and accumulated wealth. Karl Marx
first outlined this new order and criticised its
inequality in his 1848 Communist Manifesto.
Industrial capitalism also re-shaped the world
through imperialism. England, Spain, Portugal,
and France sent trading companies around the
globe to gather raw materials and open new
markets, leading to the British Empire in India
from the 1750s onward, the forced opening of
China in 1842 and Japan in 1854, and colonies
covering most of South America, Southeast

Asia and Africa by 1900.

Europe’s two branches of revolution brought
change to all areas of life during the 19t
century. Christianity declined, commercialism
rose dramatically, and entire economies of
middle class leisure (tourism, restaurants,

theatre, fashion, shopping, and the like)
developed. lllustrated newspapers, magazines,
encyclopedias, and travel literature grew
rapidly, along with improved literacy, creating
the world’s first mass public cultures. The
novel became a dominant literary form, while
aristocratic court music transformed into
individualistic solo performance on the one
hand and large symphonic and operatic works
on the other. Europeans interacted more and

more with foreign cultures through war, trade,
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tourism, illustrated literature, and the huge
worldfairsbeguninlLondonin1851.Throughout
the 19t century, technology steadily advanced,
bringing revolutionary inventions of steam
power, railroads, photography, electricity,
automobiles, and (in 1903) powered flight. By
1900, virtually every facet of modern Western

life had appeared.

c. Architecture In the early 18" century,
churches and palaces were generally built in
Rococo styles, more elaborate and fanciful
than the Baroque. Neoclassicism turned against
such decorative excess in the later 18" and 19t
centuries, leading to more severe, plain white
buildings with columns, arches, and domes.
This manner became dominant for grand
secular and religious buildings throughout
Europe and Europe’s colonies, including Hong
Kong. From the early 19™ century, numerous
churches and secular buildings were also built
ina Gothic Revival manner, with pointed arches,
asymmetrical towers, and other medieval
elements. In the 1850s, Baron Haussmann'’s
renovation of Paris established many of the
principles of modern urban design, including
wide boulevards and sidewalks, trees and parks,
standardised apartment blocks, and installation
of sewers and other sanitary facilities. The first
truly new technological invention since the
Gothic arch was iron and glass construction,
developed for bridges in the early 19t century,
World Fair buildings from 1851, and early

American skyscrapers in the 1880s.
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d. Conditionsof artproduction Theapprentice-
ship system of art training continued in the 18t
century but was gradually absorbed in a new
system of government-managed art academies
that controlled both art education and public
art display. Louis XIV created the first Royal
Academy of Painting and Sculpture in Paris in
1648, followed by similar institutions in Berlin,
Vienna, St. Petersburg, Stockholm, Madrid, and
elsewhere. England’s Royal Academy opened
in London in 1768. Academies provided a
formal curriculum under a master artist. Study
focused on learning to paint narrative subjects
in oil, based on studying live nude models and
classical and Renaissance pictures and statues.
Academies also gave exams and sent top
students to Rome. In the 19t™ century, private
schools and studios increased, often allowing
less rigidly classical training, and many of the
best artists learned from a little studio training

and a lot of self-study.

Academies also controlled the public display
of art. In the 18™ century, most art was still
produced for royal courts, aristocrats, and
the Church. But beginning in France in 1737,
governmentsorganisedlarge publicexhibitions
in which the academies chose exhibitors,
awarded prizes, and advised governments
what to buy. These “salons” in Paris attracted
huge crowds, equivalent to today’s cinema
culture.  Governments were driven by
nationalistic competition and a new desire to

educate the general public. Public edification

also motivated the first public art museums,
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beginning with the Louvre in 1793. Public
exposure, however, also created new, unofficial
forms of art reception, including private
buyers and independent art critics working
for newspapers. As a result, art production
became far more diverse in the 19" century.
Artists could work on commission as before;
they could produce illustrations for books or
magazines; or they could paint whatever they
chose and try to sell it to bourgeois patrons
through the Salon or through private art
dealers. In the later 19™ century, dealers and
private exhibitions became crucial for avant-
garde artists. The Impressionist exhibitions of
1874 to 1886 are especially important. By 1900,
the modern idea that artists were free creators

was widely accepted.

e. Social functions of art Most 18t century
art was produced for monarchs, aristocrats,
or the Catholic Church, propagating political,
social, and religious ideologies respectively.
Much aristocratic and royal art, however, now
became fanciful and imaginative, made as
a kind of cultural entertainment decorating
fancy homes and palaces. Partly to oppose
this decline in serious ideological expression,
Neoclassical artists in the late 18™ century
made didactic (or moralising) narrative images
to support various political and moral ideas.
At the same time, Romantic artists questioned
political authority and Enlightenment reason,

developing art forms that celebrated individual
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experience and explored human irrationality,
emotion and spirituality.

During the 19" century, Neoclassicism
became conservative, promoting the idea of
a continuing classical tradition of noble ideas
and ideal beauty. Romantic trends fostered
the rise of "avant-garde” movements that
celebrated innovation and self-expression, and
often pursued social improvement through
social and political criticism. Governments
used art to promote nationalism, while a new
travel industry produced paintings, prints,
and photographs to describe and interpret
foreign lands and peoples. Throughout the
19t century, much art was also disseminated
through exhibitions and mass media as popular
visual entertainment, including love stories,
tragedies, historical reenactments, eroticism,

and social and political satire.
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f.  Theory and reception of art In the 18®

century, the Enlightenment philosophers
in France promoted the belief in human
moral progress through reason. Such values
reinforced the academic belief that art should
be morally educational. The first president of
England’s Royal Academy, Joshua Reynolds,
gave fifteen influential lectures (1769-90)
defending classicism, promoting history
painting, and explaining how to create an
ideal figure by studying nature and using
the imagination to combine actual bits of
people’s imperfect bodies into a perfect
whole. Alternatively, he said, an artist could
simply imitate ancient art, which was already
perfect. This faith in the aesthetic, moral,
and physical perfection of antiquity underlay
Neoclassicism, expressed most forcefully by
the German Johann Winckelmann in his books
on ancient Greek art (1750 and 1764). The
Enlightenment also sparked professional art
criticism, whose purpose was to evaluate art for
the general public. The first great art critic, the
Enlightenment philosopher Denis Diderot, saw
idealised history painting as too detached from
ordinary people’s experience. His reviews of
the French Salons (1759-81) instead promoted
realistic paintings depicting ordinary people,
which could convey moral lessons by stirring
viewers’ emotional involvement in a painting.
Throughout the late 18% and 19t centuries, art
critics played a vital role in publicly debating

the merits of various theories and specific

works of art.
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Around 1800, romantic artists, writers,
and philosophers in Germany and England
condemned academic theory for promoting
conservativerulesandsuppressingindividuality.
Their emphasis on expressing spirituality and
the artist’s own individual emotion initiated
modern ideas of artistic creativity. In France,
the romantic Delacroix said art’s main goal is
the exercise of the imagination, an attitude
"art for art's sake”.

defended

known as Ingres, his

Neoclassical nemesis, academic
classicism, but he said art’s goal is ideal beauty
(not moral education); in this sense, he was
similar to Delacroix. Delacroix was a hero of
Charles Baudelaire, an avant-garde critic and
poet whose influential salon reviews (1840s-
60s) praised both realism and the imagination.
His 1846 declaration that artists should depict
modern life instead of past ages helped spark
the Realist movement of Courbet and the
Impressionists. Courbet himself stated that
art should only depict real physical objects
as the artist has actually experienced them;
imagination lay not in inventing scenes but in
conveying personal experience. The few critics
who defended Impressionism made similar
claims. In the late 19t century, however, artists
and critics (especially Symbolists) took this
individualism to an extreme, suggesting that
inner, mental experience was more important
than actual physical experience. During an art
trial in London in 1878, the American painter
James McNeill Whistler made the first clear

defence of pure abstraction, claiming that

representation was irrelevant to art and that
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art’'s only purpose was to convey subjective

aesthetic effects.

The 19™ century also created modern art
history, enabling artists and public to know
much more about Western and non-Western
art. Scholarly biographies were published
of modern artists (David, Géricault, Ingres,
Delacroix) and past masters (the favourites
were Raphael, Michelangelo, and Rembrandt),
and France started publishing the first journal
devoted to art, the Gazette des Beaux-Arts,
in 1859. In England, John Ruskin wrote both
history and criticism, praising Gothic art and
defending Turner and the Pre-Raphaelites
for painting both realism and beauty. Colour
theory was also important, and Michel-Eugeéne
Chevreul’s 1839 book The Laws of Contrast of
Colour greatly influenced the Impressionists.

g. Technologies of art Marble and bronze

remained the dominant sculpture media
between 1700 and 1900, with oil on canvas
the preferred painting medium. Eighteenth-
century artists often drew with coloured pastel
crayons as well as pencil, pen, and chalk, and
watercolour on paper became very popular
around 1800, especially for amateur landscape
painters. Nineteenth-century artists increased
the use of watercolour and thicker gouache
paint, along with pastel, charcoal, and crayon.
Oil paint was packaged in metal tubes only in
the mid-19t% century, making it much easier to

paint outdoors with portable easels.
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Engraving was the dominant print medium
in the 18" century, widely used to reproduce
paintings. Etching was enhanced by the
development of aquatint, in which even
gray tones are etched through cracked resin.
Lithography, invented in 1798, was a totally
new printmaking concept, leading to the
processes now used to print most colour
brochures and food packages. Early lithographs
were made by drawing with a greasy crayon on
a smooth stone, then duplicating the drawing
by wetting and inking the stone. Lithography
made it possible to draw an image freely and
print thousands of copies in newspapers and
magazines, sometimes with acolourtintadded.
Later 19th-century publications also frequently
used a fine-grained woodcut process called

wood engraving.

The most revolutionary visual invention since
antiquity was photography, patented in both
France and England in 1839. Photography used
a small box with a hole in one end (called a
camera obscura) to cast an image of the
world onto the box’s inner back wall. The key
invention was a chemical solution that could
fix the projected image onto either a metal
plate (the French daguerreotype) or a glass
plate (the English calotype). With calotypes,
the exposed image was a negative, which is
then used to print multiple positive images;
this process led to the film photography still

in use today.
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h. Forms of art Royal and aristocratic art in
the 18" century extended Baroque practices
into a "Rococo” mode of art full of fantasy
subjects and highly artificial styles. Francois
Boucher, the favourite painter of France’s King
Louis XV, typified the Rococo with flattering

portraits and love scenes of shepherds or

The Metropolitan Museum of Art, Bequest of William K. Vanderbilt, 1920 (20.155.9)
Image © The Metropolitan Museum of Art

25 BT (HEMETHAL) 1751
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Francois Boucher The Toilet of Venus 1751

Oil on canvas, height: 108.3 cm, width: 85.1 cm, The Metropolitan Museum of Art, New York
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© Photo RMN / © Hervé Lewandowski

26 B} (ERATITE) 1740
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Jean-Baptiste Chardin Grace 1740

Qil on canvas, height: 49 cm, width: 38 cm, Musée du Louvre, Paris
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gods. His 1751 The Toilet of Venus (figure
25) is an erotic nude designed for personal
pleasure rather than public propaganda. The
picture’s owner was the king’s mistress, and
all its symbolism, appropriately, refers to love
and sex. Jean-Baptiste Chardin’s Grace of 1740
(figure 26) gives an opposite view of women,

showing a pious middle class mother waiting
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© Photo RMN - © Gérard Blot / Christian Jean

27 A% (FHERBZE) 1784
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Jacques-Louis David The Oath of the Horatii 1784

Qil on canvas, height: 330 cm, width: 425 cm, Musée du Louvre, Paris
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for her son and daughter to finish their prayers
before giving them a simple meal. This sober,
materialistic image was engraved and sold to

the public as a sweet moral model.

In the late 18™ century, two trends developed
simultaneously - Neoclassicism and
Romanticism. Jacques-Louis David eliminated
the Rococo by reviving classical realism,
idealism, and ideology. His The Oath of the
Horatii of 1784 (figure 27) shows three ancient

Roman brothers vowing to defend Rome

against three enemies. Their rigid muscular
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bodies, contrasted with their despairing sister
and wives, promotes devotion to the state
over the family. He painted this work for the
king but soon used Neoclassicism to support
the French Revolution and then Napoleon.
Elsewhere, meanwhile, artists were initiating
Romanticism, a general, vaguely defined trend
embracing emotion andindividuality. Francisco
Goya, unique and ingenious, emphasised
people’s

irrationality over Enlightenment

reason. His The Third of May 1808 in Madrid:

the Executions on Principe Pio Hill of 1814

© Museo Nacional del Prado, Madrid

28 R (1808F5A3AEREE  EMALLIL EAYERK) 1814

WAHE 526805 0 347RAS  BERERELNSEME
Francisco Goya The Third of May 1808 in Madrid: the Executions on Principe Pio Hill 1814
Qil on canvas, height: 268 cm, width: 347 cm, Museo Nacional del Prado, Madrid
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The Metropolitan Museum of Art, Gift of M. Knoedler & Co., 1918 (18.64)
Image © The Metropolitan Museum of Art

29 Fit (EMELERHSE) - HA (F78) BhR43 1799
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Francisco Goya The Sleep of Reason Produces Monsters, from Los Caprichos, plate 43 1799
Etching and aquatint, height: 21.5 cm, width: 15 cm, The Metropolitan Museum of Art, New York

HRETEREETMEA  BRMBEFRAEST T (figure 28) protests French aggression, showing

B o 70 AR S B R R - B (AT Napoleon’s soldiers brutally executing Spanish
civilians. In stunning aquatint prints such as

BERANESRE) (B29) r FHERBTEAMAK

The Sleep of Reason Produces Monsters (figure
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DB EER  EENRERIKE - EEE R 29), Goya displayed the fears and superstitions

Y i - , that emerge when people do not think
BEBBIRUABATBEFIRWOBEN J peop
rationally. In Germany, romantic artists sought

pFlanfmis R 1808 FMER (RIE) (E30) »

new forms of spirituality in nature. Philipp Otto

Al ERRESRAALEZAENERE Runge’s 1808 Morning (figure 30), for example,

© Bildarchiv Preussischer Kulterbesitz / Hamburger Kunsthalle / Elke Walford

30 fwtg (EME) 1808
WMAHE - 5 10929  F8 : 85505 F BERNEEMEERME
Philipp Otto Runge Morning 1808
Oil on canvas, height: 109 cm, width: 85.5 cm, Hamburger Kunsthalle, Hamburg
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© The National Gallery, London 2009
Presented by Henry Vaughan, 1886

31 FEEFER (FEHE) 1821
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John Constable The Hay Wain 1821

creates a fictional vision linking creativity to
babyhood and springtime. Romantic interest
in nature sparked a dramatic rise in landscape
painting, with John Constable's The Hay Wain
of 1821 (figure 31) and J. M. W. Turner’s Snow
Storm - Steam-Boat off a Harbour’s Mouth of
1842 (figure 32) representing two approaches
in England. Constable loved to capture the
relaxed feeling of ordinary, old-fashioned
rural life, while Turner dramatised the struggle
between human beings — here harnessing the

new power of steam — and sublime nature.

Oil on canvas, height: 130.2 cm, width: 185.4 cm, The National Gallery, London
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© Tate, London 2009
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Joseph Mallord William Turner Snow Storm - Steam-Boat off a Harbour’s Mouth 1842
Qil on canvas, height: 91.4 cm, width: 121.9 cm, Tate Britain, London
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33 RHEE (=E%) 1814
WARHE  F 9125 16220 BENERETE
Jean-Auguste-Dominique Ingres Grand Odalisque 1814

In France, Neoclassicism and Romanticism
led to competing views of culture personified
by J. A. D. Ingres and Eugéne Delacroix.
Ingres discarded David's moral ideology and
made Neoclassicism a style of ideal beauty,
exemplified by elongated, polished female
nudes such as the 1814 harem fantasy Grand

Odalisque (figure 33). Delacroix’s own Oriental

Oil on canvas, height: 91 cm, width: 162 cm, Musée du Louvre, Paris
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© Photo RMN / © Hervé Lewandowski

34 EHRARE (EERERTZIE) 1827-28

MAHE 539209 49625 RERBREES

Eugéne Delacroix Death of Sardanapalus 1827-28

Oil on canvas, height: 392 cm, width: 496 cm, Musée du Louvre, Paris
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fantasy, Death of Sardanapalus (figure 34),
shocked viewers at the Paris Salon of 1828
with a fiery, violent vision of an ancient
Assyrian king (lying on the bed) destroying his
concubines, his palace, and himself as rebels
advance. Both these trends were displaced
around 1850 by Gustave Courbet’s "Realism”,
which focused attention on material reality

rather than imaginative fiction. Courbet’'s A
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© Photo RMN / © Hervé Lewandowski

35 EME (REMZEE) 1849-50
TAME - 5 31529+ [ : 66827 BEREREZEYE
Gustave Courbet A Burial at Ornans 1849-50
Oil on canvas, height: 315 cm, width: 668 cm, Musée d'Orsay, Paris
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Burial at Ornans (figure 35), shown at the Paris
Salon of 1850-51, shows ordinary, un-idealised
townspeople in eastern France attending his
own grandfather’s funeral. Dark and roughly
painted, the huge canvas (stretching 21 feet)
eliminates all idealism and moral commentary.
Another great Realist, Honoré Daumier,

helped pioneer modern caricature with comic
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2 [ » ([E36)  #HE—EE ARRMIEY newspaper lithographs like You were hungry...
TR EIEE - That is not a Reason... of 1845 (figure 36),

showing a poor man being condemned by a

judge for stealing food.

© The Cleveland Museum of Art, Gift of Ralph King 1925.449

36 KR (REE) BAR15 ¢ (RALFEE ... EFEEH ... ) 1845
FRREIR) - & : 26,425 + Fi : 34.82%5 - RERTFIRBHEME
Honoré Daumier The Men of Justice, plate 15: You were hungry...That is not a Reason... 1845
Lithograph, height: 26.4 cm, width: 34.8 cm, The Cleveland Museum of Art, Cleveland
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© The National Gallery, London 2009
Sir Hugh Lane Bequest, 1917

37 BA (MFHFITEEZTLE) 1862

WAME 5 :76.2280 118125  BERGRERER
Edouard Manet Music in the Tuileries Gardens 1862

Oil on canvas, height: 76.2 cm, width: 118.1 cm, The National Gallery, London
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Realism helped inspire Impressionism in the
1860s, a movement focusing on the urban
bourgeois lifestyle that began in Paris and
now dominates much of the world. Edouard
Manet's Music in the Tuileries Gardens of
1862 (figure 37) was an early model, showing
the painter (at the far left) and fashionably
dressed friends enjoying a concert in a park.
The subject is ordinary bourgeois leisure, and
the new style is brightly coloured and loosely
painted, conveying the effect of outdoor light
and movement. In 1874, Manet's admirers held

their first Impressionist exhibition. Claude
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Monet's Impression, Sunrise (Please refer
to item 38 of Appendix |') was criticised for
breaking Renaissance conventions by using
solid unmixed colours applied with bold and
detached brushstrokes to convey the overall
colour impression — rather than precise details
- of a foggy sunrise. Other Impressionists
concentrated on figure paintings. Mary Cassatt
captures the shimmering display of beauty and
wealth at the Paris Opera House in Woman
with a Pearl Necklace in a Loge of 1879 (figure
39). Edgard Degas constantly tried to render
the female body in new, un-idealised ways, as
in The Tub of 1886 (figure 40), an innovative
pastel drawing whose compressed and tilted

space shows influence from Japanese prints.
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© Philadelphia Museum of Art: Bequest of Charlotte Dorrance Wright, 1978 (1978-1-5)

39 £4S (BRPEERKIEHNLZA) 1879
MAHE & 81329 B :59.72% BEAZEBHEME

Mary Cassat Woman with a Pearl Necklace in a Loge 1879
Oil on canvas, height: 81.3 cm, width: 59.7 cm, Philadelphia Museum of Art, USA
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40 F (ARA) 1886
BABF - & 60015 88325 AERERREFYE

Edgar Degas The Tub 1886
Pastel on paper, height: 60 cm, width: 83 cm, Musée d'Orsay, Paris
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Image © The Metropolitan Museum of Art
The Metropolitan Museum of Art, Rogers Fund, 1907 (07.123)

41 LEEETIEYS CREEILAR - MFTIE) 1863

MAME - & 186.72% ' [ : 306.72% * RENAHAHEENE

Albert Bierstadt The Rocky Mountains, Lander’s Peak 1863

Oil on canvas, height: 186.7 cm, width: 306.7 cm, The Metropolitan Museum of Art, New York
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Outside France, countries modernised art in
various ways. The United States developed a
strong landscape tradition, with pictures like
AlbertBierstadt's The Rocky Mountains, Lander’s

Peak of 1863 (figure 41) conveying a sense of
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FRENER - BN 18T5FMIE American wilderness being steadily conquered

S (BREDF) (B42) BANGHERE by European settlement. Thomas Eakins' The
Gross Clinic of 1875 (figure 42) combines
BEMNEE  BEARBREEL  SEHTH

elements of Rembrandt and Courbet to heroize

TEEBEH —UELAMNREL  c AEEHE individual achievement, in this case of a famous

Accession number: 2007.2, Pennsylvania Academy of the Fine Arts, Philadelphia
Courtesy of the Pennsylvania Academy of the Fine Arts, Philadelphia. Gift of the Alumni
Association to Jefferson Medical College in 1878 and purchased by the Pennsylvania
Academy of the Fine Arts and the Philadelphia Museum of Art in 2007 with the generous
support of more than 3,400 donors

42 ELHN (BREEZA) 1875
FAHRE 5 :243.80% 19829 ' BEREBHE S ZETEMBMR
Thomas Eakins The Gross Clinic 1875

0il on canvas, height: 243.8 cm, width: 198 cm, Pennsylvania Academy of the Fine Arts,
Philadelphia
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© Tate, London 2009

43 RE (MHEBEXBRP) S (KETEZ) 1849-50
MAHRE - 5 :86.42% [ 139.72% - BERGRREEREMeE

John Everett Millais  Christ in the House of His Parents or The Carpenter’s Shop 1849-50
Oil on canvas, height: 86.4 cm, width: 139.7 cm, Tate Britain, London
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surgeon in Philadelphia. English avant-garde
art was dominated by the Pre-Raphaelites, a
group trying to retrieve a pre-modern, spiritual
purity from early Renaissance art. John Everett
Millais’s Christin the House of His Parentsor The
Carpenter’s Shop (figure 43), exhibited in 1850
and depicting the young Christ in his father's
workshop, outraged critics by mixing traditional
Biblical symbolism with unidealised, modern-
looking figures. Julia Margaret Cameron, using

photography, similarly mixed realism and
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MAE1865FMMER (BEEE) (EH44) - literary retrospection. Images like The Whisper

M T R AR S B R A Y of the Muse of 1865 (figure 44) use children and

friends to stage sentimental literary dramas. In
o B BIRUSEFreEEREE ; .
Bl - ERE BFRUREFAREEAEE eastern Europe, artists painted contemporary

BILEHESHAHR - FEWNES AWM subjects in realistic ways, but without praising

© The J. Paul Getty Museum, Los Angeles

44 iEfa (RZETEFE) 1865
EQRR & 26289 H 21425  RERNBCBREZZXEME
Julia Margaret Cameron The Whisper of the Muse 1865

Albumen print, height: 26 cm, width: 21.4 cm, The J. Paul Getty Museum, Los Angeles
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© 2009, State Russian Museum, St. Petersburg

45 FIE (KRBT LavsEsk) 1870-73

MARE & 131525 ' 28120  BERERSERBENEREYSE

Ilya Repin Barge Haulers on the Volga 1870-73

Oil on canvas, height: 131.5 cm, width: 281cm, The State Russian Museum, St. Petersburg
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modernity. Ilya Repin exposed the suffering
of the Russian poor in images such as Barge
Haulers on the Volga, exhibited at the Saint
Petersburg Academy in 1873 (figure 45), while
Wilhelm Leibl praised the maintenance of
traditional Christianity in rural Germany in his
meticulously detailed Three Women in Church

of 1882 (figure 46).
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©® Bildarchiv Preussischer Kulterbesitz / Hamburger Kunsthalle / Elke Walford

46 FHE (HENH={EIF%) 1882
AAHE 511329 7729 BENEEMESZME
Wilhelm Leibl Three Womem in Church 1882
Oil on panel, height: 113 ¢m, width: 77 cm, Hamburger Kunsthalle, Hamburg
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In the 1880s and 1890s, artists shifted from
realism to expressionism, emphasising the
inner mind rather than the outer world. Vincent
van Gogh painted landscapes and still lifes in
thick strokes and bold colours conveying his
individual, emotional experience of nature;
his painting of his own bedroom (figure 47) is

wholly about the artist’s own life, environment,

Photography © The Art Institute of Chicago
Helen Birch Bartlett Memorial Collection, 1926.417, The Art Institute of Chicago

47 %% (BEL=) 1889

MAHE |5 :73.62%9 892325  BERE MIFEIE

Vincent van Gogh The Bedroom 1889

Oil on canvas, height: 73.6 cm, width: 92.3cm, The Art Institute of Chicago
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Photograph © 2009 Museum of Fine Arts, Boston
Tompkins Collection-Arthur Gordon Tompkins Fund, Accession number: 36.270

B EE (HPUMER ? HPIRHE ? HAEMES ?) 1897-98
AAHE B 139.12% [ : 374,625 * BENKE LEXME

Paul Gauguin Where Do We Come From? What Are We? Where Are We Going? 1897-98
Oil on canvas, height: 139.1 cm, width: 374.6 cm, Museum of Fine Arts, Boston

ENER (BMARMENR ? AR E ? BT and feeling. His friend Paul Gauguin's Where
Do We Come From? What Are We? Where Are

We Going? of 1897-98 (figure 48) embraces
% BERAFHMENEEZREREMEE LB “primitivism”, using semi-abstract techniques

mMEE?Y (B48) AT "RIBEHRL NF

of line and colour to represent people and gods

BARZMMAMMS  BURREBCHEDKA

in Tahiti, as a way of questioning the meaning of

FXHANES - 1B LERBERANBEERERE

his own life and Western civilisation in general.
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The century’s greatest sculptor, Auguste Rodin,
emphasised individual soul-searching in his
The Burghers of Calais of 1884-89, (figure 49), a
public commission honouring six 14t-century
men who sacrificed themselves to save their
town. The icon for such concentration on inner
emotion is Edvard Munch'’s famous The Scream
of c. 1893 (figure 50), which undermines the
realism and idealism of the classical tradition
to express the artist's own private feeling of

psychological fear.

© Hirshhorn Museum and Sculpture Garden, Smithsonian Institution, Gift of Joseph H. Hirshhorn, 1966
Photographer: Lee Stalsworth

49 BFF (MEZER) 1884-89

Bl ® 201729 B 205425 F  195.82%  BERERE  SEHZREE  SUEBEYEERSEE

Auguste Rodin The Burghers of Calais 1884-89

Bronze, height: 201.7 cm, width: 205.4 cm, depth: 195.8 cm

Hirshhorn Museum and Sculpture Garden, Smithsonian Institution, Washington



wepmE
Understanding R AE fiti
Western Art Through Culture

© Artwork: Munch Museum / Munch Ellingsen Group / BONO 2009
Photo: Munch Museum

50 #5w (WAm)  #91893
AAHE 583505 6620 REREHFEZREME
Edvard Munch The Scream c. 1893
oil on board, height: 83.5 cm, width: 66 cm, Munch Museum, Oslo
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Chapter Seven
Modern period,
1900 - ¢. 2000

a. Summary Abstraction, the elimination of
representational subject matter, revolutionised
Western art c. 1905, breaking away from the
classical and Renaissance tradition of realism.
The move to abstraction led to an explosion
of new forms of art, with the aim of either
commenting on society or communicating the
artist’'s own private thoughts and experience.
Both these aims - social criticism and private
expression - are typical of the belief that
artists are part of an avant-garde leading
society forward with new ideas. Art in the early
20" century was preoccupied with modern
technology, nationalism, and the world wars.
After 1945, the centre of Western art shifted to
the United States, with greater concentration
on commercialism, the media, and social
identity. With the decrease of state controls
on art and the rise of photography and film,
art became increasingly detached from public
discourse, so that it is now less influential in

society than ever before.

b. Historical context Politically, Europe was
dominated in the early 20" century by
nationalism and war. World War |, fought from
1914 to 1918, was a struggle between German
states on one side and France, England, and

Russia on the other. The latter won, leading to
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the creation of numerous independent nations
in eastern Europe. World War Il began in 1939,
when Germany began invading neighbouring
countries. England, France, and Russia fought
against Germany, Italy, and Japan, winning with
American support in 1945. Germany’s leader,
Adolf Hitler, spread the ideology of Nazism,
asserting German racial superiority, and the
Nazis systematically murdered over six million
Jewish people. The United States, having
settled a huge area of land and destroyed most
Native American culture by 1900, became a
major military and political power through the
two world wars. In Russia, meanwhile, Vladimir
Lenin’s Bolshevik Revolution overthrew the
Russian empire in 1917 and created the world’s
first Communist state, which soon became a

totalitarian regime.

World War Il fundamentally reshaped the
Western world. The United States became
the dominant military, political, and cultural
power, allied with the democratic nations
of western Europe. The Soviet Union gained
control over most of eastern Europe, including
half of Germany, and influenced China when
it became a Communist nation in 1949.
American-Soviet competition sparked the so-
called "Cold War" of ideological struggle and
wars such as the Vietnam War of c. 1965-75,
in which the United States tried (but failed) to
prevent Vietnam from becoming Communist.
With the fall of the Sovet Union in 1989, former
Soviet and eastern European states began
forming new independent nations, some of

which are still struggling for stability. The
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European Union, which officially formed in
1992, is integrating many laws and economic
practices among European nations. Although
most European colonies in Asia and Africa
regained independence after 1945 (Hong Kong
being one of the last), the West today has more
economic and political ties to non-Western

nations than ever before.

Economically, the 20™ century was dominated
by the spectacular spread of industrial
capitalismandthe furtherenlargement of cities.
American entrepreneurs created vast financial
empires in the early 20™ century, driven by
machine production and the exploitation of
poor labourers, many of whom immigrated
from Europe. Labour and environmental
abuses in the United States and Europe were
gradually reduced by legal regulation. The
Great Depression of the 1930s hurt much of
the West, but World War Il created an economic
boom generating a high level of middle class
prosperity in the 1950s and 1960s. Western
culture today is dominated by the huge middle
class, though patronage of the fine arts still

depends greatly on wealthy collectors.

Socially, post-war prosperity, combined with
a liberal backlash against anti-Communist
movements, led to drastic social changes in
the 1960s and 1970s, emphasising equality,
individual freedoms, and youth culture. In the
United States, the civil rights movement of
the 1960s led to more equal rights for black
people, women, and other minorities. The

1980s saw a resurgence of right-wing politics
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and religious fundamentalism in many Western
nations, which now fluctuate between liberal

and conservative ideologies.

While political, economic, and social changes
in the 20t century were enormous, the biggest
impactonart probably came fromrevolutionary
developments in science and technology.
Charles Darwin's theory of evolution, first
published in 1859, gradually undermined
the authority of the Bible, and the discovery
of DNA's structure in 1953 revolutionised
people’s understanding of identity formation.
Beginning c. 1900, Sigmund Freud’s theories of
an unconscious influencing the human mind
opened an entire new branch of exploration
into dreams, sexual desire,and the imagination.
And from c. 1905 onward, Albert Einstein and
other physicists revealed the world to be
composed of tiny, invisible atoms constructed
mostly of empty space but full of incredible
“nuclear” energy that could be unleashed in
bombs or power plants. The United States’
nuclear bombing of Japan in 1945 shook
the world with a vision of unprecedented
destructive power. More peaceful technologies
proliferated rapidly during the century,
drastically changing daily life. From the 1910s
onward, steel, concrete, and glass construction
fundamentally re-shaped urban environments.
By 1920, electricity, subway trains, automobiles,
airplanes, telephones, and cinema were
common. Television opened a new world of
visual communication in the 1950s, while the
rise of personal computers in the 1980s has led

to a whole new digital age.
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c. Architecture Architecture wasrevolutionised
in the 1910s by two technologies. Steel, which
is stronger than iron, made it possible to build
skyscrapers and other large structures with a
steel frame and any material, including glass,
for the walls. Reinforced concrete, with iron
rods inside, made it possible to build large
structures cheaply and quickly, and to mold
a building in virtually any shape. Steel-frame
buildings were first ornamented in classical and
Gothic styles, but architects soon developed
new aesthetic systems wusing rectangular
forms, the exposed steel structure, and glass
walls. Concrete buildings likewise tended to be
rectangular, rational, and undecorated. This so-
called “International Style” was overturned in
the 1980s as architects re-introduced historical
and other kinds of ornament (typical of
“Postmodernism”), turned buildings inside-out,
or created irregular, sculptural buildings. Since
the 1990s, computer design has been used to
create unusual building shapes using hi-tech
materials. Cities changed drastically over the
century as commercial building overwhelmed
the buildings of church and state, skyscrapers
created dense urban centres, and automobiles
changed the patterns of living and moving
about.

d. Conditions of art production Art
production in the 20™ century was decisively
de-centralised, with governments playing a
far smaller role in art education, exhibition,
and patronage than during the 19t century.
Artists began training in private studios and

independent art schools and colleges, the
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number of which increased greatly. More
women and minorities were able to obtain art
training, and more artists formed their own
groups. Travel and cheap photography also
meant artists could see other artists’ work
much more rapidly than before. Independent,
non-government exhibitions became more
important than national ones, while private art
dealers became the main source of advertising
and financial support for artists. Private
galleries spread through most Western nations
and large cities, but the pivotal centre for art

production and reception was Paris until World

War Il, when the centre shifted to New York.

By the later 20t century, galleries, art critics,
and commerce had replaced salons and the
public as the main judges and controllers of
art. The financial source for this art market
continued to be wealthy individuals. American
entrepreneursintheearly 20™ century collected
much Renaissance and 19%-century French
art, helping establish modern tastes. Some
collectors continued to buy contemporary
art, whose prices rose dramatically in the later
20™ century. Governments and churches still

commissioned public art, but most of it was

very traditional.

Today, the fine arts exist on the margins
of visual culture, which is dominated by
cinema, television, and print media. Cinema in
particular now attracts the popular interest and
patronage that painting once had. Museums

draw huge crowds, especially to special
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exhibitions devoted to famous modern artists,
and information about art abounds. Yet most
people seem to view contemporary art practice
as something remote from their own lives, and
the main audience for artists is the world of art
critics, dealers, and wealthy collectors, not the
general public. In this sense, art is relatively
less influential in society than in past ages,

even though there are more artists than ever.

e. Social functions of art With the decline
of government controls on the art world and
the rise of independent training and selling,
the aims of artists shifted dramatically. Most
20t-century art was not produced to convey
institutionalideologies forthe state, the church,
or other institutions, but rather to express
individual ideas, viewpoints, and experiences.
The 19t™-century idea of artists as avant-garde
revolutionaries and innovators now became
dominant, with many artists forming groups
and publishing manifestos explaining their
ideas. In the early 20t century, artists tended
to view such experimentation as a means
of achieving social and cultural progress by
commenting on the modern world, criticising
it, and suggesting new ways of living and
thinking. Especially after 1945, many artists
began pursuing individualistic innovation
more purely as a means of expressing their own
personal experiences, ideas, beliefs, or feelings.
Consequently, viewers of modern art often
expect the experience of art to be a sharing of
an artist’'s private thoughts or feelings, rather

thanacommunication of publicly shared beliefs
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and values. This was a very new interpretation
of art in the West. The emphasis on self-
expression, however, has also encouraged
a great deal of art focusing on identity,
particularly imagery related to nationality,
race, gender, and sexual orientation. Even the
most private and individualistic art, therefore,

often has important public dimensions.

Anotherchangeinart’sfunctionwastheblurring
of boundaries between art and design. Starting
in the later 19™ century, artists, architects,
and interior designers began collaborating in
an attempt to make art part of the everyday
environment of modern life, rather than
something simply hung on the walls of homes
and museums. Numerous movements made
such integration of painting, architecture,
and furniture design part of their core aims:
Art Nouveau, influential throughout Europe in
the 1880s and 1890s, favoured curving lines
and plant motifs; in the Netherlands during
the 1910s and 1920s, De Stijl used abstract
rectangular forms and bold primary colours;
and the Bauhaus School in Germany, opened
in 1919, developed an industrial aesthetic
based on integrating art and engineering.
Subsequent art, however, remained primarily
museum-based, and when some later 20t"-
century artists played with the integration of

art and environment, it was often ironic rather

than sincere.

109



110

am A 5 U

=i
H\NL

BEMRRRFIENE

@‘

B ZMXARESRINENETS  BEM
PR RABIR - RREFEMEI1908FEMES

HBERE BRNEFE  RANSWHEEEYE
MUENEM - BTEHERI191258ZF (R
MHBEH) BREENAERELR  EHLE

MR - FAMIRRI2AFERTHREBH

‘ﬂﬂfﬁ}

T ITRES ERFEMERILBUEELAE
B 19458 BURBZEMREBIHNE
FEEBEANEBE - 1951 F—HINETHE

BARYMEBRAY  LEHE "ES5, BEENE

£

REMXERREHNAEEE R E
8 e ME0ER  REBA A& - 8
BY—@EFRBERANTR - BBBEHEMER
BMRBRENRE  BREER—IHHELRM
HEER - EROHTF > HERARBEMNR

ERMEEIR -

F20MH2MY > RENEMIREEIEAR

>

HEMMEY - ZERAKSREMN "THXE

oot BMRBER WAEITERERBEH
@R MERE  F30FERESHIXE » 3
ERMREMRD  RABENFE L - thig
AEMRBEFBCEREATE—ETE LR
E—EEHBRASOFARETHRRRIZNE

[EENE

—\\

f.  Theory and reception of art With
abstraction, artists began writing many essays
and manifestos explaining their obscure aims.
The Futurists’ 1908 manifesto celebrates
speed, danger, and war, while calling for
the destruction of museums and past art.
Wassily Kandinsky’'s 1912 book Concerning
the Spiritual in Art explains how colour, like
music, stirs emotions in the soul. And the first
Surrealist manifesto, written by the poet André
Breton in 1924, claims that dreams and the
unconscious are more important than reason.
After 1945, artists increasingly used interviews
and film to explain their individual views. A
1951 film of Jackson Pollock, showing the
artist throwing paint and talking about 'being
in” the painting, helped spread the image of
artists as free-spirited creators. In the 1960s,
Andy Warhol used film interviews to craft a
very different image, claiming to have no ideas
or feelings about his subjects and even asking
one interviewer to just tell him what to say. In

recent decades, interviews have become a key

tool in interpreting artists’ work.

Art criticism in newspapers continued to
dominate the public reception of art in the
early 20 century. “Formalist” criticism, which
values style over subject matter, became
common. The formalist and Marxist critic
Clement Greenberg wrote essays in the 1930s
promoting abstraction as an elite avant-garde

culture, and his call forartists toreduce painting
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to its formal essence — paint on a flat surface -
influenced the Abstract Expressionists in the

1950s.

Art theory developed rapidly over the 20t
century. Historians like Alois Riegl and Heinrich
Wolfflin - began focusing on the formalist
evolution of art styles. In the 1930s, Erwin
Panofsky led the study of “iconography” — the
interpretation of symbols. Social historians
(e.g. Arnold Hauser in the 1950s and T.J. Clark
in the 1970s) used various Marxist strategies
to study art's interaction with its historical
context. In the 1970s, feminist art theory began
drawing attention to the way women and
other minorities have been marginalised in art

production, reception, and history. All these

trends influenced modern art production.

Artists today are often familiar with huge
amountsof sophisticated arthistory, theory,and
criticisminspecialised booksand art magazines.
But the general public learns mostly from
museum exhibitions, exhibition catalogues,
and exhibition reviews in newspapers. In this

sense, the public now plays only a minor role

in art production and reception.
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g. Technologies of art The dominant
techniques of 19™-century art — oil painting,
watercolour, black-and-white photography,
and bronze and marble sculpture - remained
dominant in the early 20" century. But artists
experimented with new techniques and with
new ways of using old ones. Sculptors started
using wood again, especially for “primitivising”
effects, painters sometimes worked on
cardboard instead of canvas, and printmakers
revived woodcuts while continuing to use
etching and lithography. Picasso and Braque
began combining oil paint with graphite
drawing on the same canvas and also glued on
pieces of plain or printed paper, a technique
known as collage. As a parallel to this in
sculpture, Picasso also made constructions
or assemblages by nailing or gluing together
irregular scraps of cardboard, wood and metal
- as in his Mandolin and Clarinet (figure 51).
Futurists and Dadaists in the 1910s initiated
public art performances, in which the artists
would wear strange costumes, read nonsense
poetry, and play nonsense music. In the
1920s, Surrealists developed techniques for
undermining artistic intention: automatic
drawing (attempting to paint or draw without
conscious control), collages made by randomly

dropping paper onto the floor, and so on.

In the second half of the 20" century, painters
continued to use primarily oil paint on canvas.
But they also introduced various industrial
paints, wax, and other paint media, the most

prevalent being plastic-based acrylic, which
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© Succession Picasso 2009
RMN / © Béatrice Hatala

51 2% (SRMHZHEEE) 1913
AM IR - @BFERY - & 5825 B 36250 & 2325  BERERERREBWE
Pablo Picasso Mandolin and Clarinet 1913

Construction with wood, cardboard, metal and paint, height: 58 cm, width: 36 cm,
depth: 23 cm, Musée Picasso, Paris

AT 2R URERBERY T EER has a consistency similar to oil but a smoother,

N ) shinier finish. Sculptors began using every
Ko ERBHREENHTFEERREE - BMR
material imaginable, from vinyl and plastic to
TEEFRXAZHT » HE—ERFNEMNRE - cloth and various metals. Industrial materials
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and techniques became common, as well
as recycled junk. The most important new
technique was probably installation, in which
an artist sets up a temporary art environment
of some kind, either inside a gallery or out in
public. An extension of this is environmental
art, a kind of large-scale, outdoor installation
that changes an entire landscape, either
temporarily or permanently. One new
printmaking technique - silkscreen — became
important in Pop art. The artist creates a stencil
on a piece of stretched silk cloth, then squeezes
coloured ink through the exposed parts of the
silk to reproduce the stencilled image on a

piece of paper or canvas below.

Around 1900, photography replaced prints
as the main medium for illustrating books
and magazines, leading to the photographic
saturation of visual culture that still exists
today. But at the same time, photography
also became widely accepted as a medium for
art. The American Alfred Stieglitz promoted
photographic art through his influential
magazine and New York gallery, as well as
his own “artistic” photographs of New York
such as Spring Showers of 1902 (figure 52).
Photographic art, like other art, has been both
representational and abstract, both socially
engaged and highly personalised. Colour art
photography became common only in the
1970s, at the same time that artists began to
incorporate video films into installations and
performances.

Moving films were invented

in the 1890s, with sound added in the 1920s
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© 2009 Georgia O'Keeffe Museum / Artists Rights Society (ARS), New York
The Alfred Stieglitz Collection, 1949.849, The Art Institute of Chicago

52 SEEFL (FM) 1902
BRIANR © & ¢ 30.82% ' [ : 12.62% + BENZMFEME
Alfred Stieglitz Spring Showers 1902
Photogravure, height: 30.8 cm, width: 12.6 cm, The Art Institute of Chicago
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and colour possible from the 1930s. Films
have most of the characteristics of art, yet the
worlds of art and film production and reception
have generally remained distinct from each
other. The biggest technological change in
photography since its invention has been
digital photography, based on the electronic
recording of light signals on a computerised
screen. Digital images are now revolutionising
both the manufacture and dissemination of
images, but they still play a relatively minor

role in contemporary art practice.

h. Forms of art With the development of
abstraction ¢.1905, Western art went through a
revolution as far-reaching as the Renaissance.
Working in Paris, Frenchman Henri Matisse and
Spaniard Pablo Picasso fundamentally broke
with the Western tradition of illusionism,
creating images that could carry meaning
without visually mimicking the world as we
see it. Matisse’s 1905-06 Joy of Life (figure 53)
creates an overall mood of pleasure through
the use of gentle, harmonious, but unrealistic
colours. The nudes suggest classical themes
of sensual pleasure, but forms and space are
simplified and distorted, reducing the illusion
of three-dimensional space while emphasising
the two-dimensional decorative design of the
paint. Picasso and Georges Braque, inspired by
Paul Cézanne’s paintings and African sculpture,
began inventing “Cubism” in 1907. Picasso’s
Ma Jolie (My Pretty One) of 1911-12 (figure 54)
shows Cubism’s first phase. It depicts a woman
playing a gquitar, but space and form are

shattered into many disconnected fragments
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Joy of Life, Henri Matisse, BF # 719 © Photograph Reproduced with the Permission of The Barnes Foundation™,
All Rights Reserved.
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Henri Matisse Joy of Life 1905-06

Oil on canvas, height: 174 cm, width: 238.1 cm, The Barnes Foundation, Merion, Pennsylvania
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of line and shading, like floating indicators of
mass, light, and space. Things are represented
by signs — a right angle for an elbow, a curved
line for a shoulder or guitar, parallel lines for
guitar strings, a music clef to represent music
coming from the guitar. The words “Ma Jolie”
refer both to a song title and to the model,
Picasso's girlfriend. Mandolin and Clarinet
of 1913 (figure 51) applies similar principles
to sculpture; reducing the mandolin to its
essential components — wood (indicated by
chunks of scrap wood), strings (painted on),
and a hollow interior space (indicated by a

curved frame).
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© Succession Picasso 2009
Acquired through the Lillie P. Bliss Bequest. 176.1945. © 2009. Digital image,
The Museum of Modern Art, New York / Scala, Florence

54 BFF (HM/NMEA) 1911-12
WAME - & 10029 « [ : 65.42%  BERBLOBREME
Pablo Picasso Ma Jolie (My Pretty One) 1911-12
Oil on canvas, height: 100 cm, width: 65.4 cm, The Museum of Modern Art, New York
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Followingthelead of Matisseand Picasso, Europe
saw a great rush of abstract experimentation
in the 1910s. Abstraction varied widely, but all
typesreacted totherapidrise of modern lifeand
technology; all required written clues from the

artists to understand their aims; and most were

© Staatsgalerie Stuttgart / Garaphische Sammlung
by Ingeborg & Dr. Wolfgang Henze-Ketterer, Wichtrach/Bern

55 mEH (LEMZA) 1914

WARE & MMAH 3025  BERFEMFMNILESR
Ernst Ludwig Kirchner The Red Cocotte 1914
Pastel on paper, height: 41cm, width: 30 cm, Staatsgalerie, Stuttgart
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© Gift of Nelson A. Rockefeller. 64.1979. © 2009. Digital image, The Museum of Modern Art, New York / Scala, Florence
56 FHERE (HETIHREE | @ & 51) 1911
MAHE & 70525 [ 96.2R% + BENAHNRAREME
Umberto Boccioni States of Mind I: The Farewells 1911
Oil on canvas, height: 70.5 cm, width: 96.2 cm, The Museum of Modern Art, New York
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part of group art movements. The darkest were
the German Expressionist group “Die Briicke”
(The Bridge), who conveyed youthful rebellion
and emotional anxiety in themes often related
to sex and violence. Ernst Ludwing Kirchner's The
Red Cocotte(figure 55), for example, uses angular
brushstrokes and sharp colour contrasts to
suggest urban dynamism and sexual tension as
men watch a prostitute in Berlin. In Italy, the
"Futurists” used Cubist techniques to celebrate
the dynamism of modern urban life. Umberto

Boccioni’'s States of Mind |: The Farewells



E8) (B56) HEBEBRHAEUNEERK
B -BARCATRBER  KEEHEAR
HEARENNBRNOIEDY - "EFLIR, &
SEREBMRET HENER (BMAREHIR
W) (@B57) H#HETEREY BEA KE
REFENHARENRAR - AT > hNEREME

RIERGREYNHRESG  GEERKEW

WA E

Understanding

2% 8 78 75 2 il

Western Art Through Culture

(figure 56) describes the subjective experience
of a train station, with greenish figures
moving and embracing, a train puffing steam,
and curving lines representing the pulse of
electricity or radio waves. Small Pleasures
(figure 57), by the Russian Wassily Kandinsky
(@ member of “The Blue Rider” group), has
buildings, horsemen, and a landscape referring

to the Biblical end of the earthly world, yet his

© Solomon R. Guggenheim Museum (43.921)

57 RTHIE (MTREMMREY 1913
WAME 5 :100.82%0 B : 119.72%  BERANMBEMASREGDE

Wassily Kandinsky Small Pleasures 1913

Oil on canvas, hieght: 109.8 cm, width: 119.7 cm, Solomon R. Guggenheim Museum, New York

121



122

© Collection Stedelijk Museum, Amsterdam

58 BIME (ELEEEE  \EXENEARE) 1915

MARHE & 57.509 [ :48.52% RERWBHEAM L EYR
Kasimir Malevich Suprematist Painting: Eight Red Rectangles 1915
Qil on canvas, height: 57.5 cm, width: 48.5 cm, Stedelijk Museum, Amsterdam
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primaryaimwastocreateabstractcompositions
of line and colour which, like music, would
convey pure feeling and modern spirituality.
Another Russian, Kasimir Malevich, eliminated
the material world completely in “Suprematist”
paintings (figure 58) intended to convey pure
feeling. The Dutchman Piet Mondrian (part of
the "De Stijl” movement) reduced painting to
black lines with rectangles of the three primary

colours - red, blue, and yellow (figure 59).
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Gift of funds from Bruce B. Dayton © The Minneapolis Institute of Arts

59 FEER ({HEEE) 1922
FAHME & 41.929 B 48.92%  BERARERENAR KIS0

Piet Mondrian Composition with Red, Yellow, and Blue 1922
Oil on canvas, height: 41.9 cm, width: 48.9 cm, The Minneapolis Institute of Arts, Minnesota
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He believed these fundamental elements,
which underly all art, conveyed pure aesthetic
thought, nurturing a new age of modern

consciousness.

This great burst of optimistic originality was
transformed by the horrible technological
destruction of World War | into a more sceptical
anxiety over modernisation. In Switzerland,
the “Dada” group formed to criticise human

irrationality by making absurd artworks and,
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like the Futurists, performing nonsense poetry
and music. With similar aims, the French artist
Marcel Duchamp created what he called “ready-
made” sculptures - ordinary objects displayed
as art. The most provocative one was a urinal
that he sent to a New York exhibition in 1917
with the title Fountain (Please refer to item 60
of Appendix | ). By using such a base object, he
challenged the idea of art as noble and ideal.
And by claiming that a mass-manufactured
object was turned into art simply by his own
thought, Duchampinfluenced the development
of assemblage, appropriation (creating a
new work from someone else’s work), and
conceptual art (art as a thought or act). In the
1920s, the Surrealists explored absurdity and
contradictionaswaysofdepictingthe“surreal” -
the life of the irrational or unconscious mind -
which they said was more real than the
physical world. In Carnival of Harlequin of
1924-25 (figure 61), the Spaniard Joan Mir6
used realistic techniques to create an absurd
world evoking themes related to the primitive
and the unconscious, including toys, child
drawings, insect life, and sexual reproduction.
The Belgian Surrealist René Magritte revived
full Renaissance illusionism, but only in order
to make the absurd look real. Time Transfixed
of 1938 (figure 62) defies reason, suggesting

the limits of rational thought.
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Joan Miré Carnival of Harlequin 1924-25

il on canvas, height: 66.04 cm, width: 90.48 cm, Albright-Knox Art Gallery, Buffalo, New York

BEEZE_RERAE  AIAIREMHOFOH
EREBREMRLN - 1945F 28l RED =X
BEHERNDUBELRE  JINMEENFHR
(mEY (E63) r ERACAMEENE
MER HRAETRRE BRAN-—HEER

With World War I, the centre of avant-garde
art shifted from Paris to New York. Before
1945, most American art had retained realism;
Edward Hopper's Nighthawks (figure 63), for
example, uses cool tones and rigid geometry to

suggest urban alienation as we peerinto a New
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© René Magritte / ADAGP, Paris - SACK, Seoul, 2009
Joseph Winterbotham Collection, 1970.426, The Art Institute of Chicago

62 BT (ERFR) 1938
MAHE & 14725 0 98.7RD  BEN ST EiE
René Magritte Time Transfixed 1938
Oil on canvas, height: 147 cm, width: 98.7 cm, The Art Institute of Chicago
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Photography © The Art Institute of Chicago
Friends of American Art Collection, 1942.51, The Art Institute of Chicago

EE (gfE) 1942
AAHE 5 84.12% + [ 152,425 « BERZMTEME

Edward Hopper Nighthawks 1942

Oil on canvas, height: 84.1 cm, width: 152.4 cm, The Art Institute of Chicago

FIREHTANRER  BUXRENRERY
BERANMKREPEN - flNBEFRLIERK
i EBEEFERRATIES (E64)
P BRETE (BRABR) (B65) RIIMHAE
TEEFEMANESL ZTEREIRNER
HERKEMARNVRAEERE  MRERA

York restaurant late at night. A few Americans
experimented with highly original forms of
abstraction, as in Georgia O'Keeffe's moody,
semi-Surrealist paintings of enlarged flowers
(figure 64) or Jacob Lawrence's narrative series
of African American history, The Migration of
the Negro (figure 65). But it was the Abstract

Expressionists, influenced by Surrealism’s
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FEEMRBREEBEENNEMESR ' BWH
ABARTBEREBARMESEY MU EN
REEEFE » RERBEMEANOE  BIEI B
MG - MR e REENBREL EWRIES

EME MHMBEBEHR - 1950FNER

unconscious and Greenberg’s formalism, who
developed a coherent new doctrine of art,
eliminating natural and social references and
using formless colour to suggest individual
moods, thoughts, or states of mind. Jackson
Pollock did this by pouring and throwing liquid

paint onto long canvases on the floor. Autumn

The Metropolitan Museum of Art, Alfred Stieglitz Collection, 1969 (69.278.1)

Image © The Metropolitan Museum of Art
64 BEFR (BEERE) 1926

WARE B 91405 [ 75.92% BERBHASEEYE

Georgia O'Keeffe Black Iris 1926

Oil on canvas, height: 91.4 cm, width: 75.9 cm, The Metropolitan Museum of Art, New York
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©® 2009 The Jacob and Gwendolyn Lawrence Foundation, Seattle / Artists Rights Society (ARS), New York
Gift of Mrs. David M. Levy. 28.1942.5. © 2009 Digital image, The Museum of Modern Art, New York / Scala, Florence

65 mii (ZABR) RINE105E (F+HEE) 1940-41
HAREY & 30525 45725 BERHAHBRENE

Jacob Lawrence They Were Very Poor, number 10 of The Migration of the Negro series 1940-41
Tempera on composition board, height: 30.5, width: 45.7 cm, The Museum of Modern Art, New York

(BB (E66)  UAMMEFMERR
R RUEHAERMNAGE R T T HAESHDN
ZEBRNBE - MENNOREEF  EFEE
BHNRSHER  Fl1956FMER (BH
&) (B67)  HBEABE ELFEREESG
AR ZRED - BFNEBERE thEREL
ERMBEEEEERE  HINMEBTHHES -

Rhythm, of 1950 (figure 66), creates a purely
aesthetic harmony of balanced colour and
loopinglines,whichalsorecord Pollock’'sdance-
like movements as he worked. Mark Rothko’s tall
paintings of fuzzy-edged rectangles of colour,
such as Orange and Yellow of 1956 (figure 67),
are more still. Their visual effects depend on
colour tones rather than gesture, and Rothko
wrote of communicating feelings like tragedy

and spirituality to his viewers.
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The Metropolitan Museum of Art, George A. Hearn Fund, 1957 (57.92)
Image © The Metropolitan Museum of Art
© 2009 The Pollock-Krasner Foundation / Artists Rights Society (ARS), New York

66 fE&T (FkEE) (Z30%5%) 1950
TWAZR & 226729 ' 1 : 525.80%  RERANHAHNEEYE

Jackson Pollock Autumn Rhythm (Number 30) 1950
Enamel on canvas, height: 226.7 cm, width: 525.8 cm, The Metropolitan Museum of Art, New York



#e AL B RS N
Understaning 58 58 78 75 B ] |

Western Art Through Culture

© 2009 Kate Rothko Prizel & Christopher Rothko / Artists Rights Society (ARS), New York
Gift of Seymour H. Knox, Jr., 1956 :

67 FHIF (HBHE) 1956
MASEE © & ¢ 2311425 + 0 180.342 % - RENAL  KTHNEE — HIEK
Mark Rothko Orange and Yellow 1956
Oil on canvas, height: 231.14 cm, width: 180.34cm, Albright-Knox Art Gallery, Buffalo, New York

REMEEXBISNESRIREMBETIR - £/ Abstract  Expressionism  quickly — sparked

. . _ ter-movements. | Ipture, David Smith
BAE LENAASBES  AEmEEE o o ens T ScHIpTe, Levid s
used scrap metal to create abstract monuments

PR TRERRM RS (E68) - BATE looking both playful and industrial (figure 68).

1955FMES (EEEMEmEmILY (BE69) f Jasper Johns replaced pure expression with
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Photography © The Art Institute of Chicago
Gift of Jay Steinberg and Muriel Kallis Steinberg in memory of her
father, Maurice Kallis, 1953.193 frontal, The Art Institute of Chicago

68 T (HEEE15R) 1952
22825 [ 990D F 4225  BERE T EiE
David Smith Tanktotem 1 1952
Steel, height: 228 cm, width: 99 cm, depth: 42 cm
The Art Institute of Chicago
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Gift of Mr. And Mrs. Robert C. Scull. 8.1958
© 2009 Digital image, The Museum of Modern Art, New York/Scala, Florence

69 3aHT (SREAPUIRMEFL) 1955

AA B MAERNEERZER  URABMAM
ITHAETFHERERT 5 :85.32% 6625 ' & 7.62%  RERANRKENE

Jasper Johns Target with Four Faces 1955

Assemblage with encaustic paint on newspaper, cloth, and canvas, with plaster and wood,
overall dimensions with box open, height: 85.3 cm, width: 66, depth: 7.6 cm

The Museum of Modern Art, New York

D ESREAREANKRET L  ERER—E
TEAR (RRNRE) R—4ugmt (A9
EHHEE)  FRERREVEELEMNER

TR TEEMULESREBBEGINY - AR

pure representation in Target with Four Faces
of 1955 (figure 69), which directly copies a
two-dimensional sign (the painted target)
and a three-dimensional object (the casts

of someone’s face). Signs and found objects
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© The Andy Warhol Foundation for the Visual Arts, Inc. / ARS, NY and DACS. Photo © Tate, London 2009
Marilyn Monroe™ is a trademark of Marilyn Monroe LLC

70 XEWH (BEESE) 1967

MAKBERIRE - 5 : 91425 [ 91425 BENHHEERAEME

Andy Warhol Marilyn Monroe 1967

Screenprint on paper, height: 91.4 cm, width: 91.4 cm, Tate Modern, London

I - REMEBRMRER— KB higs
MATOALHE KR TREREEELSSNBMAE
EMEREER - thE1967TFLUELHEEEE
BERBERET —RIMHEKRE (B70) 1
EMEMENERBR TUBHEXBNEY
HEMR  BR7E1962F B/AT » HEEE

became essential to Pop Art, which appropriated
popular culture from advertising and media
images. Andy Warhol claimed an artist should be
like a machine, and his paintings of Coca-Cola
bottles imitated the mechanical production and
consumption of modern consumer society. His
1967 silkscreen prints of the movie star Marilyn

Monroe (figure 70) - copied from magazine
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AL - BREHBRI1962EFRFTEYH R photographs, enlarged, and printed in wild

REEREE (M HEE) (B71) » B but beautiful colour combinations - likewise
suggest how, before her 1962 suicide, she

BB REARATHIHI AL - had been dehumanised by the media. In
sculptures such as the gigantic Floor Cake of
1962 (figure 71), Claes Oldenburg similarly
imitated and magnified popular consumer

culture using semi-industrial materials.

Gift of Philip Johnson. 414.1975. © 2009 Digital image, The Museum of Modern Art, New York/Scala, Florence
71 BB (B EAER) 1962
AR BHRR AORBAER UBRERA & : 148225 [ : 290225 + & : 148225

Claes Oldenburg Floor Cake 1962
Synthetic polymer paint and latex on canvas, with foam rubber and cardboard,
height: 148.2 c¢m, width: 290.2 cm, depth: 148.2 cm, The Museum of Modern Art, New York
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© 1976 Christo
Volz/laif/Imaginechina

72 RBHZREEZEEE (REMEEE) 1972-76
BRREE & :552R  R:4022  MABEEMN  REERENE

Christo and Jeanne-Claude Running Fence 1972-76

Temporary installation, height: 5.5 m, length: 40 km, Sonoma and Marin counties, California

75’:‘20’@»%370&80&4% BB E AT AR A
HE - 2MEXABARNEER - BYEMNEMm
MEREER  BLEEERKRBEFELREN K
BEANEENDR - HOUNERFETSN - 58
FRARERRE  HUETENHEELR - =8

R
W

R RSBNERBRTE=ERX - b
FE1972-T6FMER (RENEE) (B72)
R-EEREEMNOIARME  EMNEET
ARG - RIFEEMEERERR—F
RIE—ExXENER S—ENMBZRATHL
HEHM mEBRMAMEIREMERERT M

In the 1970s and 1980s, several new art
forms developed. Eager to remove art from
galleries, museums, and the art market, some
artists began making earthworks by altering
large areas of land. Others experimented
with performance art, which lasts only in
photographs, or temporary installations. The
work of Christo and Jeanne-Claude touches on
all three genres. Their Running Fence of 1972-
76 (figure 72) was a temporary construction of
a five-metre high cloth fence running over 24
miles of private ranch land in California, with
the intention simply of making people work

together to create a beautiful experience.
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SEESNFE KB AMEENERRR - Another new trend was art that commented

W 1083 EMIER (BEEE (RPARE on social identity. Barbara Kruger's feminist

art uses magazine advertising techniques to
REMERBRER) ) (B73) & 5 undermine stereotypes about women. Untitled
FEMAC BRI EEMTEGEMRE - (We Won't Play Nature to Your Culture) of 1983

(figure 73) declares that women will no longer

Courtesy: Mary Boone Gallery, New York

73 BIEH CREEE (RPTEEMRMOERIERR) ) 1983
B & 185425  f - 124425
Barbara Kruger Untitled (We Won't Play Nature to Your Culture) 1983
Photograph, height: 185.4 cm, width: 124.4 cm
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Ken Moody and Robert Sherman, 1984 © The Robert Mapplethorpe Foundation.
Courtesy of Art + Commerce.

74 1RRE (FEBEEX) 1984

ABRBEENE - & 6525 + F : 55.92%  ERIERRLES S
Robert Mapplethorpe Ken Moody and Robert Sherman 1984
Gelatin-silver print, height: 65 cm, width: 55.9 cm, The Robert Mapplethorpe Foundation, USA

BEREFMABNBUERRE ST 58K
BERXLABRAMTERRERNENESESG
MI9BLEMER (REHREX) (ET74) -
R3S 2RFZE - MEBM - —REREEME
BERMTARITER - ELERAE T MKRA

ERNERBEFE BHRAEWREBUEEN

be treated as passive natural objects for men to
look at and manipulate. Robert Mapplethorpe
sparked controversy with photographs of male
nudes that combine classical ideal beauty
with erotic, often sexually explicit homosexual
and inter-racial motifs, as in Ken Moody and
Robert Sherman of 1984 (figure 74). In Europe,

meanwhile, a strong current of expressionist



T AE - HEMNAKREE flaiMmEi1974 painting developed, blending abstraction

EalE (FEEERNERY (B75) and representation. The German Anselm

Kiefer's large crusty paintings of burned out
8 2 B AR A ARE R 52 4R BT landscapes, such as Heath of the Brandenburg
March of 1974 (figure 75), question his own

nation’s Nazi past.

© Collection Van Abbemuseum, Eindhoven, The Netherlands
Photograph: Peter Cox, Eindhoven, The Netherlands

75 B (MAEENOREE) 1974
WAHY BEYRAE 511829 M 25425 BEANBEEF MM EYE

Anselm Kiefer Heath of the Brandenburg March 1974
0il, acrylic, and shellac on burlap, height: 118 cm, width: 254 cm, Collection Van Abbemuseum, Eindhoven
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Art in the 1990s dealt with many issues, from
feminism and body culture to computers,
commercialism, and global and local cultures.
Ann Hamilton’s 1991 performance Malediction
used bodily discomfort to highlight the way
many women remain tied to domestic labour.
With one New York gallery room full of washed
rags, Hamilton sat in another, monotonously
molding bread doe in her mouth and filling
up an enormous basket. The 1990s also saw a
large increase in art produced by non-Western
immigrants. Gu Wenda, an artist from China
living in New York, is one of the most globalised
of these, producing large installations made
with human hair in galleries in North America,

Europe, and Asia.
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Ancient period, c. 500 B.C. - c. 400 A.D.

1.

Euphronios (as painter), Euxitheos (as potter),
Death of Sarpedon, Calyx-krater (bow! for
mixing wine), Terracotta, Greece, ¢. 515 B.C.
(The Metropolitan Museum of Art, New York,
USA)

Polykleitos, Spear Bearer or Doryphorus,
Roman copy in marble of a Greek original
of c. 450 - 440 B.C. (Museo Archeologico
Nazionale, Naples, Italy)

Permission for using theimage of thisartwork
is unavailable. Please view it from other
resources, e.g. at the website of Google.com
(http://www.images.google.com/).

Portrait ofa Roman, marble, .80 B.C. (Palazzo
Torlonia, Rome, Italy)

Permission for using theimage of thisartwork
is unavailable. Please view it from other
resources, e.g. at the website of Google.com
(http://www.images.google.com/).

Ixion Room, in the House of the Vettii, 63-79
A.D. (Pompeii, Italy)

Permission for using theimage of thisartwork
is unavailable. Please view it from other
resources, e.g. at the website of Google.com
(http://www.images.google.com/).

Middle Ages, c. 400 - c. 1400

5a

5b

Emperor Justinian and His Attendants,
mosaic, c. 547, (Church of San Vitale, Ravenna,
Italy)

Permission for using the image of this
artwork is unavailable. Please view it from
other resources, e.g. at the website of
smarthistory (http://smarthistory.org/).

Empress Theodora and Her Attendants,
mosaic, c.547,(Church of San Vitale, Ravenna,
Italy)

Permission for using theimage of this artwork
is unavailable. Please view it from other
resources, e.g. at the website of Google.com
(http://www.images.google.com/).

Chi-Rho page, inthe Book of Kells,illuminated
manuscript in tempera on vellum, c. 800
(The Board of Trinity College, Dublin, Ireland,
Britain)
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Jean Pucelle, David before Saul, in the
Belleville Breviary, folio 24 verso, ink and
tempera on vellum, c. 1325 (Bibliotheque
Nationale de France, Paris)

Gislebertus, Last Judgment, sculpture in
stone, c. 1120-35 (over the main entrance of
the Cathedral of Autun, France)

Renaissance and Baroque periods,
¢.1400-¢. 1700

10.

11

12(a-b).

13.

15.

Donatello, Equestrian Monument of Erasmo
da Narni (Gattamelata), bronze sculpture,
1443-53 (Piazza del Santo, Padua, Italy)

Permission for using the image of this
artwork is unavailable. Please view it from
other resources, e.g. at the website of the
Artchive (http://www.artchive.com/).

Masaccio, Trinity, fresco painting, c. 1425
(Church of Santa Maria Novella, Florence,
Italy)

Permission for using the image of this
artwork is unavailable. Please view it from
other resources, e.g. at the website of the
Artchive (http://www.artchive.com/).

Sandro Botticelli, The Birth of Venus, tempera
on canvas, . 1484 - 86 (Galleria degli Uffizi,
Florence, Italy)

Jan van Eyck, Ghent Altarpiece, oil on wood,
1425-32 (Cathedral of Saint-Bavo, Ghent,
Belgium)

Matthias Griinewald, /senheim Altarpiece,
oil on panel, c. 1515 (Musée d’Unterlinden,
Colmar, France)

Albrecht Ddrer, Self-Portrait with a Fur-
Trimmed Coat, oil on panel, 1500 (Alte
Pinakothek, Munich, Germany)

Leonardo da Vinci, The Last Supper,
tempera and oil painting on plaster, 1495
- 98 (Monastery of Santa Maria delle Grazie,
Milan, Italy)

Permission forusing theimage of this artwork
is unavailable. Please view it from other
resources, e.g. at the website of Cenacolo
(http://www.cenacolovinciano.it/).
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Michelangelo Buonarroti, David, marble
sculpture, 1501-04 (Galleria dell’Accademia,
Florence, Italy)

Michelangelo Buonarroti, Ceiling of the
Sistine Chapel, fresco painting, 1508 - 12
(Vatican Museums)

Caravaggio, Entombment, oil on canvas,
c. 1603 (Pinacoteca, Vatican)

Permission for using the image of this
artwork is unavailable. Please view it from
other resources, e.g. at the website of Web
Gallery of Art (http://www.wga.hu/).

Gianlorenzo Bernini, The Ecstasy of Saint
Theresa, marble sculpture, 1647 — 52 (Church
of Santa Maria della Vittoria, Rome, Italy)

Permission for using the image of this
artwork is unavailable. Please view it from
other resources, e.g. at the website of the
Artchive (http://www.artchive.com/).

Diego Veldzquez, Las Meninas, oil on canvas,
1656 (Museo Nacional del Prado, Madrid,
Spain)

Peter Paul Rubens, Henry IV Receiving the
Portrait of Marie de’ Medici, oil on canvas,
1621 - 25 (Musée du Louvre, Paris, France)

Jacob van Ruisdael, Bleaching Fields near
Haarlem, oil on canvas, 1670 - 75 (Kunsthalle,
Zurich, Switzerland)

Permission for using the image of this
artwork is unavailable. Please view it from
other resources, e.g. at the website of the
Artchive (http//www.artchive.com/).

Jan Steen, The Feast of Saint Nicholas,
oil on canvas, c. 1660-65 (Rijksmuseum,
Amsterdam, The Netherlands)

Rembrandt van Rijn, Lucretia, oil on canvas,
1664 (National Gallery of Art, Washington,
USA)

Early modern period, c. 1700 - c. 1900

25,

26.

Francois Boucher, The Toilet of Venus, oil on
canvas, 1751 (The Metropolitan Museum of
Art, New York, USA)

Jean-Baptiste Chardin, Grace, oil on canvas,
1740 (Musée du Louvre, Paris, France)
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27.

28.

29.

30.

31.

32.

33

34.

35;

36.
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38.

Jacques-Louis David, The Oath of the Horatii,
oil on canvas, 1784 (Musée du Louvre, Paris,
France)

Francisco Goya, The Third of May 1808 in
Madrid: the Executions on Principe Pio Hill,
oil on canvas, 1814 (Museo Nacional del
Prado, Madrid, Spain)

Francisco Goya, The Sleep of Reason
Produces Monsters, from Los Caprichos,
plate 43, etching and aquatint, 1799 (The
Metropolitan Museum of Art, New York,
USA)

Philipp Otto Runge, Morning, oil on canvas,
1808 (Hamburger Kunsthalle, Hamburg,
Germany)

John Constable, The Hay Wain, oil on canvas,
1821 (The National Gallery, London, Britain)

Joseph Mallord William Turner, Snow Storm
— Steam-Boat off a Harbour’s Mouth, oil on
canvas, 1842 (Tate Britain, London, Britain)

Jean-Auguste-Dominique  Ingres, Grand
Odalisque, oil on canvas, 1814 (Musée du
Louvre, Paris, France)

Eugeéne Delacroix, Death of Sardanapalus, oil
on canvas, 1827 - 28 (Musée du Louvre, Paris,
France)

Gustave Courbet, A Burial at Ornans, oil
on canvas, 1849 - 50 (Musée d'Orsay, Paris,
France)

Honoré Daumier, The Men of Justice, plate
15: You were hungry..That is not a Reason...,
lithograph, 1845 (The Cleveland Museum of
Art, Cleveland, USA)

Edouard Manet, Music in the Tuileries
Gardens, oil on canvas, 1862 (The National
Gallery, London, Britain)

Claude Monet, Impression, Sunrise, oil on
canvas, 1872 (Musée Marmottan, Paris,
France)

Permission for using the image of this
artwork is unavailable. Please view it from
other resources, e.g. at the website of Musée
Marmottan (http://www.marmottan.com/).
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39. Mary Cassatt, Woman with a Pearl Necklace
in a Loge, oil on canvas, 1879 (Philadelphia
Museum of Art, USA)

40. Edgar Degas, The Tub, pastel on paper, 1886
(Musée d'Orsay, Paris, France)

41. Albert Bierstadt, The Rocky Mountains,
Lander's Peak, oil on canvas, 1863 (The
Metropolitan Museum of Art, New York,
USA)

42. Thomas Eakins, The Gross Clinic, oil on
canvas, 1875 (Pennsylvania Academy of the
Fine Arts, Philadelphia, USA)

43, John Everett Millais, Christ in the House
of His Parents or The Carpenter’s Shop, oil
on canvas, 1849 - 50 (Tate Britain, London,
Britain)

44, Julia Margaret Cameron, The Whisper of the
Muse, albumen print, 1865 (The J. Paul Getty
Museum, Los Angeles, USA)

45, llya Repin, Barge Haulers on the Volga,
1870 - 73 (The State Russian Museum, St.
Petersburg, Russia)

46, Wilhelm Leibl, Three Women in church,
oil on panel, 1882 (Hamburger Kunsthalle,
Hamburg, Germany)

47. Vincent van Gogh, The Bedroom, oil on
canvas, 1889 (The Art Institute of Chicago,
USA)

48. Paul Gauguin, Where Do We Come From?

What Are We? Where Are We Going?, ol
on canvas, 1897-98 (Museum of Fine Arts,
Boston, USA)

49, Auguste Rodin, The Burghers of Calais,
bronze, 1884 - 89 (Hirshhorn Museum and
Sculpture Garden, Smithsonian Institution,
Washington, USA)

50. Edvard Munch, The Scream, oil on board,
. 1893 (Munch Museum, Oslo, Norway)

Modern period, c. 1900 - c. 2000

51 Pablo Picasso, Mandolin and Clarinet,
construction with wood, cardboard, metal
and paint, 1913 (Musée Picasso, Paris,
France)
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59.
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Alfred Stieglitz, Spring Showers,
photogravure, 1902 (The Art Institute of
Chicago, USA)

Henri Matisse, Joy of Life, oil on canvas,
1905 - 06 (The Barnes Foundation, Merion,
Pennsylvania, USA)

Pablo Picasso, Ma Jolie (My Pretty One), oil on
canvas, 1911 - 12 (The Museum of Modern
Art, New York, USA)

Ernst Ludwig Kirchner, The Red Cocotte,
pastel on paper, 1914 (Staatsgalerie,
Stuttgart, Germany)

Umberto Boccioni, States of Mind [: The
Farewells, oil on canvas, 1911 (The Museum
of Modern Art, New York, USA)

Wassily Kandinsky, Small Pleasures, oil on
canvas, 1913 (Solomon R. Guggenheim
Museum, New York, USA)

Kasimir Malevich, Suprematist Painting: Eight
Red Rectangles, oil on canvas, 1915 (Stedelijk
Museum, Amsterdam, The Netherlands)

Piet Mondrian, Composition with Red,
Yellow, and Blue, oil on canvas, 1922 (The
Minneapolis Institute of Arts, Minnesota,
USA)

Marcel Duchamp, Fountain, ready-made
sculpture (urinal), 1917 (original destroyed)
(photographed by  Alfred  Stieglitz,
Philadelphia Museum of Art, USA)

Permission for using theimage of this artwork
is unavailable. Please view it from other
resources, e.g. at the website of Philadelphia
Museum of Art (http://www.philamuseum.
org/).

Joan Miré, Carnival of Harlequin, oil on
canvas, 1924 - 25 (Albright-Knox Art Gallery,
Buffalo, New York, USA)

René Magritte, Time Transfixed, oil on canvas,
1938 (The Art Institute of Chicago, USA)

Edward Hopper, Nighthawks, oil on canvas,
1942 (The Art Institute of Chicago, USA)

Georgia O'Keeffe, Black Iris, oil on canvas,
1926 (The Metropolitan Museum of Art, New
York, USA)
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Jacob Lawrence, They Were Very Poor,
number 10 of The Migration of the Negro
series, tempera on composition board,
1940-41 (The Museum of Modern Art, New
York, USA)

Jackson  Pollock,  Autumn  Rhythm
(Number 30), enamel on canvas, 1950 (The
Metropolitan Museum of Art, New York,
USA)

Mark Rothko, Orange and Yellow, oil on
canvas, 1956 (Albright-Knox Art Gallery,
Buffalo, New York, USA)

David Smith, Tanktotem |, steel, 1952 (The
Art Institute of Chicago, USA)

Jasper Johns, Target with Four Faces,
assemblage with encaustic paint on
newspaper, cloth, and canvas, with plaster
and wood, 1955 (The Museum of Modern
Art, New York, USA)

Andy Warhol, Marilyn Monroe, screenprint
on paper, 1967 (Tate Modern, London,
Britain)

Claes Oldenburg, Floor Cake, synthetic
polymer paint and latex on canvas, with
foam rubber and cardboard, 1962 (The
Museum of Modern Art, New York, USA),

Christo and Jeanne-Claude, Running
Fence, temporary installation, 1972 - 76,
photographed by Wolfgang Volz (Sonoma
and Marin counties, California, USA)

Barbara Kruger, Untitled (We Won't Play
Nature to Your Culture), photograph, 1983

Robert Mapplethorpe, Ken Moody and
Robert Sherman, gelatin-silver print, 1984
(The Robert Mapplethorpe Foundation,
USA)

Anselm Kiefer, Heath of the Brandenburg
March (Mérkische Heide), oil, acrylic, and
shellac on burlap, 1974 (Van Abbemuseum,
Eindhoven, The Netherlands)
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