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FOREWORD

The art p program in theChlcago publrc schools provndes the oppor-
tunity for every student under the guidance of his teacher to find
means for expression and development of visual conmunication.
The tmportance of acttve |nvolvement with art for every student is

concepts. Developing this facet of his perception requires
guidance by the teacher and practice bythesturﬁientmthcS process.
~ The program of education in art in the Chicago public schools
begins in kindergarten and continoes through one year of
required art in high school. The program is further enriched as

students in all high schools who have the interest, aptitude; and
ability are given the Vop;oortijriity to elect one to three years of

additianal education in_art.
Part of the role of educatron in a democracy is to develop the

capacity for independent thought and action, Teachers help
children and youth establish the habits of creattvtty as a part of

everyday hfe It is hoped that thrs gutde w1ll serve both the

tangibles of creative expression into concrete learmng experiences.

BENUAMIN Wlttls
General Superintendent of Schools
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HOW TO USE THE GUIDE

outline form to snmphfy, for the teact'er the planning of a design-

‘oriented art program. It provides great tréeedom in choice of teach-

ing_ methods and time allotment for the various preblems.

_The desngn PROBLEMS &re not presentecl |n a sequentlal orcler

PAINHN& Becausc of thsir scope and variance of format the
DRAW/NG and PA/NT/NG umts—the foundatlon of all art pro-

) The TITLE of each unit indicates the process used in the final
design PROBLEM and lists the media through which the PROB-

LEMS are to be mterpreted
WORKS OF ART are more directly related to the design PROB-

LEM than the PROCESS: They. may be found in the Chicago
Public School Approved List of instructional Materials under

Umversny Prlnts

elements to'be reviewed or taught and gives toplcs for discussion
as nceded for ech design PROBLEM.

APPLICATION lists suggestions for the use of the_completed
design PROBLEM. It offers an excellent opportinity for the stu-

dents to_create articles for use in their daily living.
EVALUATION takes place after each problem is completed

and mdlcates the Iea mngs (desngn and process) that are ex-

,depth in the destgn PROBLEI\/| and may be used as an entich-
ment design PROBLEM for the whole class or-for the talented ‘

students.

Each unit is presented in three stages each of which is a com-
plete design problem. All three stages must be completed in this
order. The amount of time used for each may be determined by
the teacher dnd class:. Each design PROBLEM shouold be done

1o the best of each student’s ability.

Aruitoxt provided by Eic:

STAGE ONE:

States the first design PROBLEM
given mediad:

STAGE TWO: :

Is the same as STAGE ONE bat oses the Intermndlate design-
PROBLEM. - ‘

STAGE THREE: -

Is the stage during which the design PRI OB LEM is actuaily | bemg
worked oat in the art . PROCESS: Limited directions for the
PROCESS are included.

with its translation into certain

Each STAGE consists of: ,
PREPARATION which includes lists of materials and tools neces- -
sary 16 carry out the probler.

- MOTIVATION which includes review and new design learnings

and introduces interpretations to be used in design PROBLEMS.
EXPLORATION which represents the execution of the stated
design PROBLEM.

APPLICATION (as explained above).

EVALUATION (as explamed above)
EXPANDING OPPORTUNITIES (as explained above).

The work for required high school art has been planned
with design learnings emphasizing the principles and elemetits
interpoiated with suggested design PROBLEMS in the PROCESS,

Design i5 an orderly airangement of ideas siressing control and
organization. The principles selected for these PROBLEMS are
emphasis, subordination, rhythm; balance, harmony, and pro-

portion. The elements or ingredients selected are line, shape,

form;, texture; color, space; and movement.
~ The goal of each PROBLEM is to create a desngn based on a

clear comprehension of the pnncnples and elements involved. _
Design PROBLEMS selected may be used mterphangeably

with any principle or element. Investlaatton of each PROCESS . ._

allows freedom of choice and flexibility in each PROCESS while

the design PROBLEM remains inflexible in its directives and de-
sired ends. The design Iegrmrngs a~d procesces are avenues to

sequential growth in the required art program. .
A workable methodology for merging the tea"hmg of art his-
tory with the day-to-day_activity program of designing in the

-art PROCESSES is carefuilly incarporated into this guide.

vii

I









O

ENAMELING

Desiyn problems through colored tissue,
transparenit water colors or lacquers,
and vitreous enamel

WORKS OF ART
Shang (Yin) Dynasty— Bronze VesseI

Type Tina

0 82

X1l Century—""The Adoration of the Magi”
P 101

Saljug, Iran—Luster Plate

0 3492

John_Marin—"Lower Manhattan”
H 169

Han Dynasty — Rdbbings

0135

MOTIVATION
Review balance: symmemcal asymmemcal

Dijscuss : geometric shaoes. basic shapes.

shapes in the environment: varlely

related: comple'nentary

APPLVI(‘ATION
Jewelry; hoime decor: plaques, desk
accessories, box tops, trays, bow!s

EVALUATION
Unders‘andmg of the enameI pProcass

Appreciation of enamellng through the ages,

EXPANDING OPPORTUNITIES
Conibining transparent, opaque, and
opalescent enamels in various ways

by addition found oblec's d|5p|aced
negativa dreas. and wire

ERIC

Aruitoxt provided by Eic:

STAGE ONE

Iacquer aIcohoI

Too/s brushes

Motlvanon :
Combine a variety of sizes of one geometric shape into a balanced arrangement.

Sele(:! a geo memc shape and color scheme.

Exploration:
Use a related color scheme lnterprenng the geomemc design with poster

or COnStI’UCtIOn paper

lnterpret the geometnc desugn usmg alumlnum foil palnted with transparent
lacquer in an analo@ous color scheme.

STAGE TWO

Preparatlon

Materials : transparent paper, tissue, cellophane opaque paper. glue,
string, ink:

Tools : scissors, pens.
Motivation:
Choose two geometric shapes from the "'me iate environment

the shapes; designed in line and mass: with variation in size. Retain
original character of the object used. .

Exp oration: :
Orgarize a well balanced mqnochrornanc color schema using opaque and

transparent paper, cellophane and transparent water color to interpret shapes.

Use pen and ink to create addmonal shapes

STAGE THREE
Preparanon'
Materials : powder enamels: transparent, opaque, opalescent

slush ename!s lumips, threads. gum arabic; copper cIeaner copper (16 or
18 gauge). steel. findings, solder.

Tools - kiln; snips; saw. drill; file, spatula. asbestos she t
small brushes, tongs. abrasive.

Motivation:
Repeat the geometnc de5|gn of the background with 3 lifie o shape
arrangement. Use one large shape or a group of smail ones to achieve

a balanced design.

Exploration:
Erameling process is compo;ed'of a repetition of the followmg stEps
clean copper. apply enamel tusing one or more of the following methods):

Paint shapes on background color with gum arabic. sift naw color.
shake off excess enamel; and fire.

Repeat process for additional color.
Obtain lines by using tireads or drawing through sifted enamel.

11



E

RESIST PRINTMAKING
Design probléms through cut paper, pencrl,

crayon,-stencil;, paper bYlock-out,
silk screen

WORKS OF ART.

Arthur Dove—' Gold Green and Brown
H 207 .

Jacques Lrpchltz- Man wrth a Gultar

H 327

Robert Mothgrwell—' Elegy

H 298

XVIll .Dynasty—

""Presentation of Tribute to Tutenkhamon

MOTIVATION
Review: emphasus shape line

Discuss : negatrve and posrtive shape§

EVALUATION

Understandrng the silk screen process
Skrll in handllng 15ols and materials
Ability to create emphasis through
shape and line =

Ability to design-with qeometrrc shapes
for the silk screen process

Appreciating sengraphs as an art form

EXPANDING OPPORTUNITIES

Printing with multiple screens

Combining printmaking with other
techniques: stitchity, painting, collage,

. hooking, batik

O

Aruitoxt provided by Eic:

Usrng olher block-out media

RIC

s TA GE ONE

Prep"ranon

Maler/a/s tracing paper bond paper.

- Motivation:
Arrange rectangles of varyrng sizesina horlzontal or vertlcal movement.

Exploration:
Interpret design in cut paper.

Piace sheet of thin paper over design and obtain rubbings.

STAGE TWO
lr’rreparatlon

Materials : stencil paper cardboard, waxed paper, ink.
Tools : stencil Knives, razor blades, pencils, pens, crayons.

Motivation: -
Qrganize. rectangles and rectilinears in ;uxtaposmon

Exploration:
{nterpret rectangular desrgn |n stencil.

laterpret rectilinears in crayon.

STAGE THREE
Preparairon
Materials :

or oil paints._oil solvents
cils, pens, crayons, |mprovrsed or m mufactured screens,

———improvised-or manufactured squeegee. scissors, spoon.

Motivation:

Design a unit of rectangles in juxtaposition with gverlapping rectilinears.

Exploration: '
Prepare cut bond paper design to size and piace on a sheet of newsprint.
Position screen over cat paper design:

Usrng squeegee pull pa|nt to lower edge of screen; thus adherung paper.

Repeat printing process for addmonal prints.

14
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RELIEF PRINTMAKING
Design problems through paper, string,

wood strips; and relief printing

' WORKS OF ART

L 26

Emil Noide—"The Prophet”

L 138

Erich Heckel—""Self-Portrait”
L 146

MOTIVATION o

Review : basic shapes emphasrs Itne
Discuss: shapes and lines as seen in
buildings; doors; windows, fences,
sidewalks, or other environment

Wall hangings, book covers, mats trays,

program covers, posters

EVALUATION

Understanding the relief printing process
throGgh c’a_jrdboard printing

Skill in hardling tools and materials and
in following set procedares

Achieving harmony in design through
the use of shapes and lines .

Recognizing relief printing as an art form

EXPANDING OPPORTUNITIES
Using other materials in place of cardboard

to glue to block: cloth, linoleum, thin wood

praw:ng on areas of |nked block of ifiked
r and combining with the printing
process

Printing on a variety of surfaces:
paper, cloth, or thin wood

. wood strtps

Exploration:
Translate a design of rectangles wnh cut pap .

9

STAGE TWO

Preparatlon o
Mate{/a/s..paper, string, wood strips.
Tools : scissors, pencil:

Motivation:
Create a rectilinear desrgn by rntergecnng lines:

Exploration:
Organize a recttlrnear desrgn usrng strrng str|ps of paper or-wood:

STAGE THREE
Preparation:
Materials : cardboard strtng glue shellac water- squble |nk paper.

Tools : brush, brayer pan, spoon or press.

Motnvatton
Create a design combrnlng rectangles and rectilinear shapes by

stiperimposing or overlapping:

Exploration: )
Create a design by glurng rectangles of lrght cardboard to heavier .

cardboard surface. Superimpose rectilinear shapes of string by gluing to the

sarface and thus attatntng harmony through Itne and shape

ink is applied dlrectly to the plate; the plate must be shellacked beforehand

Inked plate

Remove print.

Clean plate

Place a sheet of paper over plate. Roll inked brayer over the paper.
Remove print:

16
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REtIEF PRINTMI\KING

Design problems through feit pen, india ink,

charcoal; crayon; cut paper; and
linoleum biock or wood biock

WORKS OF ART

. Stuart Davis—""Summer Landscape”

H 234
Pablo Picasso—""Ma Jolie”
E 464

Plet Mondrlan—

Broadway Boogre Woogle
E 319 o
Paul Cézanne~"View of Gardanne”
E 411

MOTIVATION
Review : rhythm, hne, and shape

Discuss : line and shape
in animal forms

APPLICATION

Wall.decorations; book covers; mats;
tray inserts, aprons, scarves,

napkins; tablecloths

EVALUATION

Understanding printmaking through the
linoleum or wood-block process

Skill in handling tools and materials

' Ablllty to achieve rhythm through

hne and shape

and wood-block prints

EXPANDING oﬁﬁohTUNiTiEs '

srde by side; half drop
Usrng block of various shapes

Printing on a varrety of surfaces:
cloth, tissue paper, wood

STAGE ONE
Prepacation: _
Materials : India |nk charcoal bond and manlla paper, construction

paper, crayons. _ _
Tools : scissors, felt pen, pens, pencns

Motivation:
Select an animal form using photographs

Interpret animal form in line.

Expioratioh: e
Interpet rhythmic design in line using felt . 2n, India ink, and pen
or charcoal on bond or manila paper:

STAGE TWO

Preparation:

Materials : India ink. charcoal, bond or manila paper, corstruction
paper; crayons.

Tools: scissors, felt pen, pens, pencils.

Motivation:

Interpret animal form in shape.

Expiorarion:

Interpret the design using crayon, ink, or cut paper.

STAGE THREE

Preparation:

Materials : tracing paper, water- solub|e prrntlng |nk poster paper, newsprlnt

manila paper, carbon paper.
Toofs: brayer, ink pan, linoleum or wood- cuttmg tools pencrl

“Motivation:
Interpret animal in shape and line to form a rhythrmc desrgn by repétmon

of a variety of shapes and/or lines.

Exploratlonk

Prepare design to size of block on tracing paper.

Draw complete desrgn on block or trace; usr_ng carbon 655&';.
Cut design, Using one of more tools.

Use tool to éariié ii}iés Whiéh fana;v' ii{é eaaiau; of ihé sﬁapé

o

of paper. Colors may be superlmposed in thie printing. e
colors.

Use free alternatlon of vertical and horizontal overprints with two

ERIC -

Aruitoxt provided by Eic:
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STITCHERY

Desrgn problems through cut paper, colored
tissue, tempera paint, crayons, and stitching
with threads and yarns

WORKS OF ART

Pablo Picasso—"Guernica”

ME 73

Vlncent van Gogh— “The Starry thht
E 438

Early Chou Dynasty—"Bronze Owi”
G 101

MOTIVATION
Review . color: primary, secondary, reIated

Discuss : color and shape in nature

_ e
APPLICATION L .
Wall hanglngs,,purses, pillows, place mats,
clothing embellishmient

EVALUATION

Skill in har
i\:biiity to follow a related color scheme
V\rit_h' stitchery

ng tools and materials

Ability to adapt shapes from nature and

imagination for emphasis in design

" EXPANDING OPPORTUNITIES.
Working in large and miniature sizes
Ustng a var|ety of background materlals
EmbellrShlng prlnts made in cIassroom

Usrng one strtch wrth varlatlons

o
"P‘

O

RIC”

Aruitoxt provided by Eic:

STAGE ONE
Preparation:

Materials : construction paper, tissue paper, paste.
Tools : pencil or felt tip pen, scissors:

Motivation:

Select a brrd form from photograph or |magmat|on

Interpret bird in shape.

Exploration:
Interpret the design usrng cut paper.

“—STAGE TWO'

Preparatlon
Materials : construction papet, tissue paper, paste

-Tools: pencil or felt tip pen;, scissors:

Mottvatlon

In erpreﬁwo or more brrd shapes

I

Exploration:
Interpret several shapes wrth colored trssue usrng a reIated coIor scheme

STAGE THREE

Materials ; tempera palnt or crayons, manila paper tracrng paper, yarns, threads,
cloth—burlap, felt, muslin,
Tools: needles, scissors; thimble; penctl brush,

Motlvatlon i

and floral, or other shapes; to form a design.

Exploration:
Interpret the chosen design in crayon ot tempera paint and fol.ow a related
color scheme.

Enlarge to size o'f‘ cloth using manila or tracing paper.

Draw desién_treeiy or trace On cioth;

Stitch {painting with thread) following the related color scheme.

Use one basic stitch or several different ones using one of the following planss
entire composition strtched shapes alone embroidered, or background stitched

leaving shapes as negative areas; Hem or fringe compIeted design.

<0
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HOOKING
Design problems through cat Ppaper. colored
tissue, and hooking with yarns :

WORKS OF ART
Claude 'Monet—"The Pcplars”
E 164
‘ XIX Dynasty—"Setl | Making Offenng
to Osisis”
M 104
XViIl Dynasty—Chairs of Yuya and Tuyu
M 117
Hasegawa Tohaku—"Tiger"
O 365 -

MOTIVATION .

Review : Emphasis, basm shapes color
primary, secondary, related, analogous,
monochromatic

Discuss : color and shape in nature forms

APPLICATION
Rugs, wall hangings, mats, piliows, purses

EVALUATION

Understanding of the hooking process
Skill in handling tools and maiériéls
Ability to follow an analogous color
scheme wnh yarn

for empha5|s in desugn

Iipprecnatlon of the art of past and

present hooking

EXPANDING OPPORTUNITIES
Combining howking with stitchery

Comblmng u'n'h"o'oké'd areas Wlth
hooked areas

STAGE ONE
Preparation:
Materia/s construction or poster paper, colored tissue paper.

Motivation:
Select a natare form using specimen and/Or pho raph:

Interpret nature subject in shape.

Exploration:

Interoret the design using cut pzper.

STAGE TWO

Maze,/a/s;aaa's;i;uaiaa or poster paper, colored tissue paper.
700ls ! scissors, pencil or brush.

Motivation:

Interpret natire subject ifi Cross section:

Exploration:
Interpret @ natiie des:gn in shape W|th colored tissue using an

analogous color scheme.

Materials : burlap, yarns, tracing paper.

“Toofs: hookmg needle or crochiet hook, franie of embrondery hoop§; taék'g'

chalk or pencil or crayons, scissors.

Motivation:
Interpret a combination of whole nature.

Use shapes and cross secnons of nature.

Use shapes to form a design.

-Exploration:.

Interpret @ chosen de5|gn in crayon or palm Enl‘.rge to size of burlap

ontacing paper. — -~ - - RS
Stiétifh bUiléﬁ over fiéﬁié or Eﬁibibidéiy hoops.

Draw design freely or trace on burlap with crayon, pencil, or tailor’s chalk.

Indlcate analogous ..olor scheme on burlap or fol.Ow from paper plan

while hooking.

Hook with hooklng nigedln or crschet liook: Both tools allow for variation

in height of loops. .

Cot Ioops o’rshea’r for sculpiu’ring or leave loop§ intact when l'iool(ing

is completed. . ;

Hem or lrinéé sides after finished piéoé has been removed lrom frame or hooks:

23
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.WEAVING -
Cesign problems through cut paper, tissue

paper, pencil, crayons, and yarn

WORKS OF ART

Michelangelo Buonarrotl— Cellmg”
MC_S

Dipylon Vase—Funeral Scenes,
VIt Century B. C.

MA 11

Ch’en Jung—"Nine Dragons” Section
0 239

Ralph Blakelock—"Moonlight”

H67

MOTIVATION
Review : shape and textare

Discuss : emphasis and related color

APPLICATION
Wall hangings, table accessories, mats,
purses, space dividers

EVALUATION B -
Understandlng a weavmg technlque

Skill in"handling tools and materials
Abulny to adapt a color scheme to weai)iﬁé

Ability 10 conpose geometric. "hapes into an

imaginative design and achieve emphasis
through shape, color, and texture

EXPANDING OPPORTUNITIES
Accenting weavnngyvnjt) beads, stones,

small enamels, twigs, or other found
and natural materials-

Combining other technlques with weaving,
such as applique, smchery, crochet

Pul[lng some weft threads from fabrics
such as burlap. monk's ¢loth; hop sacking;
and reweaving pulled areas

Using an object from natare a5 a source of
indpiration for a woven piece

or trying pictare weaving

O
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STAGE ONE
Preparation:
Matenafs- constructlon paper, tissue paper crayons:
I

Arrange several sizes of circles into a design.

Explmatlcn :
Using cut paper or drawmg with pencil, create a design by organizing

circles of varying sizes into hotizontal or vertical movement:

STAGE TWO

Preparation: L

vMater/a/s constructlon paper, lissue paper, crayons

Exploration:
Organize the design of ovals ina h’bi’i'z'dh’iél or vemcal dureé@it@'n Desugn wnh

a reiated color scheme using colored tissue paper or drawing with crayon.

i

STAGE THREE
Preparation:
Materials : crayon or tempéra Damt tlssue paper, yarns, tracmg paper,

construction paper.
Tools : pencil, brush, scussors, needle; frame, nails, hammer

Motivation: R
Organize a design composed of circles and/or ovals of varying:sizes asing :
a vertical or horizontal movement. Arrange shapes by juxtaposmon, ;

overlapping, and superimposing: - o

Exploratlon

Interpret the design in crayon tempere, or cut tissue.p paper Follow
arrelja'ied color scheme. If necessary, enlarge the design to the size of the

weaving frame’using manila or tracing paper. The plan for the
wedving problem is called a cartoon: -
ﬁEébéEé iﬁé ﬁé'n'ié 59 biééi'ri'g ﬁéiié é'v"e'?il"y and éaiji'ai's;iéh'i éé?Béé i'ci[) éﬁa

rows of plain weave across top and bottom of fréﬁie
to stabilize the warp: .

Weave four or

Any number of warp- threads may be crossed at one time to create variety

"in textare: ;

The rhythmic quality of the design can be emphasized by introducing

devlatmns in the direction of the weaving.
To introduce negative areas in the design, feave portions of tﬁe

deslgn plan unwoven
When weaving is completed sllp dowel rods through the top and bottom

warp threads where tied around nails.

v
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CONSTRUCTING STAGE ONE

Design problems through cut or torn paper, Preparation:

string, paper, library paste, shellac Materials : construction paper, paste, string.  «
Tools: pencil, scissors. - .

.WORKS OF ART Motivation:
Joan Miro—"Petson Throwing & Stone . Interpret a free-form shape from natare or use a geometric shape.
at a Bird”
E 343 Exploratlon

Constantin Brancusi—"The Fish"” : - F?!*?ﬁ!?,sm?!',fr?? forms or geometrlc shapes by arranglng strlng, drawing,
. or cutting paper.

ME 150

Pablo Picasso—""The Three Mu5rc|ans

EZIGG : =

MOTIVATION .

@eg/ew basic shapes, color:

prlmary, secondary STAGE TWO

Discuss : related colors; free-form shapes )
Preparetlon ,

Tools: pencll, scissors.

APPLICATION o .
Candle holders, napkln holders; jewelry: " Motivation:
bracelets, cuff links, pendants, tie bars, : Make a horizontal or circular arrangement with light and dark paper.
brooches, barrettes; money clips o

T - Make a. horlzontal or circular arrangement of torn strips of construction paper,
EVALUATION ___ alternating light and dark valies of related colors in juxtaposition or overlapping.
Understanding paper-paste constructlon . . . R
process

_Sktll in handling materials . ;
Ability to use a related coIor scheme in paper
Ability to adapt shapes from nature

or geometric shapes

Abllrty to show emphasis through STAGE THREE
color, value :

) ] R Preparatlon.
Ability_to plan colors in terms of value . Materials : paper, library paste, shellac alcohol, sandpaper findings.

~

as well as color scheme Tools: pencil; brash; scissors; file.

Appreclatlon of construction process wrth
o Motlvatlon .

other 'm’ate'riels as well as paper o
Constiuct a free form or geometric form from layers of colored paper to

' achieve a design consisting of aIternatlng light and dark values of color.

EXPANDING OPPORTUNITIES 7 Exploratron

- Constructrng complex pieces of Jewelry Construct form by Iamlnatlng twelve t6 founesn Iayers of identical p

shapes; Adhere two pasted sides together to form a permanent bond: be.
sure that edges and entire aréa are evenly covered with libraty paste:

. g
g paper-paste construction

== with wood for plaques, box tops
Alternate llght and dark values of a reIated color scheme.

Bevel sides with sandpaper or file. Expose all colors used. ,Start wrth coarse

N or medium file of sandpaper and finish with fine or extra fine.
Beveled edge may be one width or varied in width.
After sides are smooth; face of the piece may be sanded in various areas and

depths thus exposrng more colors and glvmg further emphasrs to shape and hue.
€ g each

to dry thoroughly between coats Continue to shellac untll p|ece dries glossy:

Allow pisce to dry several days before painting back with shellac, using
about three coats.

Affix findings to piece with a strong glue like epoxy.

27
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MODELING

Design problems_through cut paper, modeled

paper, and modeled alominam foil

WORKS OF ART

XVill Dynasty—.

“'Slave Unguent Spoon’’ and Others
M 119

Early Christian—
“Th& Thiee Maries at the Tomb and
Ascensron of Christ” )

Early Romanesque—

“The Adoration of the Magi”
K 285

MOTIVATION

Review : texture, line

Discuss : harmony, shapes as found in
anlmal “plant (from photograph

or imagination)

APPLICATION

Wall plaques, box covers, book covers,
jewelry, Christmas ornaments i

EVALUATION
Urrderstanding the modehng process

Skill in handling tools and materials

Achrevrng harmony through l|ne shape

texture

L]
EXPANDING OPPORTUNITIES
Using ocher materials for modeling:

copper. tin, brass; leather

Combining modeling with other process:.
mosaic, woodcarving; sculpture;
ceramics, enameling

Desrgnlng jewelry

Creating oxrdrzed appearance by applyrng

.« ——India-ink to-scratched-sutface and-
rubbing off excess ink

ERIC

Aruitoxt provided by Eic:

STAGE ONE

Preparanon S
Materials constriiction paper, tieavy paper: detail, drawing; shirt cardboard,
modelit.

Tools : scissors, qunt tools for modelmg pencil; pen; clay-modeling tools, sticks.

Motivation: o

Interpret an animal in shape.

Exploration: -
Interpret the desrgn by using cot paper

STAGE TWO
Preparatron
Materials : constru(;non paper. heavy paper detarl drawlng shirt cardboard. _

Tools > scissors; blunt tools for modeling: pencil, pén, clay-modeling tools, sticks.

Motivation:
interpret plant form in ||ne

Exploranon

Model the design by using a variety of blunt tools on heavy paper:

construction, detail, drawing, modelit; shirt cardboard.

STAGE THPEE

tion paper, ing or carbon paper, heavy aluminum foil..

Materials : construt;non paper, t
Tools: scissors; blunt tools for modehng clay-modeling tools, pencil, pen, sncks

_ Motivation:

—Create a harmonious-designby comblnlng*anlmai-shapes*and-lmear-plam-fr i ———

Exploration:

Interpret design of linear plant forms and animal shapes on heavy alumlnum
foil to create harmony with line, shape, and texture.

Enlarge desrgn to size of aluminum foil.

Transfer design to heavy foil asing tracrng paper or carbon paper with
.cushion under the foil.

[ 'Practrce modelrng Jni- I'ne~ textare—andshape on-scrap foil. Use a cushion

of paper under the foil. Try a variety of blunt tools: pencil, pen, sticks.

Usrng several tools model the entire design. Keep cushion of paper under -

foil at all times. Follow plan of texture, line, shape carefully 56 that harmony

is attained in design:

Pour plaster of paris into the back of the desrgn to. keﬂiacLlhlL e

needed only when plece is to be handled often.
10
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SLAB SCULPTURE

~ Design problems through oil clay,
corrugated or plain cardboard, clay

WORKS OF ART

Frank Lloyd Wright—"Robie House Chicago
GM 100

Slab from West Frieze of Parthenon. Athens
A 145

B 420 .
XVl Dynasty—"Khamhet”
M 95 -

Istahan
1O 466

* Amedeo Modtglrant— "Head"”
ME 159

MOTIVATION

‘Review : Shape and lexture

. Dlscuss ﬁalénéé, i’éétéi’igijlar shapes

as found in environment

APPLICATION
Decoration, planters, containers, room
dividers, candle hHolders

EVALUATION .
Understandmg slab construction

Understandrng limitations and

_potentials of clay

Competency to compose geometric shapes
into an imaginative design and achieve

balance through texture and shape

Appreclatlon of contemporary
sculptural forms

. :ErerVANDlN'G OPPORTUNITIES
Organrzrng series of related sculptures

.= geometric shapes

Combrnmg slab sculpture with other
techniques, such as enamel and mosaic

"Cormbining clay with other rigid materials:
wood, metal, plastic, wire

Workirig in miniature or colossal

STAGE ONE
Preparation: _
Materials : oil or water clay;

Tools : rolling pin, sticks for gauges, ceramic tools, found objects.

Motlvatton
Achleve textural effects on rectangles of varytng sizes.

Exploratlon
Create texture on rectangular slabs of clay through addmon or subtractlon

STAGE TWO

-Preparation:.

Materials : plain or corrugated cardboard glues tape
Tools : scissors, razor blades.

Mottvatlon
Create balance in vemcal construction of varied sized rectangles

Using cardboard re stangles, organize a three dimensional desrgn in
a balanced vertical movement:

v

STAGE THREE

ceramic tools, found objects, plaster bats. N
Containérs : water, slip, glaze; brushes, Kiln:

Motivation:

Organize @ balanced vertlcal constraction of various sized rectangles Enrich .
the sculpture by textural surface treatment and through addition and subtraction.
Exploration:

Prepare clay.
on a wet cloth; roll clay to half-inch thickness usrng gauges

Cut varied 'sized rectangles. All clay l)etng used for constructlon should be

stored on damp bat and covered wrth plastic or wet cloth between classes.

Organlze slabs a few at a time and jrin abuttlng edges by scoring “and

moistening them. Further strength may be gained by smoothing thin
coils into joints.

Negatrve 'space may be lntroduced by cutt|ng away areas. The posrtlve,shapes

to enrich the surface of the sculpture.
When the desrgn is complete allow to dry slowly antit bone dry Fire.

Piece may be considered complete at this stage, or glazed and f|red

Aruitoxt provided by Eic:






CASTING

Design probiems through cut or torn pape.,
strmg, penc|| found objects,

and cast plaster

' WORKS OF ART .
Theodore Roszak—""Spectre of K|tty Hawk”

H 330

ey Century A.D.—
, Sarcophagus of Saint Theodore

K7

XIl Dynasty—""Herdsman"

M 69

Andhra—East Gate, Great Stupa -
019

MOTIVATION

Review : Principles and elements i m art

Discuss : thythm, shapes as found in nature
- and imagination ‘

Wall plaques; paper weights, book ends

EVALUATION

Understandlng the castmg process
SRIII in handling too|s and materials

Achieving rhythm through line, shape, texture

EXPANDING OPPORTUNITIES
Desrgmng directly in sand using various
hand and finger movements

‘ 'ca's,t'ihé with cement
Makmg a group of sand castmgs
to make a scuipture

L.

(YA

STAGE ONE

Model de5|gn of form into damp sand.

Preparatnon

Tools: scISsors

Motivation:
Interpret a natore form

Exploration: ' .

Interpret the design by tearlng gaper.

STAGE TWO
Preparation:
Malenals construct|on paper or other, pencil, string, found objects, glue.

Motivation;
Emibellish the shap & with line and cnrcular forms:.

Exploration: - - )
Embellish a shape (cut torn; drawn) with line and circular shapes in

rhythmic manner.
Line may be mterpreted through drawing 6; arrangement of string. Circles may
be indicated by drawing or by add|ng paper or cloth shapes.

STAGE. THREE
Preparatlon
Materials : box, plaster, water, sand found objects

Too]s clay modeling, found objects, box to hold sand, bowi for mixing plaster.

Interpret a nature form, creating rhythm wrth line, circular forms, and texture.

Créate rhythm with line; circalar forms; and texture

Lines may be |ndrcated by adding string, carving, or bulIdlng up rldges in sandZ

Circular forms may be done as above and/or by imprinting - found objects

and poking finger tips to varlous depths
Texture can-be achieved by carving (U ing flngers tooIs comb of other found

objects); by building. by imprinting {using found objects, corrugated board,
beads, pebbtles); and by |mbedd|ng {pebbles, beads, seeds, found objects).

When the desrgn is completed and while the sand is stiil damp, DOUr the .
prepared' plaster into the designed sand miold.

If the piece.is to be hung; insert greased dowel rod or pencil into sand mold
before casting to provide for wire or cord. A hanger may. be imtedded

into wet pIaster after pourrng
After pIaster has hardened remove friomi sand and file or scrape off rough

and ihin edges.

12
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‘Combining different types of tesserae

' 'WORKS_OF ART

Mosaic, VI Centiry— -
S. Apoliinare Nuovo, Ravenna
B 28

Cathedral Wmdow Chartres French Gothic
K 160

.ympanum— ‘The Last Judgment”’
French Romanesque
K 5%
Initial Page of Mathew—

"Book of Kells” Manuscrrpt Celtic
K24

Stained Glass Windows—
“Baniel and David” German Romanasque
K 276

MOTIVATION
Review : basicshapes, coIor

prlmary, secondary

Discuss : related color, shapes as seenin

enwronment (bu|ld|ngs doors; windows;

APPLICATION
Wall plagues, book ends,-paper yve|ghts

box tops,(table surface; tiles; bowls

EVALUATION 7
Understandrng the mosaic process

Skrll in handl|ng tools and materlals

Achieving balance through drstrlbutlon
of color and shape

Competency to translate a related color

-scheme into6 tesserae

Appreciation of mosaics frons other cultures,

‘contemporary artists, and anvironment

EXPA\lDlNG OPPOPTUNITIES
Maklng own tesserae

Usrng pebbles and stone
dsing Sroken commercial tiles

or vitreous enamels

O

ERIC
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ﬂsing for inlays in wood or ceramic pieces

b

T Tthepldnned color Stherm

~ STAGE ONE
Preparatlon
Mater/als construction paper, tissue paper, coIor pages from magazines, paste.

Tools : scissors; pencil;

Motivation:

Arrange several sizes of rectangles into a deslgn

Erxploratlon

Using cut paper, arrange the de5|gn in a vertical or horlzontal movemant;

STAGE TWO

Preparatlon
Materials :

Tools : scissors, pencil.

SAStrUction paper, tissue paper, color pages from magazines, paste.

Motivatioi:

Create a design of rectangles Attain balance by overlapping or superlmposmg.

Exploratlon
Organize the desrgn of rectangla using %" maxrmum size cut or torn tesserae.

Follow a related color scheme.

STAGE THREE

Preparatron

Material cortstructlon or manlla paper, tempera palnt or crayon, tracing paper,
foundation board (plywood, hardboard); glass in related colors {medicine and
pop bottles, drlnkrng glasses, scrap glass), waterproof adhesive, grout.

Tools : pliers or tile cutter or hammer Spatula; protective goggles; grout contziner.

through juxtaposition, overlapprng, and superimposing.

Exploration: .

Interpret-the design in crayon, tempera or cut paper; follow a related color
scheme: Enlarge the desig[r o size of the foondation chosen, usrng manila
paper or tracing paper. Copy design on foundation.

Very carefully break or cat glass mto_small ple,ces: Arrange related colors
of glass into separate piles to create a palette.

Very carefully apply glass to foundation using a

“Use p pleces of foil under s: n1e of the glass for’

further depth of color if desired. Apply grout; colored or whlte when
all tesserae 'lave been glued in place.

Use spatula or heavy gIoves to protect hands while applylng grout:

Wlpe excess grout from. 5urface with damp cloth or sponge.

Use carborundum stone to round off sharp edges.

13






DRAWING
Design problems through pencil, pen,
crayon, felt tip pen; sticks

WORKS OF ART
Vincent van Gogh— ‘Self- Portrart
ME 95

French Gothic Manuscript—.
“The Entombment and the Thiee Maries

at the Tomb”
K 268

Jackson Pollock—"Autumn Rhythm"

H 125 ,
Sesshli—"Winter Landscape”

0 346

Leonardo da Vinci—"Landscape” (Drawing)
c 45

MOTIVATION
Rewew pr|ncrples and elements

Discuss: emphasis, Ilne dlrectlonal

qualitative; spacial relationship

APPLICATION L
Wall decoratlons design for stitchery,
design for prrntmakmg

EVALUATION
Understanding different ways to draw

Competency in handling drawing tools
and materials .
Ability to organize a drawing by

incorporating principles and elements
of design

Recognrtion of dlfferent qualmes of I|ne
Ability to create movement through Ilne

Ability to create the illusion of
space.through line

Appr on of drawing through the ages

‘EX PAN D ING_OEPORTUNITIES——’——"'

Working with variation in size:

. miniatdre to colossal

O

Investigating various styles and technigues
Using drawing in planning designs for batik;
stitchery, and prints

investigating various orthodox

and unorthodox tools

ERIC

Aruitoxt provided by Eic:

‘Preparation (for all stages):

Materials : manita paper, newsprint, bond paper, tracing paper.
Toofs pencil, pen, crayons, felt tip pen, sticks:

MOtlvatIOn (for all stages)

Revrew principles and eIements

Discuss movement, space, kinds of Irne (dlrectlonal qualltatlve)

emphasis and methods of achieving it.

Exploratlon (for al stages)

'Seiect an ob]ect famlllar to schooi or home: clothes and accessories, grocerles

Discuss the kinds of llnes found in these ob]ects outline, skeletal, surface,
textural.

877! GE ONE

toward obtalnlng the essence of the object by repeated drawmgs

STAGE TWO
Interpret the human figure with contour line using a class model.

STAGE THREE

Achieve emphasis by combining two or three ob]ects of one category
found in the classroom: .

STAGE FOUR

Develop emphaS|s throhgh lineina composition of three or more human figures.

STAGE FIVE

STAGE’ SIX ’

Achieve emphasns throﬂgh liig in a Composmon usmg haman frgures in their
environment. Develop drawings to extract character and define spatial
relationships:

Before continuing with the following stages:

Rewew Ilne ‘ .

STZGE SEVEIV :
,Q%?,CQDEQQU!EJ!D%%}O |nterpret a fruit or a vegetable shape into

three-dimensional form.
STAGE EIGHT !
Use a complexity of continuous lines to model edges and planes of geometric
objects seen in the environment:

R ‘
STAGE’ NINE
Use 3 contintous line to record the action of an animal or figure.

STAGE TEN

Interpret two frgures engaged in a partner activi ( emptov*ng-commuous-hne—-"“
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PAH\FFH\IG 3
Qeslgn proble B through pa|nt tempera,

water color, gouache, acrylics, oils,
lacquers, enamels; inks

WORKS OF ART

Sung Dynasty—

“Mountain Landscape with Travelers”
O 198

Paul Cézanne— Strll ere"

E 2686.

:Pablo Prcasso—"StlII Llfe"
E 308

i /i\ndré o'e'r'aih
E 303

7 London Brrdge; 7

MOTIVATION o
Review : ali prj"nciples and elements
Discuss : value, mood, color: primary;
secondary, monochromatic, analogous,
related

APPLICATION

Wali decorations;, posters, greet|ng cards
calendars

EVALUATION S

Understandlng ways to pa|nt

Skill in handllng palntlng tools and materraIs

Ablltty to de5|gn a painting by lncorporatrng

principles and elements of design

L Knowledge and use of primary and
secondary colors

. Ability to create infinite values ini color

Competency in relating color gradation

within limitations .

Recognition of the implications of coIor and

its influences on individuals and_cultures

Appreciation of painting in all cultures

‘including work of contemporary artists

EXPANDING OPPORTUNITIES
- Using the suggested topics in new directions:
combining of media, using new media

(egg tempera, lacquers; enamels), exploring
with a ’arrety of surfaces, working with
variation in s|ze (miniature to colossal),

investigating various styles and techniques

c
Further painting probiems can be developed _
with definite p
from the following suggested topics: _
Iandscape, animals, home, careers leisare
activities, city, crowds

O

ERIC
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Preparation (for alI stages)

ciples and elemiants in mind

Materials :

Tools : brushes of ali shapes, sizes; and qualltres, 4B pencll charcoal,

pen, sponge, found objects.

Motivation and exploration (for ail stages):

A color notebook shouid be kept by lndlvlduai st"dents lf feasrble Color

iilustrations from newspapers and magazines depicting the use of color in all its
phasés and articles reIatlng to its use should be classified for easy reference.

/mp//cat/ans in cultures in relrglon in customs, in superstrtlon

in contemporary marketrng

in furnlshlng'the* same type of material for the art room bulletin board.

STAGE ONE

Create a composition of varied sized rectangles using_one tempera color
plos black.and/or white for color value. On @ sheet of paper 9 x 12 inches

organlze the rectangles |l

STAGE TWO

ng them to a maxrmum size of two inches;

Select one shape from natare which will be repeated in various sizes usrng
two related colors plus biack and/or white for color value. Incorporate texture

and/or. design:in the natare motif; thus stressmg rhythm
and value in the composition.

STAGE THREE )

Create a composrtlon of man-made structures derlved from geometric shapes.

Use an analogous color scheme emphaslzmg the pnmary color. Small haman

«

STAGE FOUR
Arrange a serles of studles ins

ill life organized to show relationships o

objects in_space stressing gradation of color. Include a repetition of shape;

movement, and varled textures. Show the natural co

ors of the objects or

depict the still life in @ monochromatic color organization. Textures may

be achieved by using sponges, sticks,

Value may be attained by the addition of white and black,

crumpled paper, and found objects.

15
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STAGE FIVE .

Make a series of painting sketches from short poses by various models in
drfferent posmons stressing movement and valoe: Use these sketches as
the basis of a composition involving ¢ group actwlty

STAGE SIX
Employ the above Rnowledge garned asa reference Organlze a composrtron

of figures involved ina school actwrty Using a definite color scileme to_
express the mood ‘emphasize depth through value, sizes of figures, overlapping
of shapes,. and contrast of color.____. -

STAGE SEVEN
Discuss essential facial charecterlstlcs Use the model notlng the

differences and similarities by cqmpartson with other members of the class. .
Sketch from the model on 18 x 24 inch manila paper, using pencil, charcoal,

and/or one color palnt
Conduct a class critigue for completed sketches 10 see |f essence of

character has been attained.

STAGE EIGHT
Paint a portrait based on the experlence galned in Stégé Seven.

Orgamze a composttron usnng a selected co|or scheme and agaln stresstng

STAGE NINE

DlSCUSs connotatron of colot in mood: Orgamze a palntlng composmon based
on fantasy. Choose a color scheme that fits the theme of the composition;

show amphasis through the color chosen: Introduce texture and line for
added interest and balance.

16
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HISTORICAL SURVEY

Prints), and frequent referenceqhould be made to a_good text
on the history of art, for examiple, Gardner {see Bibliography):
This outline, the illustrations, and the text (or different suitable
texts) all compIe-nent each other and should be used together

lustrations have been selected to complement those in Art

through the Ages. However; when an example is considered of
great importance, the guide duplicates an illustration which ap-

pears in the text.
__The phenomenon we call art ha= been a part of culturre as far

Art |tself is basuc and instinctive; it is interwoven with and gtven
addmonal social and reltgrous values in civilization. The study of
the history of art will serve to broaden and enrich the student’s

experience and to illustrate his relation to his cultural tradition:

ANCIENT ART—EGYPT (c. 4000-1085 B.C.)
Some of civilization's earhest deVE'QPT?D‘ibSS?P,”],‘b,e, Near
East The civ

- By 3200 B.C,,
king—the pharaoh (M 167)' The style of art which the Egyptiahs
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period, 1085 B.C. .
M 31 Slate Palette of King Narmer

__ M 167 Khafrae, IV Dynasty.
Since the continuation of life after death was at the core of

Egyptran reltgtous bellef |t was necessa v to preserve 1he body

sculpture or painting) necessary for this afterlife. The great pyra-
mids at Giza (G 12-G 13) wereé built by thiee of the most poweiful
pharoahs of the Oid Kingdom as personal tombs. These pyramids
are tremendogds in scale, with an impressive dignity befitting
their purpose (M 46).

G 12 Egyptian Pyrannd & Mastaba ConStrueI/Dn

G 13 Pyramids, Gizeh

M 46 Sphinx etc.
In the centuries after the butldlng of the great pyramids at Giza,

the emphasis shifted to the building of temples along the Nile,
each dedrcated to d god (G 1). Like the _pyrar |ds these were

the sanctuary within from the world without.
G 7 Rack cut Temples’ 'Abn S’i’mbei

G 21 Bestorerl Temple o[ Aman tuxor

If the mummiified body. in the tombs was destroyed a sculptured
iniage could serve as its substitute. 'With this idea in mind, the

Egyptian sculptor carved portraits of the pharoah that had great

Aruitoxt provided by Eic:

‘the entire Nile valiey was und,er the rule of one - -

drgmty and that embodted a feeItqu of permanence in the|r form.

with the massive block of stone as it came to him from the quarry,
carved the form by creating a.series of planes which were parallel
to the sides of the block.

yet highly simplified representations of the human visage; they
wWere recogmzable portraits, but with all individualized detail

eliminated.
M 63 Seeted Amenemhet 1; Ca/ro

G 2 Temple of Amon-Re, Abu Simbel

M 766 Bust of Prince Ankhhaf .

"M 92 Ramses 11
Relief carvings and patntlngs on the walls of the tombs (M 33°

M 95) nllustrated the many aspects of ||fe the Egypttan hoped to

Egyptian put his art to work for h|m The ktng is shown in his
varied activities—boating, hunting, -fishing, feastlng, at war

¢M 112). Other pictures show. the bakers, farmers, tailors, car-

penters and entertainers at work on the necessities of life (M 107"

M B53). This idea is carried further in the small-scale wooden
models of boats, houses, and shops (M 59) that became popalar

in later times.
M 33 Wooden Panels of Hesire

M 95 Khamhet N

-M 114 We/gh/ng of lhe Heart Pagyrus of An/ Lo

M lO7 Painted wall decorat/on Thebes
M 59 Model Garden.
The Egypttans valued craftsmanshtp and. took pIeasure in frne
furniture of carved wood inlaid with ivory §M 117-M 79); jewelry
of gold, enamel, and precious Stories (M 76-M 119-M 178-
M 121); and the many products of the potter, including both

- glazed and unglazed vessels. Many of these objects had been

used by the Egyptian during his life on earth, before being placed
in the tomb

M 79 Jewel Casket lllahun .

M 76 Gold Pectorals of Sesostris

M 119 Spoons o

M 178 Gold Mask of K/ng T'L’/'t;?hk'h;]'moh
_ M 121 Gold Vessels of Ramses Il

For the Egyptran all thmgs had the|r piace and th|s 1dea was true

served such an |mportant purpose they too had to follow a defr-
nitely prescnbed pattern. In a re~f or a painting, the representation

of the pharoah was always la: ;er than that of any other figure;

his gestures were slow and formarl befitting his great dignity and

Certaln conventrons for representrng the human ftgure

power

dtfferent potnts of view; for example, the shouiders were frontal,
whrch meant that both arms could be fully seen; legs and feet

(M 104). AIthough these conventtons mtqht vary in doplctmg
ordinary men, they were strictly observed in depicting the pharaoh.
It wds an art that was essentially flat and two-dimensional in

concept; theré was no illusion of depth created by perspective

The portrait heads of the pharoahs and-
of their queens and retainers (M 166-M 80-M 92) were foicefil;:

and no feeling of volume in the forms as a result of light and -

shadow. There was a sensitive, balanced relationship between

the figares and the background space and_the composition was
carefully ordered by placing each group of figures in a horizo

zone wrth its own base line. Finally; to indicate the importance of
HS 1
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the pharaoh h|s size was always moch greater than that of his

subjects (M 95).
M 104 Séti 1 making offering to Osiris

M 95 Khamhet
T,h‘? ancient Egyp(lan who valued order and stability in his cwull—
zation, evolved an art that reflected these gualities: From the. early,

ponderous pyramids to the beautifully restrained wall reliefs and

paintings and the delicate and refined articles of personal use; his

art siiows a degree of consistency and an adherence to established

" tradition unequalled in any other time or place:

MIDBLE EAST (c. 3000 B.C.-A'D. 641) o
Contemporaneous with ancient Egypt were the civilizations of

the valley between the Tigris and Euphrates rivers to the north:

Rel:glous bellefs centered upon nature gods, and tombs were

s fone were stiff and .com-
pact. The palaéé§ of the Assynan kings were buiit of brick

and were lavushly decorated. Great, powerful winged- -ball fig-

; largg stone panels carved in low

bjec(s ponrayed in these

winged démes, the king in religious observ--
ances at war, receiving « captlves Conventions for representing the
Human figare were.similar in some respects-to-those-of Egypt,

rellefs were vatied—

G a1 Rarlhenon, Athens

G 42 Parthenon, Athens
G 43 Parthenon, Athens
G 44 Parthenon, Athens_
G 52 Temple of Athens Nike
G 69 Plans of Greek Temples

G 46 Erechtheum;, Athens

The earliest pieces of sculpture Wthh have survived froﬁw the
séventh and sixth century B.C are stone, although it is thought
that still earlier ones were executed in wood. Representatlons of

the haman figure are stiff compact masses which are ’ geomemc

{cylindrical) (A 22) and symbolic rather than realistic in appear-

ance: They stand or sit immobile with arms pressed agamst the

sides and with the linear design of the folds in the drapery (A 25)

playing over the surface. in the standing male figures- (Kourai) -

the symmetry of pose is only slightly broken by.the separation of

the legs—one foot placed ahead of the other. Although the treat-

ment is still somewhat austere; various. anatomical details, such

_ as the knees, .are treated in detail. Still, the emphasis is on an

abstract pattern rather than on representatlon of anatomy. How-

ever, by the-fifth century, the frontal pose and the feellng of
moﬁﬁméhtality have given way to the visual reproduction of the

human figure, more or less accurate in detail; and action becomes

part of the pose. This development necessitates greater knowl-

but were fess rigidly observed. The representations of animals,

especnally, were keenly expressed and of a high order; in design

these reliefs strike a balance between plain areas and those dec-

orated with a delicate incised texture.

GREEK ART— (c 1100 B:C.-c. 100 B.C.)’

Very different from ‘the Egyptian cgvnllzatlon was that whlch arose

in the eastern Mediterranean. That phase known as Aegean can
. be traced as far back as 3000 B.C. By 1100 B.C: Greece was the

centér of this civilization which spread out over the islands of the

Mediterranean and the coast of Asia Minor and later expandecl

farther westward. _ _ . -
~ Unlike Egypt, wnh its long Nile valley and the monolithic state

it evolved, Greece has a terrain broken by mountains and valleys

cultare was the same,_a_number of

and, although their basic

different small city-states arose-in the valleys. Alth’oﬁgh' one

among: many, the city-state of Athens has become a symbol of

Greek civilization and, indeed, all of its arts did flourish; In con-

trast to the consetvative character of Egyptlan civilization, Greek
art is less bound by tradition and is, thus, freer in expression._In

Greek religion the forces of nature were personified and, as de-

scribed in Greek mythology, the gods were endowed with human

qualities and appearance. The carving of images to represent

these gods gave rise to the need for scalpture; the. need for pro-

tection from.the elements necessitated suitable architecture.

The temple which served to hoase these cult statues was réla-

ilvely simple in plan and, despite a number_ of variations, the

basic plan changed little over the centuries (G 40). Instead of a

variety of temple forms, the Greek architect gave his attention to-

reﬁfrgpremgqt”of”proportlons and relationships of parts. Unlike the

great pylon temples of Egypt, which enclosgd the place of wor-

bhlp, the (emple |n Greece faced outward and the exter!or was

of proportlon is the | Paiihéhoh of the fifth centory B.C. at Athens

(G 41-G 42). Set on a three-step base, the columns that surround

the sanctuary room rise to support the qently sloping roof. It is
a composition_of carefully ordered horizontal . and vertical move-

ments, and a dehcate balance |s struck between variety and unity

U 40 Pfan of Acropoi/:, Athens

HS 2..

‘edge of-anatomy and-an understanding of how the human-body, -

made up of bones and muscles, works. Still, the feeling of stone

is_present in the §'culpture of this perlod and the arti

simplif.ad details of the muscles and stylized the _hair and drapery

{A B2—A 446). Thie figure is sometimes shown as if in action, and

flexed legs and arms_act as counte[movements to the torso,

which is often shown tw1stlng on its axis (A 62).
A 22 Hero of Samos __
A 25 Acropolis Figures.

A.446 Head of Apollo— Temple of Zeus, Olympia
A 62 Discobolos

Although today. Greek sculpture appears to Us as whlte marble

{or sometimes bronze), it was ongmally waxed and painted.

Many of the pieces we now have were part of integrated ensembles
of sculpture which illustrated the myth of a particular god and

wére tobe found on the pediments (MA 66—A 136) of the temples:

The relief sculp(ure—long friezes and individual panels—also
played an important part in the decoration {A 145—A 157) This

relief sculptore was not as strictly conventionalized as that of
Egypt and indicates the difference in the two styles:

MA 66 Temple of Zeus, Olympia

A 145 Parthenon, West Frieze -

A 157 Parthenon, Seated Deities. o
The later phase of Greek art (late fifth Cemury to first century B.C.)

is characterized by greater emphasis on a more lndlwduallstlc form

of expression. The sererie idealism to be found in. much of the

fifth. century sculpture gradually gn}es way to a refined elegance

(A 458—A 303—A 190) or sensuous. qualmes and the individual

A 458 Athena Lemnia .
A 303 "Winged Victory,” N/ke

Althiough architecture and sculpture were the art forms in VWthh

the greatest creative energy of the Greeks was directed, they vrere

not the only ones. Painting. both murals on-walls and panels
res, were done although none of these has survived and

we know of them only through description. Pottery was made in

great guantity and was traded over great distances. In form, the

early pieces are bold combinations of geometric volumes; sections

of cylmders, ovouds, and cones decorated with conventionalized

linear designs in horizontal bands which cover the entire surface

{MA 11). This style of decoration gave way to fewer, but larger
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silhouettes of the figures palnted in a sharp, crisp style In the
frnest examples there 1s a f|ne feellng of balance between the
Changed in the direction of greater refinement rather than the
" vigorous energetic combin’a’t’ions of clear-cut volumes of the
early pottery (MA 32),
MA 11 Dipylon Vase

MA 32 Lekythoi: Seated and Stand/ng Women

ETRUSCAN AND ROMAN ART—(c 1000 B.C.-c. 400 A.D: )

Etruscans whose art was subjected 10 influence from Greece

{MA 49). Soine pieces of terra cotta sculptare have a distinct

life and vitality that seems in contrast with their purpose as
funerary pieces (MA 53). Also paintings on tomb walls have a

gay. exuberant quality (MB 27), unlike the more restrained Greek

art and sober Egyptian. In their baildings: the Etruscans made use
of the arch, a structural device qunte different from the post and

MA 53 Sa/cophagus from Cervetrf
MB 27 Tomb ol L/onesses, Ta/qumra

the third century A. D., the Roman empire extended from England

- in the west to Meésopotamia in the east and across southern

“ Europe and north Africa. A network of roads and the application
. of uniform rules of commerce and laws held this vast empire
° together. Greek art was of tremendous influence and_the Roman

re-creation of many of the Greek examples was carried on through-
out the whole of the .empire. Of special note were the great

structures engtneered by the Romans (G 75) Impatlent with the

builders utilized the arch _extending it into the barrel vault and
then the dome, (G 100-G 99) thus enabling them to roof Iarge

open expanses properly illuminated and free r:i additional sup-
ports. In this way they were able to create bdlldtngs of varled

brick served as the basic bunldug materual then faced with slabs‘

of colored marbles (G 99). Columns were often utilized for
decorative rather than stractaral parposes (G 86).
G 75 Pont Du Gard, Nimes, France

G 100 Roman vault construction
G 99 Roman walls

G 84 Co/osseum, Roi)é _

G 83 Bas}/}ca Constant/ne _

' official religion of the Roman Empire which by this time had

broken in two ﬁa’rts: There is no coherent style in art that can be
termed Early Christian. We find, instead, that Christian subjects
represented in the Hellenic manner which meant the visual ap-

pearance of natqral forms (K 3—B 371). In the eastern section of

the. empire; is. the capital of Constantinople; the Hellenic style
and various oriental influences more abstract and symbolic, fused

into_the style_which we know as Byzantine (G 110—G 115—
G 121—G 198). In this art, which was created for religious pur-
poses, a number of artistic symbois were established. For example,

B
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the fish became the symbol for Christ; the ship-became the symbol
of the Charch itself; the peacock became the symbol of the Res-

surrection {K 7). These and others that evolved were represented
then; as.now: in all media.'such as in relief carvings (K 221) and
in mosaics as a kind of visual language which told the Biblical

stories. Mosalcs, pictures created by setting tiny cubes of colored
glass or ‘stone into moist plaster. covered the walls of many of

the finest churches of thls period (K 21 —K 175 B 20 -B’ 28——

ness and spfendor has seldom been equaled.

T TR 3 Thé Good Sheépherd

B 371 Christian Sarcozshagus.

G 110 Santa Sophia, Istanbul

G 115 Santa Sophia, Istanbul ~ +

G 121 Baptistry of the Orthodox, Ravenna

G 198 Facade, San Marco, Venice

K 7 Sarcophagus of St. Theodore

K 221 lvory : 3 Maries at the Tomb and ZiscenS/on of Ch//st

K 21 Mosa/c', San Ma/co Vemce

Byzantine ‘art with its emphasis on the syrnbol was abstract

rather than realistic in concept; mosaics, paintings, and reliefs are

designed within limited depth (P 126). Figures are flat with little
or no shadow and stand forth against their backgroand clearly and

distinctly. In_contrast. nome of the paintings or relief carvings

which have survived illustrate an opposing style with its origins
in late Greek art {K 12). In these, the aim was 10 represent the

|l|usron of votume |n three dlmenswnal space based on observa-

gatned ascendency in the west; the former Byzantlne art was

Eastern church and the court. became even more styllzed and
spiritudl in concept (MB 51 —MB 47): “Even aftér the fall of Con-
stantinople to the Mosiems in the fifteenth century, the Byzantine
style persisted in the painting of rehglous icons in Ruossia:

P 126 Madonna—Byzantine painting .

K 12*'/vo/y Ange/ A/exandna

MB 47 Christ Pantocramr Cefa/u

MEDIEVALART -{c. 2100 12002§ D)

During the. Iong, chaotlc perLod from the flfth to the eleventh

institution capable of giving protection and patronage to Iearnlng
and the arts, The un‘ty which Roman rule had given to western

- Europe was lost, and without strong centralized power. feudalism
developed. The anarchic tendenc|es fostered by feudaltsm were

centuries., The monasteries sought to,establilsh"stable,w prosoerlng
commanities which fostered the arts (K 184—K 24 —K 157).

K 184 Lindistarne Gosbels St. Matthew

K 24 Initial Page* of Matthew : Book of Kells

K 157 Carolingian lvory Book. Cover: Scenes

//om the Passmn 5

ments. such as increased trade and the need for Iarger and more

44 |
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'ing the Romanesque period (G131~

impressive churches, resuited in tremendous building activity dur-

MG 182—G 184). As the

form lmplles the bullders of th|s age made use of and adapted to

architecture. A Romanesque-church, with its heavy buttressed

: wills, has a protective fortress-like quality appropriate for the’

age {MG 45—-G 236). Although building styles varied from region

to region, it was necessary for the Romanesque architect to pro-
vide a good-sized space for the crowds of worshippers and to

cover this with a fireproof roof, usually the barrel vault or the
intersecting groin vaults. Although in richness of color their riural
decoration cannot compare with the Byzantine mosaics, there is
still a great vigor and a robust quality to the mural palntlngs which

decorated iﬂé mtenors of some. InIa|d marble and rows of

churches in ltaly (G 156—G 160). Those of France, England, and

Germany were built of limestone and depended on scalptare to

enrich the exterior. This consisted of relief sculpture placed around

the main portal, to each side and immediately above the’ door.

This sculpture is one of the great achrevements of Romanesque

art (K48—-K50—-K51—K54—K135). The artist kept the function
of his’ sculpture clearly in mind, using the enrichment of the wall

surface and whether the relief carving was either.in_ low or high
relief, to echo in parailel pianes the wall itself (K 198). Religious

figures, often grouped to |ll|:|strate such themes as the last ]udg-

fusxon were des:gned within defmltely framed tioundarles (K 51).
The fears and anguish of an age in. wh|ch strlfe and pestllénce

were all too frequent were given eloguent expression in sculpture

of sich Romanesdue chirches as Mpissa¢ and Auton in France;
the finest examples.achieve a transcendental quality which resuits
in religious art of high order.

G 131 Plans of Central and Southern Italian

Romanesque Churches

G 784 Cathedral and teanrng TDwer, Prsa
MG 45 Facade, St.-Etienne, Caen

G 326 Abbey Church; Veze/ay

G 156 Facade, San Miniato, Florence

G 160 Facade, San Giusto, Lucca
K 48 rympanurm of Portal Church, Moissac

K 50 Tympanum : La Madeleine Vezelay.

K 581 Tympanum : The Last Judgment. Cathedr 1, Autdn

K 54 Saint Trophime, Arles
K 135 West portal Cathedral, Rochiste

K 198 St. Peter, South Portal, Jamb Frgure Church, Moissac

Other religious arts such as fstal work and the illostration of

Biblical texts were aiso emphasized (P 101—K 285). The manii-

stiipts aré often_strong_in_the richness of their linear design

(K 286).
P 101 Limoges Champieve (Enamei) .
K 285 Adoration of Magi (Whale Bone) Zlngfo Norman

K 286 Winchester 8ible. /nma/s wrth illumination

GOTHIC ART—=(XII-XVI CENTURY)

The insecurity which had marked life in the Romanesque period
tiave way in some degree to law and order which provided the

necessary conditions for the Gothic period. Stability led to ex-

paided trade and the growth of cities made them the centers_

rather than the more rural monastic communities of the Roman-

esqiie period. The expansioil of urban life was to a great extent

..responsible for the elaboration of Gothic art. Many of the towns

.were dlso the cernters of administration of the Bishops of the

church and, consequently, the great cathedrals were located there.

Universities were also rstablished and there was much inguiry

HS 4
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and an enthusuastlc fasclnatlon for the study of this world—in

place of the concentration on the hereafter wh|ch had prevailed
d There IS rn much of Gothrc art

In the religious context, devotlon to the V|rg|n Mary, Queen

} of Heaven, achieved great importance: The Virgin and her Son;

symbol of the fove.of mother and child, were depicted with a
grace 3 and gentleness which had not heen apparent in_ the art of
a more robust Romanesque ‘age. (G 269—G251—G271—-G 287

G 257 Cathed[al Amiens

G 271 South Porch, Chartres

G 287 Notre Dame, Paris

G 294 Cathedral, Reims

G 384 Cathedral, Lincoin

G 392 Westminster Abbey Interior
G 404 Cathedral, Salisbury

G 483 Cathedral, Cologne

The Romanesque church ha an appearance that\ vyas massive and .

bu|ld|ng techmqt'es enabled the Gothlc architect to bulld his
churches to great he|ghts By “means of a compllcated system of

and the spaces filled with sta|ned glass (G 331). As Girie enters

a great Gothic cathedral; (Chartres in France for_example) his
attention is focused on the altar in the distance (G 273); on each

side of the nave; great clustered piers soar upward finally flaring
into the separate ribs that support the thin stone sheathmg of the

vault itself (G 394); on e|ther side of the nave are the side aisles,

-their vaults lower, their side walls piefced by the panels of rich;
" glowing transiucent panels of colorseemlngly suspended inspace,

(G 253) the stained §lass that is one of the onique achievements of
the Gothic period. Along each side of the nave, the upper walls

. _(the clerestory) are blerced for stained glass and in each of the
ove the main portal-are-pliced the great radiating_

ts a| cea the . gre ]
crrcIes of the "rose WIndows” (K 160) (Seeathe ground plan of

of which are called the transept (G 330). The windows as Wi i

as the great concentrat|on of sculpture on the three facades were -

aII Intended to tell in almost encyclopedlc fashlon the rellglous

,ow separate pieces of coIored glass.are held together by
and the whoIe is reinforced by heavrer Ircn bands or.

equaled_ in any other medlum
G 337 Gorhic Sections : Paris; Amiens; Bourges -
G 273 Choir and Nave,- Cathedral, Chartres

G 394 Westminster Abbey, Lonaon, Henr; Vil Chapel
G 253 Amiens—Interior

K 160 Window—Chartres .
G 330 Gothic FPlans : Amiens, Chartres, Parrs

K 276 Stained Glass Windows :
Daniel and David Cathedral, 7A.Jgsburg

The |deal plan for a Goth|c

completed in its entirety, two bell towers were usually built to
flarik the west of main facade: Around this doorway (as well as

around the portals.of the north and south transept facades were)

organized the great scalptare compositions: Those of Notre Dame

of Chartres,? France ilfustrate the early Gothic style (G 270). The

majesty ¢ of Chrlst and thestory of Hus Vrrgln mother are woven into
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——K-161- Virgin—Amiens-. .. . __ .

Evangelusts, the Apostles the stgns of the zodiac, the Iaoors of the

“ months and. the _seven. Iiberal arts are organlzed in the three

close to their sides; they stand in sumple dignity on each side of
the door (K57). Propomons of the body are strictly controlled and
details such as folds in the drapery and hair.are designed as
ahstract, rhythmlcal patterns .which enharnice the sorface of the
form. In style these flgures from the west portal of Chartres have

portal of Amiens Cathedral from the early thtrteenth century

" indicate the direction that Gothic sculpture was to take for
example, toward greater realism (K 69). A climax in the Gothic

styne |s to be found m the flgures whtch fIank the portals of the

mld th|rteenth century (K 82—K 84). Although placed in the same
architectural posntlon reIattver, as the tweIfth century klngs and

queens of Chartres,

N 1 ] tion of the human figure
with welI arttculated parts. and a body that has moved off center )

givenway o a more naturaiistic conce

modéllng of the body as well as in the treatment of the drapery
which clothes them, these figures are much closer to a realistic

conception than anything in western art since the Greek and
Roman art of late classic al times. These are not the transcendental

conceptions of beings seen asin a vision—~the Romanesque idea—
but are human in every way though extraordinarily serene and

graceful (K161—K 68)..
G 270 West Portal, Chartres -
K 56 Tympanum, Central Portal, Chartres -
K 57 West front,.Chartres :

K 69 Apostles, Cathedral, Amiens:
K 82 Reims—Annunciation and V/sllatioh
K 84 Re/ms—A King

K 68 Christ—Amiens

The vitality of the age as indicated in its commerce town bUI|dIng, :

and espécially in the emphasis on learning in the universities and - -

expre 4in the arts; was
This can be seen

as tapestrtes toward the end of the Gothtc period (K 92 K 268—

K 273). ;
K 92 tvory— CoronaI/on of V//g/n
K 268 Manuscript, Entombment and Three Ma//es of the Tomb
K 273 Tapestry

Our d|scu55|on has concentrated on Gothtc art as it evoIved in

local taste ind ne

Duwing the fourteenth; fifteenth, and sixteenth centuries, Gothlc
expression became even more complicated and | fIamboyant inits

combmdtlon of structural and purely ornamental forms in archt-

painttng and sculpture (G 394 G 472 K 117 K 107) In these

human figure of solid, weighty mass wnth increasing attention to
realistic detdil. Many of the miniature pdintings in the illuminated
manuscrlpts for example the Book of Hours of the Duc de Berry -
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- This is est

cially true in the painting of the background—a .
landscape’ which includes various activities indicative of each -
month. Although the compositions each make a handsome sor-

face pattern and ai'e decoratlve desugns of hlgh order that haye

elements of naturalism that will be much further developed in the

succeeding age; the Renaissance.
G 394 Westminster Abbey. Henry VZI Cﬁa'bel

G 472 San Gregorio Valladolid, Spain

K 117 Madonna and Child. Touraine

K 107 Claus Sluter, 1391 : Madonna and Child
K 202 Book of Hours, Decemniber

K 203 Book of Hours. Ap//l

RENAISSANCE—(XV XVI CENTURY)

In art, as we have seen, a particuiar style emerges, gradually
develops, and matures. As we look back on it, we can obséerve that
its later phases not only e aborate its earIy forms but seem to
contain elements from which will come the early stages of the

ling style. Although the term Renaissance means “‘re-
birth;”" the transition: from late Gothic into Renaissance was

transform not only the life; . but the art of Europe during. the-
fifteenth and sixteenth centuries. Although the idea is many-sided

- gradual. However, the introduction. of .new components was 10

and compIex we may take Italy as an example and_there; in the
fitteerith century we find the varidus components of the Renais-

sance at work. From this center, ideas later spread into western and
northern Europe.

The intellectuai iife of this period is.
interest in antiquity, the ruins of Roman c|

characterized_by great
zation, the fragments
ngs of the Greeks
jinated by the.newly

in ing press. The cities of ltaly, such as Pisa, Siena.
Florence, and Venice greatly expanded their trade both across the

Alps and with the East and as a result became wealthy and
powerfol: THere grew up a brisk commercual and often political
rivalry among-them. This political strife was cne aspect of the age

in which the term “humanism™ was applled to.a cluster of values -

-- that-were gradually enunciated. Hiimanism placed great impor-

tance on man the individual.and on his freedom. As a part of this
emphasis, great \ value ‘was placed on man’'s powers of reason and
ten_ignored and

disciplined scrutiny. Kno ledge of himself but also greater know-
ledgé and investigation of His world distinguished the Renaissance
artist from his predecessors. And, the individual artist received a
recognmon from his contemporaries hitheito unthought of, making

his place’in society more significant.

Although asin the past, the charch continued to be an tmpor-
tant patron of the arts, and therefore many subjects in art were

€ _fostered the arts an
In addition, much of the wealth accumulafecl by such powerful
families as the MedICl of Florence were used to assemble great

~ Although the names of some of the Greek arttsts and some of
those from thie Gothic age have come down to us, the role of the
individual did not take on the importance that it did in the
Renaissance and the artists all stand forth as fasclnatlnq personall-
ties in'their own: right. It was customary for artists to begin their
studies as an apprentice in th
When the individudl was so important, 3 number of distinct styles
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emerged and the work of lesser artists seemis to take d subordinate
place.
The Florentine artrst Grotto pa|nted the frescoes in the Arena

Chapel in Padua at the beginning of the fourteenth century (B 54).
Although this places them in the Gothic period in time; these

paintings are so advanced in contept and so ahead of their period,

that*Fl'o'ren'tine artists @ century later would exploit what he had

begun ‘This great cycle of frescoes deals with the life of the Virgin

and episodes in the life of Christ: Using the medium of fresco in

whtch the artist applies color directly to the wet plaster, Giotto

conceived, designed; and. painted his subject in a succession of
panels that told the story {B 58—B 60—B 68—8 64—B 71). His

concept of the great drama of the subject was expressed in his

compositions which achieved great power and @ monumental

grandeur. By careful control of light and shadow _he creates a

limited space within which the drar

telated to each ather both composmonally and psychologrcally
as .integrated units ;of the composmon Unnecessary detail is

eliminated; forms are simple and monumental creat ng an effect of .

great dignity. The illusion of actual formis, characterized by volume

and weight existing in real space, is greater than ever before'in

painting.
B 54 Interior Arena Chape/ Padua

B 5B Presentation of the Virgin, Gi iotto
B 60 Nativity, Giotto
B 68 Bewa//mq of C‘hr/st Glatto : s

B 71 Resurrectron Giotto
During the fifteenth century in Florence; the great wealth that was

being accumalated served to stimulate all the rrts. In architecture,

Brunelleschi's dome for the cathedral (G 146) expressed some-

thing of the sense of power that Renaissance man had found.
(The cathedral itself is primarily Gothlc the dome, however, was

begun in 1420) It _dominates ihe city of Florence and is an

excellent example of what thé early Renaissance artic: valued—

a design in which ; the individual parts are well integrated with

clarlty and order n |s an expressron of man s falth |n hlmself

,clearly realrzed plan was typrcal of Renaissance architecture and

parailels that of ancient Greece and Rome (G 214—MG 176).

There was mech conscious emulation of specific forms, such as

.mouidings, indicating the Renaissance admiration for classical art.

G 146 Cathedral, Florence.

G 214 Pazzi Chapel, Facade, Florerice
"MG 176 Paz:i Chapel Interior, Fiorence
One of the sculptors who was most important in givrng direction

to the early Renaissance was Donatello. He placed special em-

phasis on observation of nature making that his starting point in
carving religious figures in a forceful three-dimensionial-manner

(B434—B435— B 438). Verrochio, a painter as well.as a sculptor,
in his equestrian figure "Colleoni”” infused the subject with an

intense, | Harsh, barely contained energy that ‘well expresses_the

man, one of the great soldiers of the period {B 493—B 494).

Quite differant was the sculptor_Ghiberti who is best known for
his execution of the brone relief panels in the east doors for the

baptistery of Florence: The panels were pictorial in the same way

_that painting of the petiod was in that an illusion of depth was

created by skillful_modeling and perspective. Their style is in
sharp contrast to the south doors of the biptistery execoted hy
Andrea Prsano several decades before (B 394--B 420—8B 422).

B.435 Saint George, Donatello, detail
13 438 King Dav/d, Donatello
8.493 Colleoni. Andrea del Verrochio
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B 494 The Incredulity of Thamas Andrea del Verroch/o
B 394 South Doors Baptistery, Florentce, Andrea Pisano
B 420 East Doors, Baptistry, Flcrence, Lorenzo Ghiberti
B 422 East Doors : Story of Abrzham; Lorenzo Ghiberti

Aitbobéb He ch: ge in concept be ween the Renarssanceianid

|t |s most evrdent in the pdlntlr"] Masacclo rn the early fifteenth

of |nterre|ated flgﬁres in such-a spaclous area (B 140—B 141—
B 142-_B 143). The feeling of distance—space filled with Ilght

and dir—is strongly felt and emphaticaliy expressed; his figures

are massive and weighty and,”as in Donatello’s sculpture, are

plausible dlgnlfled renderings .of the human body Plero della

simplicity, cool, abstract almost lmpersonal (B 233- 38 225) It

was an age of experimentation and the approaches to art were

varied and inventive. The sculptor, painter, and goldsmith Pol-

laiuolo began an intensive study of the human frgure in move-
ment. The painter Uccello was fascinated with the possibility of
using perspective to organize his pictures of imaginative, stagelike
b"zitile scenies (B 137). Somie artists, however, were conservative,
and in the work of such painters as Fra Angelico, for example, the
contrnuatron of the medieval tradition can be seen in his paintings
of bright color and_gold leaf (B 120—B 116).

B 140 Tribute Money, Masaccio .

B 141 Tribute Money, Detail, Masaccio

B 142 Head of Christ, Detail. Masaccio

‘B 143 Saint. Pe’te’rﬁMﬁasacc(o :

B 233 Discovery.of the True Gross. P/ero della Francesca

B 225 Resurrection, Piero della Francesca

B 137 Battle of Saint Egidio, Paolo Uccello

B 120 The Annunciation, Fra Angelico

B116. The Last Judgment, Fra Angelico
Later in the fifteenth century, another Florentine artist somewhat -
outside the mar,njtream but one of the great painters of the period,
elli (B 175-—B 183). He shows a strong feeling for a
s rhythmic line and its pattern plays across the picture alive
and full of energy- His formis have little of the substance that
Masaccio’s -had nor aie they conceived as broadly as della
Francesca's. Botticelli's emphasis on this one visual element, line,
shows how much he has in common with.Oriental art which also

places sach great haportance onit. _
B 175 Adoration of the Magi, Sandro | Botticelli

B 183 Judith with the Head of Holofernes, Sandro Botticelli
Botticelli's contemporary, Leondrdo daVinci, truly one of the most

remarkable men of all time; typrfred the Renaissance ideal of the
in’’ with his far-ranging mind and scientific approach
He investigated botany, {C 41) geology. (C 45) zoology, engineer-

ing {C 55) optics, color, perspective (C 31) and anatomy. Painting

and sculpture were but two of his many lnterests His many draw-

ings of anatomy and his stadies of perspective related his work to

that of earlier artists. His painting of the “'Last Suipper” well illus-

trates How perspective can be used to organrze the compaosition

{C 2,C5, CB8). However, although thls matheriatical and logical

process, perspective, fascinated him, it was subordinated in_his

picwures tu the idea, and the "Last Supper is d series of subtle

ples. Some of the
drawings (C 11) and paintings such as the “"Madonna of .the
Rocks” {C_12) and the “Mona Lisa” {C 10) exhibit an elusive
quality which is largely the result of his use of dark shadows
from which the forms emerge or are lost.
C 41 Drawing, Star of Bethlehem and other plants;
Leonardo da Vinci

345 Drawirnyg, l.andscape, teonardo da Vinci

psychological studies of Christ .and the disc




E

) One of Leonardo’s younger contemporaries; Raphael,
- peculiar ability to organize groups of people in a large, airy space.

" Athens”

c 55ﬁrawrngLStudres of & Flyrng Machrne, Leonardo da Vinci
C 3 The Last Supper, Leonardo da Vinci
C 5 Detail-Group of Disciples, Leonardo da Vinci
C 6 Detail : Distiples Tright of center), teonardo da Vinci
C 11 Madonna with St. Anne, Leonardo du Vinci
C 12 The Virgin of the Rocks, Leonardo ta Vinci
' € 10 Mona Lisa, Leonardo da Vinci

For example;, La Belle Jardiniere places the_three figures in a
pyramiual group with the open, peaceful ltalian colintryside for

Entombment” (C 1’:7) and agarn in his fresco, the Schoo! of
(C 167). This fresco, in'its balance and poise, reflects
the Rendissance artist's deep interest in classical art’

C 157 The Entombment, Raphael

C 167 School of Athens, Raphael )
Leonardo’s ‘interests and capacities were exceptional but not
many of the Renaissance artists were often called upon

for different tasks. Michelangelo. is best known for his sculpture

and his painting but he was one of the several architects who
worked on the bulldlng of St. Petét's, as weII _and *he great dome

Raphael’s palntlngs The humanistic p iIosophy of -the time had
made man aware of the potential within himself and his powers
over nature had greatly increased. Something of this awareness of
power is expressed in Mlchelangelo's figures with; their pent up,

almost epr05|ve energy which threatens the balance and unity

_thiat marks so. mach of Renaissance art.
G 233 Sr Peter’s:and Piazza, Rome

C 462 Madonna and Child, Michelangelo
C 451 Moses, Michelangelo

ln his composrtlon of the Medicr tombs (C 460) and in the fresco

““forces is Hiustrated. ln the Iatter, vast nunibers of human figures

?,f?,,'?‘?,’?t,,“,’?qg', control by their organization within the clearly
defined architectural pattern {MC 9—C 118). Michelangelo and

. the other artists of tHe Renaissance, through their broadened inter-

est in-man himself, their studies of anatomy and the intensification

of what they were beglnnlng to Iearn of cIassrcaI art, made of the

; spmtual idea (C 135).

C 460 Lorenzo, Sculpture, Mrchelangelor

MC 9 Sistine_ Ce/Irng, Vatican, Rome. Painting, Michelangelo
C 1718 Jeremiah, Painting, Michelangelo
C 135 Christ the Judge, Pai e.angelo

Leonardo, Mlchelangelo and Raphael were artists who worked In

ng. |

central Italy. However, the ideas of the Renaissance were not"

limited to this region and there was a great deal of art fostered by

the cities of Northern Italy dominated by Venice. A passion for

¢lassical art can be seen in the work of Mantegna (B 108). A

greater interest in landscape is one element in the art of Northern

Italy as, exemplified in Giovanni- Bellini’s painting, * Relrglous
Allegory" (B 347). Also characteristic of much of tlie Venetran

painting was a rich and sumptuous use of color.. ‘The use of the
new technique -of oil on canvas was importait in realizing this

effect. One of tha great artists.of Verice was Giorgione whose

painting has qualities of tranqguil, idyllic charm &s a result of his

individual_use of color and light-infused atmosphere {C 255).

B 108 The Church Militant and Triumphant, Andrea Montegna -

B 347 Religious Allegory, Giovanni Bellini
" C 255 The Three Philcsophers, Grorgroné
The use of color by the Venetian masters integrated asit was with
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©carves th,uugh an open arry _space..

. the effect of light and atmosphere was essentlally new to pc.l

In many ways; the painting of Giorgione's cohtemporary; Trt;an is
similar, although his temperament was miore direct and, exuberant

than the . latter. The _painting of_his long .and._ prollflc career is

characterized by his fine sense’ of composrtlon in which voliimes

and the space around them are well defined and both color and
texture of materlals Such as. flesh srlks' and fur are rlchly parntéd

His_work exudes a

{C 266—C 279— 'C 28—C 291—MC 26 c 286)
"C 266 The Man with the Glove, Titian
C 279 Tre Entombment, Titian :
C 28 Madonna of the Pesaro Family, Titian
C 281 Presentation of the Virgin, Titian _
MC 26 Pope Paul 111 and His Nephews, Titian
C 286 Aretino, Titjan . . .
The dignity and-calm which was cnaracterlstlc of Tltlan s work is

lost in'the work of Tintoretto where the equilibrium is replaced by a

~dynamic, compositional style in which diagonals carry the eye

deep into the backgrr‘und space. In contrast: with_the light-filled
spaces of Giorgione ’s paintings, Tintoretto’s are dark and shadowy
with sharply contrastlng lights that flicker across the canvas. He is
one of the artists. of the sixteenth centary Italy: whose work is
classified_under the Mannerist style (C 323—C 325 C 332—-
MC 34— MC 3.:) o

C 323 The Mir

C 325 The Mamage at Cana, Jacopo Robusti Trntoretto

C 332 The Presentation of the Virgin,Jacopo Robusti Tintoretto ™

MC 34 The Last Supper, Jacopo Robusti Tintoretto
MC 33 Transporting the Body-of St. Mark from Alexandrra,

Jacopo Robusti Tintoretto

Although the Gothic tradition perslsted in the countries of northern

i C r than it did in Italy, the Renaissance
gradually spread In the sixteenth century, Duorer (t 26—L 24y,
Grunewald (MD 22), and Holbein {MD 33) in Germany: Bosch
and Breughel (MD 45—MD 15) in the tow Coantries, and El
Greco (ME 62) in Spain all adopted and adapted elements of late

Renaissance style: The influence of Tintoretto.is evident in El
Greco's palntlng with the flickering, ethereal light that flashes

across the canvas (E 204). Forms.have little material substance;
are weightless and dematerlallzed and the result is @ religious

spmtual expressmn (Nl E 52)

L24 Apocalypse, Albrecht Durer

MD 22 Isenhieim Altarpiece:

(Detail) The Crucifixion, Matthias Grunewald
MD 33 Hénry Vllf Holbern

MD 75 Hﬂnters in the S‘now Brueghel _
‘ME 62 View of Toledo, El Greco {Domenico Theotocopoulos)

E204 Br.mal of the Count of Orgaz, El Greco
(Domenrco Theotocopoufos)

ME 52 Assumption {Santa Cruz, Toledo).
El Greco (Domenico Theotocopoulos)

BAROOUE AND RO(‘OCO—(1600 1750y :
Tl-ete.'n”Baroque "app'red to art of the seventeent‘\ Céntury——

tar»rmm rMC 11) and Caravagglo (MC 1 7) developed the style in
Itz sensi

ly. Butthe opulent exuberant qualities, rich color, and sensiious
use of pigiment which characterized the painting werg most com-

“pletely realized by the Flemish painter, Rubens (D -104). His

themes, whether rellglous ({MD 12) or mythological; are_ dramatic
organizations of solid volumes that move in a ser|es of sinuousg

’ ' HS 7



work by Rabens and the uneven quality may be explained by his
practice of assigning inuch of the painting to his shop assistants.

. MC 11 The Ecstasy of St Theresa, Giovanni Loren:o Bernini
D 104-Rubens and Isabella Brandt, Peter Paul Rubens

MD 12 The Elevation_of the Cross. Peter Paul fiubens
D 136 The Castle of Steen, Peter Paul Rubens

Almost contemporary . with Rubens was the Dutch artist, Rem-

brandt. The reltglon of Holland was Protestant rather than Catholic

wmdow or a@s it radlatés from a pomt within the plcture contrasts
with areas of shadow that are limpid and mellow; both light and

shadow interact to create paintings of depth and dramatic power
(D 253). Rembrandt's use of the technique of indirect oil painting

and the nomerous glazes that he applied one after the other
enabled him to create this effect of deep but transparent shadow
(D 256—D 232—D 256—D 267—P 108).

D 243.Portrait of Rembrandt's Mother, Rembrandt

D 253 Christ at Emmaus, Rembrandt
D 232 Rembrandt and Saskia, Rembrandt
D 256 Man with the Helmet, Rembrandt
D 267 Hendrickje Stoffels, Rembrandl
P 108 Portrait of the Artist, Rembrandt o
Other Dutch artists were also interested’in light andits possnbllmes

Many of them painted interiors of houses enllvened by a variety of

evetyday activities in a manner that had great charm but did not
have the great breadth found in Rembrandt. The greatest of the

artists was Vermeer whose paintings of interiors are inhabited
most often by a single figure poised and serene (D 336—D 339).

The frgure and all the objects of the |nterlor are bathed |n a clear,

D 336 The Lacemaker, Vermeer
D 339 The Letter, Vermeer - -
!nfluence from italy in the seventeenth century contmued to make

itself felt in Spaln In contrast 1o the lntense spmtuallty of El

contemporanes (E 924—E 225—~ME 34). The extraordmary
artist, Goya, at the end of the eighteenth czntury and the beginning

of the nineteenth vsas one of Spain’s greatest. Although he served
as a cour! painter, his portraits bcth of the royal family and others

areincisive ar-d revealing in their expression of character (ME 54 —
ME 107). His grdsis of problefvis of form and composition s acuts
(ME 90); but another aspe<t of his personality is of great impor-
tance to his art. His concern over contemporary problems made
hlm a most effectlve satlrlst and socral commertator (E 247)

paintings and etchlngs (L 78).
E 224 t3s Meninas; Dirgo VE/asquez
£ 225 Ljttle Princess and Maid of Honor, Diego Velasquez

ME 34:-The Infanta Margarita, Diego Ve/asquez

ME 54 The Family of Charles 1V, i"rancisco Goya‘ i

ME 107 Dun Manuel Osorio. de Zuniga; Francisco Goya.
ME 90 Majas on the Bv/cony, Francisco Goya

E 247 Execution of the Madrilenos, Francisco Goya
L 78 Caprichos : The Sleep of Reason Produces Monzters,

Erancisco Goya
In France, in the seveniteenith century, thie arts served the interests

of the_state_and they were_utilized in such vast schemes as
Versailles, (MG 285— MG116) whete architectare, scolptare; and
painting—the arts of the garden and of interior decoration—

 become part of an impressive ensemble; One of the great Frerich
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painters of the century.was Poussin. Like that of the contemporary
architects, Poussin’s composition is sober, d|gn|f|ed (ME 7) The

observed in his palntlnqs in which the setting, such as a landscape,
domiinates the pictire (ME 8—ME 9): The statemient of a rational,
well-ordered design, composed of geometric volumes in carefully
controlled space; is to be found again in French painting in the
eighteenth century in the work of Chardin. Urlike most of his

contemporaries who dealt with sub;ects which appealed.to his
patrons at_court, Chardin restricted himself to the interiors of

French middle-class homes(E38 E37) oftenthea “tivities of the
kitchen, or in many of his paintings, to a few objects of still life

arranged on a table top (ME 56). B
MG 285 Palace and Gardens, Versailles
MG 116 Garden Facade, Versailles __
ME 7 Portrait of the Artist, Nicholas Poussin
ME 8 St. John of Patmos, Nicholas Poussin
ME 9 The Funeral of Phocion, Nicholas Poussin
£ 38 The Market Girl, Jean-Baptiste Chardin
E 37 The Boy with 3 Top, :/ean Bapt/ste Chara‘/n

NON- EUROPEAN ART
In this survey of art, our attention has been given pnman\y 1o that

from our European background. In recent times, western Europe
has been the center of this civilization, a center that has gradually

shlfted westward from |ts beg nnings |n the Near East. Although

art of civnlizattons outsnde th|s area.in detarl we shouId be aware

China, Japan and those cultures we erroneosusly term pr|m|t|ve‘
,(,',",d'?fléf,'i?f,',??z, Afrr|ow,rand9(7:eiarn|a) have sach created art slyles
that have evoIved through different bhases of grovvth i:ontbarable

art styles are fully as oId and they are all equally as valid as

expressions of the values of their parttcular civilizations as are

those arts we call our own.

Beglnnlng in.the fifteenth century, voyages of exploratton and
discovery widened the horizon of western man, and awareness

and’ apprecratlon of non- Eurobean arts has gradually deepened

greatar importance in our “discovery’’ of these arts has been the
shift ii1 esthetic values and:idedls that our own art and artists have

_ realized which began late in the nineteenth century and has

continued to the present time. An af:quamtance with non-
European art in all of its varlety will help in the appreciation and

understanding of our ewn art—and.it may be added-that; to a

limited extent, the reverse is also true.

In those cultures over which the Islamic religion had spreaaq,

beginningin the seventh and e|ghth centunes, the arts emphasized

with glazed tile in brllhant coIor (O 2166 O 170 O 564—0 656},

manuscripts were illuminated with miniature paintings rendered in
bright, flat areas of color over which plays a delicate linear pattern

(0 534 -0.6536—0 492—0 595).
(0] 466 Mosque, 1sfahan
0 470 Soffits, Mosque, Ardistan
0 554 Arcades, Great Mosque, Cordova
0 555 Court of the Lions, Alhambra, Granada
O 534 Tahminah Comes to Rustam's Chamber,
lranjan Manuscript
- 0 536‘ The S/ck t/on Catches an Ass, Iranian Manuscrip!
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The art of India and southeas? Asia was Eéiiéi%’u’é in motivation and
the religious structurdg built of stone incorporated great amounts

of relief scuipture or freéstandin figures which express Hindu or
Buddhist themes (O 16—8 18-\0 19—0 82). Some of these

sculptures were richly ornam
of surlace and expressed an int

. spiritbal quality (O 77—0 61—0 48}.

O 16 Chaitya Hall -
O 18 Great Slupa, Andbra

0 82 Great Stupa Borobudur, Java
O 77 Head of Buddha, Cambodia

O 61 Saiva Trinity
O 48 Great Bodhisaltva, A/anla Caver

The civilization of Chma, which is many centuries old accepted
Buddhism but modified it with the Confucianist and Taoist

philosophiesand also placed great value on the arts. Ritual bronzes
and tomb sculpture adicate the nnportance of ancestor veneretlon
(0 92 O 101——0 135 0 199).. Examples of Chlnese Buddhist

(0 150—0 151). However, it is the arts bf the brush for example,
painting, and calligraphy that were g|ven the greatest status by the
Chinese scholars and artists. Subject matter for painting was rnost
often landscape: the great panoramlc vxews or ’nute sectlons of

time (0 198—0 209—0 215—-0219— O 238-—0 242—0 207~
. 0226-0 250)

© 92 -Bronze Vessels, Sheng Dynasty, C‘hrna

O 101 Bronze Owl, Early Chou Dynasty, China

0135 Rubbrngs from stone carvings, Han Dynas‘y :
0O 199 Tomb Figures, Tang Dynasty
O 150 Avalokitesvara. Wei
O 157 Detail, Avalokitesvara
O 198 Mountain l-andscape with Travelers,. Sung Dynasty
O 209 Auturnin in the Valley of the Yellow River. Kuo Hsi
O 215 Bullock-Carts winding up a Mountain Path. Chu-Jui
O 2719 The Five-Colored Parakeet Emperor Hui Tsung
O 238 Nine Dragons (Section) Chen Jung
0 242 Persimmons. Mu-chi
0 207 A Temple Among the Snowy Hills. Fan Kuan__
0O 226 Bare Witlows and Distant Mountains, Ma Yuan
O 250 Calligraphy, Wang Hsi-Chih
Japanese culture and its art drew upon the oIder cuvullzatloh Vof

China for many.of its ideas. But certain.indigenous elements make
Japanese painting and sculpture more |nC|S|ve and less meditative

|n mood than that o? Chma The natlve Shlnto relglon was prac-
0 252—-C 261—-0_307—0 346—0 365—0 372). Japanese
architecture, much of whlch was designed to facilitate the circula-

tion of air, has been greatly admired by our twentieth century
archltects, whose desngns often reflect this interest:

O 257 Japan, The Great Shrine of fzumo
O 252 General View of Horyuji Temple .
0 267 tady Tachrbana s*Shnne, Amrda Tnnrty, Horyuji

’

O 346’ Wrnter Landscap& Sesshu

O 372 Shriké on-a Withered Tree, Miyamoto Niten

.From the iate seventeenth ceritury unt|I the mld nlneteenth cen-

{O 396~ o) 400).

ted’ others were plaln and smooth

O 396 Ukiyoe Prints, Suzuki Harunobu

O 400 Tokaido. Shono Hiroshige
Although the Europeans had had tenuous contacts with the Orient
for centuries, it was only in the late fifteenth centory that other
parts of the non-European world were opened up by the great
acnvuty in exploration. Over the last 300 years, we have become
aware of and have learned to appreciate the great achievements of
the American Indian caltores, the rich background of African

kingdoms that are often of great antiquity, and the isiand civiliza-

tions of the. Pacific: As stated earlier, these new sources of
inspiration have meant much to the twentieth century artist.

NINETEENTH CENTURY EUROPEAN ART
By the nineteenth century, many of the ideas that had held the

attention of the artists of the Renaissance and those of the cen- .
turies aftér had begun to give way, and the basis for revolutionary
developiments in the second half of the century was established. In
England, Turner's visionary paintings of the sea were in many
ways close to abstraction {F 97—MF 37); the landscapes of Con-
stable had a fresh and spontaneous quoality (MF 38—F 102): and,
in France, Delacroix, whose paintings owed much-to Rubens, was
able to intensify the feeling of color by his application of tiny
strokes (E 385).
F 97 The Frghnng Temeraire, Joseph Turner

MF 37 Steamer in a Snowstorm, Joseph Turner

MF 38 Weymouth Bay, John Constable
F 102 The Hay Wain, John Constable

_E 385 The Lron Hunt Euyene De/acrorx

the 1860's that a! : group of artists who were to glve direction to
painting, mét and worked. For subject matter they chose those
situations and figures, still-life or landscape, which they could
depict naturalistically from first- hand experience, thus rejecting
such themesas rellglous subjects or historical episodes. This groun
which included Maret, Degas, Monet, Pissarro, and Renoir, were to

become known as the “Impressionists.” Manet's work may be

characterized by its sharp contrast in valoes and his adept brush
that showed his great technical virtuosity (E 394—E 395), the
work of Degas was, lean and spare in.quality with.a composition
which effectively balanced shape against space (E 160—E 261 .

E 405) In his work; especially; and in that of other Impressionists;
we can see influences from Japanese art, particularly the wood-

cuts. Monet; Pissarro (E 258); and Renoir shared a strong interest
in landscape. Their naturallstxc dpproach meant a representation

based on the actual scene with no modification. Their keen obser-~

vation made them aware of light and color and their style was
adapted to render these phenomena-most effe
themselves to see light and color objectively and. their method
meant that the local color, for example, the redness of an apple—is
modified by the colors of its sorroundings, the yellow color of
sunlight, and the violet color of the shadow area (violet because it
was the opposite, the complementary color of yellow): In-order
that the impact of light and color should be great, they applied

their paint in tiny dabs; Spots of. yeilow and green side by._sjde
fused and to the eye, became a single color—stronger and richer

than if the artist had mixed it for us on his palette with his_brush.
When this way of seeing and this téchnique we.@ fully utilized as

" in Monet’s work; for example; the picture seemed. to consist of a

colored haze rather than solid objects placedin well-definad space .
(E 164—E 166—E 168—E 418) or Renoir (E 274). Forms sremed
to dlssolve in @ colored haze and it was this véry amorphous qoality
and the momentariness of and informality of the subject matter in
thie work of such artists as Monet against which some of the great

artists of the 80"s and 90’s reacted. The Impressionist treatment
was entirely too casnal for someone like Seurat (E 441—E 289): In

HS o

Q

RIC

Aruitoxt provided by Eic:

R — T ———

. They taught -




Q

ERIC

Aruitoxt provided by Eic:

- and, rather than a

s parely intaitive, spontaneous apprcach to
color, d|SC|pI|ned|tb his studies of the color theories ofscuerntlsts
“'snapshot”’ view of a Sunday afternoon in

Paris, his painting is a synthesis composed of mam/ _studies and

miuch carefal observation. Space is clea y _defined and solid

volumes are carerfully placed within it. His work may be comipared -

with the earlier French artist, Poussin, or with Piero della Francesca
from fifteenth century ltaly.

E 394 The Balcony, Edouard .Manet

E 395 Gare St. Lazare, Edouard Manet

E 160 The Dancer, Edgar Degas
" F 267 Cife, Boulévard Montmartre; Edgar Degas

E 405 Two Laundresses Ironing, Edgar Degas

E 258 Boulevard des Italiens at Night, Cam///e Pissaro -

E 164 The Poplars, Claude Monet

E 166 Westminster, C‘/aude Monet _

E 441 ta Parade; Georges Seurat
£ 289 Le Cirque, Georges Seurat

Cezanne's painting was Impressionist in s ng the 1870's
(E 419) but he, too, was dissatisfied with the lack of form and

-conscrous organlzatlon Whether still life, landscape or portra|t

tradltron of the past wrth hls |mmed|ate experlence before the

E 266— E 267—E 411—E 413) in intense warm and cool colors,

His late painting evolved toward a miore abstract concept that tied
the foreground and background together in a more unified way.

E 410 The House of the Hanged Man, Paul Cezanne
E 265 Mount Saint Victoire, Paul Cezanne
E 266 Still Life, Paul Cezanne . . -

E 267 Portrait of the Artist, Paul Cezanne

E 411 View of Gardanne, Paul Cezanne

E 413 The Card Players, Paul Cezanhé
The French artist Gauguin developed a style of painting made up of
flatly painted curvilinear shapes of strong color and of unusuai

rest in the exotic and

his restless nature Ied hirm from the cosmopolitan life of Paris to

rural Brittany and finally to Tahiti and the Marquesas islands in the

soiith Pacific (E 280). Medieval art. Oriental art; and that from the

islands of the South Seas attracted Gauguin and he used these
styles and mot lfs m his work .

Jacob Wrestling with the Ange} Paul Gauguin
E 280 Women of Tahiti, Paul Gauguin

Although Van Gogh was Dutch; his most productive years were

spent in France (E 432). Exposure to Impressionism served to

ughten and brlghten h|s coIor Durtng the last two years of h|s

to express his intense emo
E 436—E 438—ME 95). Th
who worked in France during the.last 40 years of the century
F 432 The Potato Eaters, Vincent Van Gogh _
E 435 The Artist's Bedroom at Arles, Vincent Van G ogh

E 436 The Bridge- at 'Ar/es, /incent Van Gogh

onal reactions to his world (E 435~
e are but the greatest of the artists

the work 0£Y0ung French artists. The Fauves, (Vlamrnck Derain)

' (E 302—E 303). Matisse the most important of the Fauve pdinters

was;, like Gauguin; greatly interested in many of the non-European
arts; for example, African sculpture, or Parsian rugs (E296). All o

these arts helped the Fauves in formulating their style. Design is
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- modern-artists subscribe to this view.

‘ emphasnzed the

i

any, at almost the same time; Gauguin; Van. Gogh;, and

certain non-European arts as well as German late Gothic art were

all instrumental in the early phases of German Expressionism
(E 325—E 326—L 146—L 138—E 331). This art was miore sub-

jective than: Fagvism and |n their selection and treatment of
subject matter the antists

E 302 In the Forest, Maurice de Vlaminck

E 303 London Bridge, Andre Derain

E 296 An Interior: La Desserte, Henri Matisse
E 325 The Street, Ernst Kirchner

-E 326 8lue Horses, Franz Marc.

L 136 Self Portrait {woodeut), Erich Heckel
L 138 The Prophet (woodcut), Emil Nolde

E 331 Departure (trlptych) Max Beckmann

Associated with one of the German Expressionist groups was tha

Russian arttst Kandlnsky l:lke them he 100; was lnterested in the

and by 1913 he had eliminated all J:efgrence to recognrzab'
n in his painting (E 351—E 352). A viewer of a non-
objectlve pamtmg such as this is called upon to respond directly to
the color, shape, and line instead of indirectly through the subject
riatter which the artist represents. Kan e other artists
who adhere to this idea feel that th s a greater
validity because unnecessary details such as representat
subject maiter—the objects and expenences of oar world have

been el|m|nated A non-objective painting or scquture hasr no

" reference to the ordinary world of oor experience, an abstract

vyorl< ofarthasbeen abstracted lrom nature and vestiges of natural

day, although it shoold be emphasuzed that by no means all

. £ 351 Improvisation Number 30, Wassily Kandinsky
E 352 Arrow Number 258 Wassily Kandir nsky

Post
Cubism. The artrsts Picasso : >
this style; aithough ithas had many other adherer*ts since. Ceianne

and both had been treated wi

plctUre plané

1 a high degree Of,@bSJ[aGE'OU that
that is;

the canvas 1o. which

Braque and Prcasso carrled this approach 1o p g still fur

Cezanne had tried to adjust the abstract elements in his structure

which was baS|cal|y geometric; to the real world as he saw it. The
Cubist painting of Braque and Picasso stretches the iink between

the representation of reality even_further (E 308) in addition to’
Cezanne, animportant inspiration for Picasso especially during this

time was the sculpture from Africa which he began to study. There

are many styles of African sculpture and all of them with but few

’ exceptions treat the human figure more or less abstractly. Most

African sculpture is composed of a series of volumes—cones;
ers, ovoids, and spheres—which are complexly organized
into a unit which is recognizable as a human figure: In Cubist

space is shallow and both space and form seem to be

I other words; the:artist has seen the human figure
usly from above, belo

 above, below, and the side. In fact, He has
even "'dissected” it and cross sections are included (ME 71).

E 308 Still Life, Pablo Picasso

ME 71 Femme a % Poires. Pablo Picasso
The old idea in painting of @ solid fomi surrounded by open space

has given way to continuous interplay between space and form.
The edges of the-planes that are painted are segments of gaometric




shapes, usually éﬁgular (E 4”6’5’7 E 468) The r.'gure’ or the still life

if careful attei"tton is paid to each step and by noting certain

identifiable elements; for example; hands and strings on the guitar
(E 468), This is the barest description of what is a highly compli-
cated style. What has been said applies specifically to the phase of
Cubism termed “analytical” and must be mo'drfrifeidsil; hily when
we look at the succe

ng phase known as "‘synthetic™ (E 466)

E 465 Accordionist. Pablo Picasso _

E 468 Man with a Guitar, Georges Bragque

E 466 The Three Musicians, Pablo Picasso ‘
One of the very tmportant developments m Cublsm which occurred

collage. By pastlng on pieces of newspaper walipaper, or oil
cloth (E 469) Picasso and Braguoe added to the textural pos-
sibilities of painting, emphasized the creativity of the artist’s
thotght rather than his skill in handlmg paint; ane reémphas ed
the surface of the picture plané. [t was the beginnine e
tice of,making art from a wide variety of materials; materials other

than oil paint and canvas or water color and paper of other than

the conventlonal materials of sculpture such as stone; clay, and
r—bronze

on a study of the relatio;
lines (E 460) on white ground and pure flat colors; red; yellow;
blue (E 320). in his palnttng, forces are carefully adjusted and

delicately poised equilibrium is the result (E 319); Other artists in
agreement with Mondrian’s ideas joined him in a movement

known as de Stijl, which™was esszntially Dutch,

E 460 Plus and Minus, Piet Mondrian - _ .
E 320 Composition in Wh/‘te, Black, and Red, P/et Mondrian

were also based to a Iarge extent on Cubism. rThe artlstsrof these

movements _like Mondrian painted_ nonobjectlvelsl ‘using pjre

geometrrc elements. In contrast to. Mon
artists, the canvases of such artists as _Malevich (E 321) or El
Lissitzky (E 475) are composid of flat shapes placed in diagonal
aiés Aithough at first it 'n&ay' 's'o'uh'a iilie a ;;é;y' siight'dlstlnctlon it

illustrate the self-imposed l|m|tat|ons of many twentieth century
artists:
E 321 Suprema st Composmon White on Whitz,
Kazimir Malevich

E 475 Proun 99. El Lissitzky .
Cubism also influenced Italian Fotorisi; bat whete tHe Cobists had

registered separate images—toyp. bottom, and si¢es—of an object.
the Fotarist songht to combiné the flax and flow of the moving

object as it moved through and fused with space (E 312—E 329—

3 318) This' technique was well suited to rendering the urban,
mechanized world of moving cars, trains, and planes with which

we have become so. famtllar (ME 158).

Mf 158 Un/que Forms of Contrnu?y in Space.
Bronze, Umberto Boccioni

.

" TWENTIETH CENTURY ARCHITECTURE, PAINTING, AND

SCULPTURE '
In the years preceding the first World War, Futurism was the paint-
ing style that mo=t immediately reercted the changes brought

the other movements
ism also reflect th|s al-

de Stijl,

though somewhat rndrrectly These s yles also seem to be cIoesly

n flrst and t 1

such as the Crystal Palace in London (1850- 51) (GM 132) and
the Eiffel Towerln Paris (1889) (GM 161). As cities grew and the
need for usable space concentrated in a small area became more
acute, the demand for specrallzed burldlng forms became apparént,

|nvented b,ut the buildings of Chicago erected in the eighties and

"nineties after the fire of 1871 were very important in the evolation

of this building form. With steel for the internal skeleton, the walls
did_not haveto support the. butldmg and more and more of the wall

surface could be of glass which made possible more light andairin
the interior. Increased use of electricity and the invention of the
elevator all contributed to this building form (GM 361—-GM 77—

GM 94 GM363 GM 61—

i Arch/tects Burnham and Raot’

GM 94 Carson; Pirie and Scot Depart'mé'nt Store; Ch/cago

 Architect, Louis Sullivan

GM 363 Monadnock Building, Ch/cago . -
Architects, Burnham and Root

GM 86 G uvarantey Building, Buffalo, New Yark'
Architects, Adler and Sullivan

N Great innovations which_helped in the creation of an architectaral

style typical of the twentieth century were made in the early work

of Frank Lloyd Wright in the Chicago area around the turn of the
century (GM 80). His great concern at that time was with domestic
architecture and_the "'Prairie
built in this style (GM 81)

"opened up’ and the space surl

of ,und ng it penetrates and inter-
mingles with it; In Wright s Prairie Houses, asin much of the rest of
twentieth century architecture, there is a similar occurrence. In his

Robie Hoose, (GM 100) forinstance, the wide overhanging planes
of the roofs emphasize the horizontal with their deep shadows; the

vertical slabs of walls and chimney stabilize the design and knit it
together but do not separate interior and exterior as does the tradi-

tional use of the wall.
GM 80 Unity Church Oakr Egr{g Minois,
__Architect, Frank Lloyd Wright
GM 81 Coonley House Riverside, Illrnors,
Architect, Frank Lloyd Wright

GM 100 Robie House, Chicaga, Arch)‘tect Frank L/oyd Wr/g/rl

* The buildings of Mies van der Rohe in the 1950°s, most of them

bailt in America, carry this concept of the wransparent wall still
further and structural steel beams and the large sheets of glass

that oor highly industrial age hasmadeabundantare;omed togeth-
erin a balanced design (GM 383~GM 390—GM 391). This brief

St tement about architecture should also calI attentlon 10 the

Architect. Ludwig Mies van der Rohe
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) Cri '0/5 Inst/tut > of
Architect, Ludwig Mies van der Rohe
GM 391 Seagram Building, New York:
_ Architect, Mies van der Rohe and Johnson
GM 176 Unite d’ Habitation, Marseil/es
_ Architect, Le Corbusier-
GM 176 Notre-Dame-du Haut, Ronchamp
.. Arzhitect, Le Corbusier
Although our century is marked by great achievements; not_only
in the arts but in other fields of human endeavor, it has also been

GM 390 Crown Hall, Ifli

flawed, as we all know; by two great wars and, despite great

material progress, there are still vast areas of great hardship as a

result of prejodice, waste; and ignorance. Artists have reacted to
this and have created significant forms of art which have taken as
their theme; the anxiety and fear, for example, the early examples
sh which has been so

or the whole field of

of German Expressronrsm, or the ang

moch a part_of our time {ME 73—E 362

.the rrrattonal—that srde of man’s nature which seems uncon-

trolled by his powers of reason (E 335). In fact the Dada and

Surrealist movements have poth taken these regions of human

nature for particular study and exploration.
War, groups of young artists in New York, Z
and other cities were motivated by similar impulses; their art as

yuring the first World

w6l ds their other activities undermined long- held ideas and tra-

ditional vaiues about art and good taste. Une of the consequences

Hag been that any material could be and often was used to make
a picture or to construct a sculpture——often rubbish or the éon-

tents of the waste basket were used as in the collages of Kurt
Schwitters (E 473). Many artists also welcomed the “accidents”

that occurred:in their work, ‘or example, the cracks in the glass in
Duchamp’s composition on large gIass sheets (E 472)7 or-a
collage by Arp, made of pieces of paper which he scattered and
pasted down at random. Dadaism was nihilistic in_its attitude

and destructive of established values but its very existence was

and many of the young, talented artists of the time
pated. After its end they joined together to form the move-
trent we know as Sarrealism; )

ME 73 Guernica, Pablo Picasso__ -

E 362 Man Pointing, Albert Giacometti

"E 335 1 and My Village, Marc Chagall
£ 473 Merz Picture 19, (collage) Kurt Schwitters -
E 472 70 be Looked at with One Eye, (glass, ofl, cof/age),
Marcel Duchamp =

For the Suirealists, the trratlonal side of man was as rmportant as

that which was controlied by his reason alone, Greatly interested

in the world of psychic experience and the contemporary psycho-
analyttcal research they sought to delve into men ssubconscrous

link the conscious and subconscrous realms to ’ ‘fesolve the.con-

tradICtory states of dream and reallty" (E 339) Accrdents whrch

images; tech mques.

into perce|VIng old familiar forms in new ways To be Eonvin lng,
this type of Surrealist painting demands of the artist great technical
facility (E 347—E 479--E 345) other types are closer.ta the free
accidental manner (E 335~E 323—E 478) or the highly lmaglna-
tive ano tantastic (E 324).
£ 339 Nostalgia of the Infi n/igg,WG/OIg/o De Chirico:
E 342 Two Children are Menaced by a Nightingale, Max Ernst
T 347 The Persistence of Memory Salvador Dali

£ 479 Apparition of a Face and Fruit Dish on a Beach, ;
Salvador Dali

.
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E 345 The False Mirror, Rene Magritte

E 338 Marc Chagall, (see Page 00)

E 323 Twittering Machir 2, Paul Klee

E 478 Mama, Papa is Wounded ; Yves Tanguy

E 324 Around the Fish, Paul Kiee

°
SCULPTURE

behrnd that of patntrng in the nineteenth century Contemporary

‘with the Impressionist painters was Rodin who shared with them

3 fascination with light as it revealed form. He perfected a scu|p-'

ture technique which enabled him to model large, loose forms

' {which were-cast in Bronze) in contrast to _the slick polish of the

sculpture of most of his contemporaties (ME 26—ME 18). Rodin’s

concept of scalptural form and his expressionistic powers meant
that his work would influence many of the sculptors early in the

twentieth century. i
ME 25 The Citizens | of Ca/a‘, Augusle Rod/n :

__ME 18 Balzac, Auguste . Ro ﬁ R

(ME 159),
ME 159 Head, (slone) Ameden Mo .
Aithough Cubrsm was essentially a_movement rnvolved wrth

painting which emphasized the two-dimensional. flatness_ of the

canvas and the compression of space and form, it also affected'

sculpture.. First; the fusion of form and space was utilized by a
number of artists directly associated with Cubism {(H 327—ME 151
—ME 155). This_idea was_ further expanded by the Futurist
sculptor, Boccioni (ME 157). Second, the introduction of ex-

traneous material into the work of art—collage—by the Cubists
greatly expanded the textural posstblhttes open to sculptors Tech-

ire in this century (ME 152—-M 323).

Lrpsch/tz

 ME 155 Head of a Woman; Pablo Picasso
ME 157 Development of a Bottle in Space,

_Umberto Boccioni
ME 152 Head (wrought | iron) Julio Gonzalez
_H 323 Whale, Stabile (sheet steel), Alexander Calder
The Constructivists, Gabo and Pevsneér, and more recently, I:rp-
poid, have created scuiptures of metal rods, wires, and plastics
which are of great precrsron and which are often open and airy in
thelr realrzatron of space (ME 161 —E 361 —-H '333). In fact, this

areas in the sculpture gives new meanrng to empty space that in

miost traditional sculptore serves to envelop the material form’
rather than to unite with it in @ new relationship (H 73726) The

mobiles (movrng sculpture) of Calder made of rods, wires, and
pieces of brrghtIy ainted metal make us more aware 6f space than

solid form. In contrast to most traditional sculpture which is placed
on @ base, his mobiles : ure suspended and the|r free swayrng move-

ments are e
Cilder encnurag
of his mobile sculpture. __ _
ME 161 Developable Column, Antoine Pevsner
E 361 Head of a Woman, Naum Gabo
H 333 Variation Number 7 : Full Moon; Richard Lippold
H 326 Woman Combing her Hair, Alexander Archipenko

dPnt and chance to play apartin the swmg

The emphasls on voids—in and around.the material form—can be

seen in the work of Lipchitz (H 318), Roszak (H 330), and most

obviously in the work of Henry Moore. The major theme in his
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5 the female figire—reclining, séatéd, standing; and the
materia)s he_uses for_his sculpture are wood, stone, and bronze
(MF 26 —MF 27). In both his choice of subject and the materials
he uses, he is ciose to tradltlonal sculpture. However, no modern
scilptor is more concerned with the interaction between solid
form, and volume and the spaces, and voids that it defines.
Though recogmzable his human flgures also evoke in us the
experience of eroded pebbles, caves in a hillside, the form of a

. bone; or the organic-twisting form of a tree trunk (F 149).

H 318 Figure (bronze) Jacques Lipchitz
H 330 Spectre of Kitty Hawk (welded and hammered steel

__brazed), Theodore Roszak .
MF 26 Recuribent Figure, Henry Moore

_ MF 27 Family Group (bronze). Henry Moore
F 749 Two Forms (wood) Henry Moore

work of those artists who are so concerned with open space His
forms are clésed, compact, densely concentrated single anits: In
his approach one that was the result of his réligious alniost

for his highly abstract concept of the human head, a_bird in

fIlght or a fish (ME 51 —ME 150— ME. 149) His.sculpture seems
to be the concentrated distillation of introspective, intense, and

powerful forces:

ME 51 Mademoiselle Pogany, Constantin Brancusi
ME 150 The Fish (marFle), Constantin Brancusi

" ME 149 Brrd in Space Constantin Brancusi

AMERICAN ART

~ Although there are cllstlnctlvely American qualltles to be found in

ng. architecture, and sculpture throughout our history,
American art had never played a major role in the history of
world art untnl the mlddle of the twentleth century

Earl ( (MH 31) Cole (H 28) Blngham (H 260) Harnett (H 158)
- Homer (H 62}, Eakins (H 268), Whlstler (P 76), Cassatt {H 152).

Blakelock (H 67) Ryder (MH 79), were. responsnble for great,
though isolated, achievements in painting. As we have mentioned,

architects such as Louis Sullivan and Frank Lioyd Wright toward
the end of the nrneteenth century also ‘gave expressnon to Amerl-

the painters, (Cole, for example) ‘was strongly infused by the
romantic. ideals in which expression is highly emotional and
imaginative. If, however, this defines in broad terms an ever-
recurring theme in our art, there have been artists whose work
reflected many different states between such a highly subjective
approach and a more objective, often detached depiction of the
American Scene: thé realists. Neither realism nor Romanticism

can be considered as styles in Anierican art but they do_char-

fsmgle artist such-as Marln (H 1869—H 171) or Hartley (HVZOB)

Q

Durmg the 30 years after the Iarge exhibition of the newest in
European art, the Armory show in New York in 1913, there con-

tinued 1o be an unresolved conflict between the American artist
and his public. Styles such as Expressionism, Cubism, and the

various. approaches to nonobjective art and, later in the 1930's,”

Surrealism, all posed a challenge to olr artists. In @dditidn 1o

Marin; . Harjley, such artists as Weber (H_211), Stuart Davis
[(H 233), Demuth {H 188), O'Keefe (H 224—H 281), Cove

(H 207) Sheeler (H 280) Hopper (H 21 5) Burchfleld (H 230)

realflrm thelr own lclentlty as Amencan artists: They were success-
ful only in varying degrees and not until the mid 1940’s did an ©
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.artists as Calder, Roszak and. Lippold

Ammstican art emerge that ranks with those major developments of
the century that had already occurred abroad Our art has strongly

influenced European artists. The natural process of maturation
undoubtedly coniributed to this; but diring the second World

War many European artists took refuge here and their_presence

was of great Importance in the formation of the style of painting
we know as “abstract Expressionism” (H 1256—H 248 H124-

H 243 —H 298)

MH 53 Samuel Adams John S. Copley
H 10 George Washington, Gilbert Stuart

MH 31 Roger Sherman, Ralph Earl

H 28 Oxbow of t'te Connecticut néar Northampton,
Thomas Cole  _

H 260 Fur Traders Descendrng the /Wrssourr,

i George Bingham

H 158 OId Models, William Harnert

H 62 The Lookout, All's Well, Wrns/ow Homer

P 76 The White Girl, James A. McNeill Whistler

H 152 Youny Mother Sewing, Mary Cassatt

H 67 Moonlight, Ralph Blakelock

MH 73 Death on a Pale Horse, Albert Ryder

H 169 L ower Manhattan, John Marin

H 171 Maine Islands, John Marin .

H 206 The Ltighthouse, Marsden Hartley

H 211 Chinese Restaurant, Max Weber_

H 234 Summer Landscape, Stuart Davis
H 188 A Flower Study, Charles Demuth

H 224 Corn, Dark, Georgia O'Keefe .

M 281 Ranchos Church, Georgia O'Reété

H 207 Gold, Green and Brown;, Arthur Dove

H 280 On a Theme of Farm Bur/drngs, Charles Sheeler
H 230 The N/ghtwrnd, Chartes B_urchhe/o’

H 125 Autumn Rhythm, Jackson Pollock

H 248 Chief, Franz Kline :

H 124 Woman, 1; William De Kooning

H 244 Agony, Arshile Gorky

H 298 Elegy. Robert Motherwell

- As the name implies, the means which_ the artists selected to

eéxpress themselves were comipletely abstract, and nonobjective:
However, unlike other nonobjective artists before them, they did
not try to paint in order to give form to an idea they had clearly
in mind, a careful adjustment of formal relations. They attempted

instead; to find new meaning in the action of making a painting

itself —the brushstrokes, the drips, and spatters of the paint which

seem to be free; unconstrained pattern of action that resuits from
the encounter between artist and his material—paint and canvas.
American sculpture, partly because of the nature of materials,

did not at first find as_many. innovators as painting; . yet such
ists as Cal have produced work of
exceptional quality and many of our sc Iptors today use the weld- '
ing torch almost as @ drawing tool. At present, sculpture which is
involved with niany new ideas and materials, is at a most promis-
|ng p0|nt

The momentum of abstract Expresstonlsm had been lost by the
late 1950’s and new approaches have been investigated on many
fronts. Artists of today use many materials in their creations and
paint images such. as letters and signs_that we have long taken
for granted they create new forms that seem to be neither
sculpture nor painting and these are given greater and greater
promnnence Fmally, although there can be no last word on an

" the achieverment over the last 20 years durnng which our artlsts,

like pioneers, have opened up new territory.
HS 13
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BIBLIOGRAPHY FOR THE OUTLINE TO A HISTORY OF ART

(Note - The books listed here are only a br 'ef sampling of the-many
that are available in any good art library. These have been selected

prnmarrly with the idea of general usefulness in mind; however,
the extensive bibliographies included in fiiany of these works are

rich sources for further reference. Many of lhe books listed here

have been rerssued i paperback form and can be obtained at

small expense )

Doerner, Max: The Materials of the Artist. New York: Harcourt,
Brace & World, Inc., 1949.

Inc.; 1939

Focillon, Henri. The Life of Forms in Art. New York: George

Witteriborn, In¢., 1957
Fry R'oger Elist; Vision and Desun New York: Bremano s 1924,
Gardner, Helen. Art through the Ages. 4th ed. rev.. New York:

Harcourt, Brace & World, Inc., 1959.

Paul Theobald,
1944,

Malraux; Andre. The Vaices of Silence New York: Doubleday Co.,
Inc., 1953.

New York The Vrkrng Press; Inc.; 195/

Panotsky, Erwm Mean/ng /n Ihe Visual Arts. Garden Cny N. Y.
""" , Inc., 1955.

- Wolfftin, Heinrich.- Pnncrp/es of - Art -History— New York:- Dover--—.

Publications, Inc., 1950.

ANCIENT ART °

Books, 1949

Carpenter, Rhys. The Esthetic Basis of Greek Art of the Fifth and
Fourth Centuries BC. New York: Longmans, Green & Co., Inc.,
1921:

Driston; Etienne; Egyptian Art. New York: Arts, Inc.; 1951,
Edwards Iorwerth E. S. The Pyram/(fs of Egypi Baltimore: Pen-

guin Books, inc., 1954,

Grinnell; Isabel Greek Tenples. New York: Melropolrtan Museum
of Art, 1943.
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Lawrence, Arnold W. Greek Architecture. Baltimore: Pellcan H|s-
tory of Art, Pengain Books; Inc.; 1957.

McGlees Helen. The Daily Life of the Greeks and Romans 6thed.,
New YorR Metropolrtan Museum 1941

Corp., 1953

Paliottino, Massimo. Etruscan Painting. New York: Skira Interna-
tional Corp., 1953.

Rickter, Gisela M: S The Sculpture and Scuiptors of the Greeks.

New Haven, Conn.: Yale University Press, 1950.

tectore: New York: Cambndge University Press 1954,

Seltman; Charles T. Approach to Greek Art. New York: Studro
Publications Co., Inc., 1948. . .

Brmsh Museurr. 1910

Snmh William Slevenson The All and Arch/leclure of Ancient
. Pengain Books; dnc;

Vandier, Jacques. Egvpl nos ane
New York: (UNESCO) Mentor Books New American Library of

World Literature, Inc., 1962.

BYZANTINE, EARLY CHRISTIAN AND MébiéVAL ART

Dupont, Jacques, and Gnud,
vork: Skira International Corp.; 1954.

Evans, Joan. Art in Medieval France. New York: Oxford University
Press, 1948.

Gardner Arthur. Medieval Sculpture in France. New York: Cam-
brldge University Press, 1931,

Grabar; Andre: Byzanl/ne Pa/nl/ng New York: Skira International
Corp., 1953.

Editions du cinene, 1947,

Male Emrrle rRe//yrous Arl from lhe Twe//lh to E/ghleenlh Century

New York: Pantheon Books, Inc., 1949,

New York E P. Datton & Co.; Inc.; 1913,

35 .

-~

Qesare. Golh/c Pa/nt/ng. New -
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Morey, Charles R. Chr/sl/an Art. New York: Longmans, Green &
Co., Inc:, 1935

Rice; David Talbot. Byzantine Art. New York: Oxford University

Press, 1935.
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