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THE ENCYCLOPEDIA OF ART

Egyptian painting: Sycamore Tree, detail. Tomb of Userhet, Thebes. About 1298-1235 B.C.



Paleolithic painting: “Chinese Horse."" Lascaux. L. 56
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1. Stonemasons and sculptors at work on bricklaying, drilling, measuring

and seulpting. Nanni di Banco. About 1408.

2. Fresco painting and color grinding.

Florentine print. About 1465.

5. Seulptor and wetalworker with vase. Egyptian wall painting from the Tomb

3. Seulptor seated on a stool ,
working. Italic gem, 3rd-
1st centuries B.C.

4. The painter smdying the laws
of foreshortening by means of threads
and a ﬁ‘umr. Diirer. Woodcut.

of the Two Sculptors, Thebes. 18th dynasty. (About 1400 B.C.)
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1. Paul Gauguin: Van Gogh Painting Sunflowers. 1888.

INTRODUCTION

Art, the creation of things that have form and beauty, is discussed
in this book in terms of the painting, sculpture, the architecture
and the ornaments made by man from prehistoric times to the
present century. The author has attempted to show the develop-
ment and growth of various art forms, from their carliest concep-
tion in the mind of primitive man up to the technical virtuosity
and esoteric creations of twentieth century works.

Art, perhaps man’s highest achievement, has mirrored the
images of his time far beyond the individual excellence of the
sculptor’s model or the painter’s canvas. In the monumental rock
sculptures of Rameses I at Abu Simbal, the magnificent despotism
of the Egyptian pharaohs is reflected as well as the taut, supremely
disciplined character of this absolute monarch. The classic beauty
of the Greck discus thrower or the figures on the caryatid porch
of the Erectheum show us not only a sublime artistic achicvement,
but tell also what was known of anatomy, theology, and the

condition of man in this golden civilization.

8

2. Marc Chagall: The Arist and His Model .

The vast milicary might of the Roman Empire is exemplified in
the equestrian statue of the Emperor Marcus Aurelius. Just as the
aqueducts and fora record the engineering and architectural
knowledge achieved by the Romans, so also do the triumphal
arches and the Roman eagle standards show us the importance of
military conquest. The baths of Diocletian indicate a material and
spiritual luxury uncqualled ever since, while Pompeiian wall
frescoes show us the sports and amusements of that age. The
cultural heritage of the carly Eastern Empires, the spread of the
great religions of the world throughout Asia and Europe, the
development of spiritual discipline are reflected in the carly
Christian mosaics, Coptic tapestries, and demon masks from
Thailand.

Centuries of Oriental art have preserved for future generations
not only scrolls and paintings of exquisite beauty, but also the
araphic history of one of the world’s oldest civilizations. Not only

are the scenes, the activities, the manner of dress and decoration



5. Antonio Grassi: The Portrait-painter. Viennese porcelain. h. 11347

4. Artist painting a statue of Hercules, detail of vase painting,
South Itahan. 4th century B.C. Terra cotta. h. 2014”.

depicted, but also the deeply introspective philosophy of Buddhism
is recorded in delicate brushwork; the discipline of spirit is
reflected in the discipline of artistic technique.

The spread of Christianity throughout the West is preserved
in minute detail in church architecture and manuscript illustration.
The terrible conflict between Christian and pagan, the struggle of
man against man and nation againt nation is unfolded, as are also
the worldly and lighthearted dramas, and the absurdity of mankind.

The resurgent desire of men to know and understand their
world and themselves, culminating in the glorious blaze of the
Renaissance, can only be fully understood—indeed, lived again—
through the magnificent works of art produced in these centuries.

As the Renaissance spread and gave way to Baroque, and in
turn, to Rococo, Neo-Classicism and Romanticism, so also were
man’s condition, his achievements and his depths recorded by the
brush of the artist, the walls of the architect, and the clay of the

sculptor. Man’s curiosity, his increasing understanding of the

complexitics of his world, are never so acutely preserved as in
his art. In the twentieth century, man has fmally broken the
bounds of his carth, and is profoundly concerned with the unscen
and unknown worlds—of himself, and of space. The abstract art
of this century as surcly and inevitably records the continuing
scarch.

The first part of this book is a visual survey of the historical
development of style, as new knowledge and techniques brought
about new ways of handling the materials of art. In the latter
part of the book, the author discusses the emergence of individuals
who crystallized the spirit of their times in the masterpicces of
art presented here.

At the end of the book a chronological chart of periods of art,
and of major artists of cach period is shown. A glossary of artists
and art terms, compiled by a tcam of experts in art history and
architecture, is listed for casy reference in a scparate section of
l])(' Iu)uk,

[ EDITORS



by

1. Paleolithic painting: *“ The Well Scene.” Lascaux.

PREHISTORIC AND
PRIMITIVE ARTS

Men first began to make the objects which we call works
of art some 25,000 years ago in the Paleolithic, or Old
Stone Age. These carly men were hunters, and the pictures
they drew were of wild animals and hunting scenes. Such
paintings were probably looked upon as a kind of magic,
for by imitating the shape of an animal, or the rounded
forms of a human body, the artist may have felt that he had
power over the subject of his art.

Ten to fifteen thousand vears later, in the Neolithic, or
New Stone Age, tribes banded together to build villages,
-and hunting partly gave way to farming. Men were oc-
capied with clearing the land, and with planting and
harvesting their crops. The changing scasons and the pow-

10

crful forces of the sun, wind, and rain became matters of
deep concern. Now, instead of drawing pictures of leaping
bison and deer, these early artists built the carth itself into
monuments of stone and clay. Gradually, they began to use
symbols and abstract patterns. Simplified animal and hu-
man stick figures were used now to decorate their tools and
ornaments.

Some primitive peoples in the world today draw pic-
turcs and create sculptures much like those which were
made in the Stone Age. And the symbols and god-figures
crcated by primitive tribes of the modern world are in-
tended to soothe the evil spirits and bring good fortune,
just as they once were by Stone Age artists.



Prehistoric drawings of animals were usually correct in their propor-
tions, for Paleolithic men, to whom animals were the source of all food
and clothing, needed accurate knowledge of an animal’s anatomy, if the
hunt was to be successful. Paintings like these (Figs. 1, 3) were rubbed
on the walls of caves with red and yellow earth mixed with animal fat.
The artists usually drew single animals, although sometimes they por-
trayed a dramatic scene like the one at left, of a hunter gored by a
mortally wounded beast. When the artist
painted or carved the human body, however,

he was less concerned with correct anatomy
than with his own feelings about the body. So,
often it was only sketched in, as is the stick-
figure of the shin hunter, in Figure 1.
Sometimes, parts of the body were exagger-
ated for magical reasons. The sculpture in

w

. Neolithic painting: Three Figures. Southern Rho-

Figure 2, with its heavy breasts and hips, was desia. 4000-3000 B.C.

probably a charm to ensure fertility.

2. Paleolithic sculpture: Veuns of
Willendorf. Limestone. h. 414"

6. Neolithic pottery: Painted Vase. Susa, Persia.
About 3000 B.C. h. 1114".

3. Paleolithic painting: Female Bison.
Altamira. /. about 5.

In Neolithic times, artists no longer made
such dramatic paintings and sculptures.
Now, they decorated objects such as clay
pots, painting them in stiff, geometric
patterns. During the same centuries, rep-
resentations of the human body were
even sketchier than in some Paleolithic
art (Fig. 5). These quick, repeated images
were probably early steps toward the in-

vention of picture-writing.

1. Necohthic Structu
‘\ylmr-. ( int } Al ( AD




he people whom Ul “primitive’” today, have changed very AR

‘ . . ’ & Ife, Nigeria. 12th-15th cen-

little from th g ] irhest ancestors. They use only the turies: Tersa cotta, b 9147
most clen . d materials: a loom, a knife, a pot of
carth col d, shredded palm leaves, and so forth.
But their ar coniplished in design and feeling as any
> civilized world. The modern primitive,
like his P , stor, takes a recognizable shape—animal or
huma , ransforms the-body into an extraordinary pat-

tern of sles or curves, or lines and circles.

1. African art: Ancestor Figure. Se-
nufo tribe, Ivory Coast. 1840~
1850. h. 217

Indian artists of the American northwest coast still decorate their houses, their clothing and
utensils with carved and painted figures of animal spirits, called “totems.” The original
families of cach tribe are thought to descend from such animal spirits, like the Bear, or the
Lynx. A family today may have several such totems in its family tree. The huge tub be-

low is like those still used during the Potlatch, an event of feasting and gift-giving.

2. Northwest Indian art: Potlatch Bowl. Haida Indians, British Columbia. Wood. I. about 15



6. Pacific Ocean a
God of War
century. Wood.

The sculptors of Africa were, until quite recently, among the most
intense and imaginative artists of the world. The Ife head (Fig

realistically moody, was made during one of the high periods of
African culture, when great cmpires existed in what is now only jungle,
Figures 4 and 5 are more typical primitive carvings made by tribal
artists. These represent the spirits of ancestors, which were believed to
hover about the huts and sacred places of the tribe. In cach case, the
artist has selected a particular visual idea—a springy posture or a slant-

ing, crouched position—and made it the basis for a clear-cut pattern.

The artists of the Polynesian and
Melanesian island-chains, like those in
Africa, were brilliant carvers in wood.
Sometimes these sea-surrounded artists
added cowric shells, bits of coral, or
fringes of palm leaves to enhance their

wiry patterns.

5. African art: Female Figure. Baluba Tribe, Belgian Congo. Wood. h. 20"

Pactfic Occan art: Ritual Mask
New Guinca. Mid-19th century. h. 547







2. Ritual Figure. Pre-dynastic, sbout
4000 B.C. Painted terra ¢

EGYPT

By 3500 B.C. some Stone Age settlements around
the Mediterranean Sea had advanced to a new state
of civilization. Men began working with bronze
and copper, building protected cities, and writing
down their history and the legends of their gods.
Art advanced from the stiff designs of the Late

Stone Age settlers in Egypt made this fig-
urine of a woman with outstretched arms.
Perhaps the tall figure represents a priestess
performing a sacred dance. If so, these pre-
Egyptians may already have been sun-
worshipers like their descendants, whose
Stone Age, and now began to express men’s grow- greatest god, Amen-Ra, sailed across the
ing ambitions. In Egypt, the first great art style of sky in his sun-boat.
the world was born. It was conceived and designed
by the priests and kings of the land, and was
brought into being by the labor of thousands of
slaves from Asia, Africa, Phocnicia, and every part
of the ancient world.

There were three kinds of art in ancient Egypt.

Art was used in the home—in furniture, jewelry,

Egyptians, who became master craftsmen in
every material, used glass for many delicate
works of art. This head (below), was col-

dishes, musical instruments, and many houschold )
ored to make it appear to be made of the

furnishings. Art was made for the dead—on tombs,
masks, mummy cases, and wrappings for the body.
Models were made of all the things that the dead
person had owned in his lifetime. These were bur-
ied with him, for the Egyptians believed he might
need them on his journey to the Underworld.
Finally, art was created for the gods and their priests
and kings—in temples, paintings, and statues.

Each Egyptian artist worked according to strict
“conventions” or rules, laid down in pre-history and said to have been taught by 3. Orament for inlay: XIX-XX
the gods. Some of these conventions are obvious to our eyes. For example, fig- ?I';Z“;'“W:b"“‘ 1200 B.C.
ures drawn by the Egyptian craftsman were shown in a rigid pose, gazing for-
ward with expressionless faces. Other conventions are less obvious, but they, too,
help to identify the style as Egyptian. The sculptors worked in hard stone, such as
granite or diorite, or upon difficult surfaces like the great cliffs of the Nile, or
they used fragile materials like glass and gold. Because these materials were hard
to shape, the Egyptian artist learned to turn his surfaces simply. He learned to
shape the outline of the body in long, taut, unbroken lines. Each work of art
made in Egypt, from the towering pyramid to the tiniest glass vessel, has the

more precious lapis lazuli and turquoise.
Glass was also made into striped beads,
blown goblets, and other molded orna-
ments. Always, however brilliant their tech-
niques became, Egyptian craftsmen repeated
over and over the same images which had
been handed down through the centuries.

same SlIlOOth surface.

Onc of the greatest monuments of the Egyptian Empire is the colossal carving at left
(Fig. 1). It is a row of portraits of Pharaoh Rameses 11, cut out of a sheer cliff that towers 65
feet over the desert at AbGi Simbel on the Nile. Rameses, the Egyptian Empire’s most
powerful ruler, erected huge monuments like these all along the Nile. They were to be the
last great works of Egypt, for no one could continue to expend such vast amounts of man-
power and money on personal luxury and still maintain the country’s defenses against
invaders. The simple outlines of Rameses II's giants show how little Egyptian style had
changed from Neolithic times, for the taut Stone Age priestess (Fig. 2), is remarkably
similar in simple profile to these Egyptian monuments made centuries later.

1. Colossi of Rameses II at Abli Simbel. XIX dynasty, 1257 B.C. h. 65°.



These were some of the gods of Egypt that sculptors and painters
portrayed in the same shapes for over three thousand years. Some
had human forms, while others bore the heads or whole bodies of
animals. These curious images took shape in the earliest days of
Egypt's religion, around 3500 B.C., when the first kings, noble
families, and professional groups believed that they could trace
their ancestry to animals whose qualities scemed like their own.
The lion’s courage and power was said to have been passed down
to the king, and the stiff-legged ibis’ prying intelligence seemed
suited to the scribe.

1. The Goddess Sakhmet. Karnak.
XVIildynasty, (1411-1375 B.C.).
Diorite. h. 7.

Sakhmet, the lioness, was the god-
dess of war. Here, in her hand she
holds the Egyptian symbol of life.

2. The God Osiris Seated, with Table of Offerings.
Tomb of Queen Nefertari, Thebes. XIX dynasty about 1350 B.C.

Favorite of the human-like gods was Osiris, ruler of the
Underworld and god of the fields and harvests. Each au-
tumn he was believed to be slain; each spring, his beloved
sister Isis restored his broken body and brought life back to
the dry fields.

3. Detail of 5.



4. The Goddess Hathor. XVII dynasty,
(15701465 B.C.). Diorite. h. 20"

6. The God Horus and King Nectanebos. Heliop-
olis. XXX dynasty, about 350 B.C. Basalt.
h. 297

Hathor, the cow, bearing the full moon be-

tween her curved horns, watched over beau-

iful women. Her image often adorned the . . X
tiful wo g 7. Relief sculpture: The Goddess Nut from a sar-

cophagus. Sakkara. XXX dynasty, about 350
B.C. Diorite. [. 2/5”.

handles of their hand-mirrors.

Goddess of the sky was Nut. Each day the
Sun-god’s ship sailed through her bending
body. Here, the ship is seen at three stages
of its journey. Thoth, the beaked and beady-
eyed ibis, was the god of writing.

On his coronation day, each Pharaoh of Egypt
was believed to change mysteriously into a de-
scendant of Horus, the hawk, who then protected
him in life and in battle. Here, Horus shelters the
Pharaoh Nectanebos, who reigned in 350 B.C.

8. The God Thoth. XXVI dynasty
525 B.C. Bronze, h. 7V4

5. Bastet, statuctte of Ptolemaic period, (332-30 B.C .). Bronze. h. 15”.

Egypt’s favorite animal was the cat, sacred to the goddess Bastet. The sleck lines of
the feline body, the silky motion of her prowl, the secretive stare of her yellow
cyes, all appealed to the Egyptian’s sense of form and mystery. Pet cats were em-
balmed and buried in gold and bronze coffins like this one (Figs. 3, 5), which is

adorned with golden carrings and a lotus-blossom necklace.
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In Egypt, architecture first became a noble art form, with the
building of tombs and temples. In Neolithic times, the first kings
of Egypt were buried in pits dug in the carth and lined with rocks.
Later, rectangular tombs called “mastabas” were built above the
ground. These had tunncls and rooms within, where religious
rituals for the deceased took place. During the reign of the
Pharaoh Djoser, around 2900 B.C., a famous architect named
Imhotep conceived the idea of setting one mastaba on top of an-
other to make a colossal pyramid shape. Later Pharaohs like

1. Pyramia Qfl\'irw Djoser, near Sakkara. 1T dyn.tsty, about 2900 B.C.

Khufu and Khafre tried to outdo Djoser by building even larger
pyramids with the sides smoothed off and faced with polished
stone. The builders had neither dynamite nor pulleys or wheels,
but they had thousands of slaves and abundant stone in the Nile
quarries. Millions of blocks of stone, cach weighing tons, were cut,
floated across the river on flat barges, dragged over the sands, and
finally tugged into place. The great pyramids were built during
Egypt’s first period of unified activity, known as the Old King-
dom, from about 4000 until 2260 B.C.

2. Temple of Queen Hatshepsut (1504-1483 B.C.). Deir el-Bahari, Thebes. XVIII dynasty, 1500 B.C.
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Not until a thousand years after the end of
the Old Kingdom did building again pro-
ceed vigorously. Then for a while, the
Pharaohs built more delicate structures—
temples and tunnel-tombs in the Nile cliffs.
The most clegant of these was built for
Queen Hatshepsut. It scems likely that
Greek architects of a later period visited
Egypt and carried home memories of these
slender, horizontal rows of plain columns,
the wide, gently sloping runways and
statue-filled garden terraces.
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The Egyptian temple was built according to the same plan f

over two thousand years: it was a walled and gloomy place with
an exposed courtyard where the common people gathered. Inside
were dark, protected sanctums for the nobles and priests. The
heavy gateway is flanked by ponderous “pylons” or piers mark-
ing the entranceway—decorated with relief sculptures of the gods
and kings. At the gate, tall obelisks with metal tips once flashed in
the sunlight, and flags dyed red, blue, green, and yellow fluttered

in the river breeze.

The colossal columns, below, stand in the “hypostyle” or inner
columned hall of the great temple built by Rameses II at Karnak.
Once gaudily painted, these 66-foot-high columns end in a swollen
capital or head, the shape of which was copied from the lotus
flower. Almost all the column designs in Persia, Greece, and Rome
were patterned after natural forms such as leaves, shells, and

plants. These designs are believed to be faint echoes of the earliest
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“post-and-lintel” architecture, when tree trunks, bundles of lotus, ] o . i
3. Temple of the God Horus. Edfu. About 257-237 B.C.

or papyrus stalks were sct upright and roofed over with flat
branches and thatch. When later architects began to use stone,
they copied in their carvings the appearance of the older temples.

4. Hypostyle Hall of Kings Sethos I and Rameses 1. Temple of Amon, Kamak. XIX dynasty (1349-1197 B.C.).
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Portrait sculpture developed into a great art in Egypt,
along with the belief that the spirit of a man could live
forever if a recognizable portrait statue were kept in his
tomb. Old Kingdom portraits were always presented in
rigid postures, and were simple and powerful, with very
little show of private emotion. Later, in the Middle
Kingdom, from 2100 to 1700 B.C., somewhat more per-
sonal moods and characters were represented.

2. Head of Pharaoh Amenemhat I11. XII dynasty (1850-1800
B.C.). Obsidian. h. 4”.

In the Middle Kingdom, the head of Amenembhat III, shown
above, was carved on a small piece of obsidian, a kind of volcanic
glass, which must have been extremely difficult to shape into these
sorrowful, meditative, and proud features. A queen, Hatsheput,
had a statue carved of herself as a sphinx, to express the moody
power and dignity of her reign.

3. Sphinx with Portrait of Queen
Hatsheput. XVIII dynasty,
(1504-1483 B.C.). Red granite.
h. 55147, 1. 11’57,

King Menkawra and his wife, portrayed in this sculpture, reigned in
the Old Kingdom at the end of the Fourth Dynasty (2680-2565 B.C.).

Within the narrow conventions, the Egyptian sculptor managed to ex-
press the spirit of his subjects. On a block of hard stone, he marked oft
simple arcas of rectangles and squares. These became the body, legs, and

arms of a rigid figure, with jutting beard or crown, all in balance.
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4. Colossi of Pharaoh Amenhotep 111 Thebes. XVHI dynasty (1411-1375 B.C.).
h. 63,

The traditional Egyptian style of portrait sculpture reached a
climax in these colossi of Amenhotep IlI, which tower 63 feet
over the bare desert. A later follower to the throne of Egypt
obliterated the faces of these high statues, perhaps hoping thereby
to wipe the memory of his rival from the carth.

. 6. Pharaoh Ikhnaton. Amarna period, about 1365. Limestone. h. 833",

It was Amenhotep III's immediate follower,
Amenhotep IV, who instigated Egypt's first
real revolution in art and ideas. Brilliant,
poctic, and visionary, Amenhotep IV ban-
ished the thousands of animal gods which
had always been worshiped in Egypt. For
them he substituted a single god of heat,
called Aton, and in the new god’s honor,
he changed his own name to lkhnaton.
Now, for the first time, artists were urged
to show figures in natural positions, dancing,
turning, and conversing. The King even
permitted himself to be portrayed as wide-
hipped and soft, unlike the stern, taut-
skinned Pharaohs of the past. His beautiful
queen Nefertitt was also shown realistically,

with heavy-lidded eyes and a strong jaw.

5. Queen Nefertiio XV dynasty (1375-1357 B.C.).
Painted limestone. h. 1937,



1. Coffin of Pharaoh Tutankhamen. XVII dynasty (1362-1253 B.C.). L. 73",

Inside a stone coffin resting on the bier fay the mummy of the King, beneath
a golden mask inlaid with jewels and enamel (Figs. 1, 2). Paintings on the
walls showed events in the life of the King on carth, and the scenes he ex-

pected to encounter in the Underworld, after death.

The royal viscera of the King lay
in a great canopic chest, guarded
by four goddesses (Fig. 3).

2. Portrait Mask of Tutankhamen.
Gold. h. 207.

3. Great Bier of Tutankhamen Guarded by Four Goddesses.
Sandstone with granite top.
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When, for economic reasons, the age of pyra-
mid-building had ended, the kings of the Em~
pire built smaller tunnel-tombs into the hills in
the Valley of the Kings, a desolate ravine west
of the Nile at Thebes. Unfortunately, by the
time archacologists discovered these well-
hidden tombs, almost all had long since been
rifled by robbers. The discovery of the un-
touched tomb of King Tutankhamen, in 1922,
was therefore an extraordinary event. Here
were found Tutankhamen’s furniture, his
throne, his tables and chairs, and provisions for
the long, dangerous journey through the
winding caverns of the Underworld.
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Tutankhamen was the son-in-law of Ikhnaton,
the artistic revolutionary. After Ikhnaton’s
death, the priests of Amen quickly put a stop to
Aton-worship and the stylistic revolution, but
some artists continued to work in the more

lifclike style. The paintings of Tutankhamen
(Figs. 4, 5), still appear to have been drawn
with a lively, free hand.

5. “The Priest Ai Performing the Rite of Opening the Month
of the King, Tutankhamen. Tomb of Tutankhamen.
XVII dynasty, (1362-1353 B.C.).
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1. Fowling Scene, detartt. Tomb of Khnum-Hotep at Beni Hasan. Xl
dynasty, about 1900 B.C. (Facsimile copy.)

2. Vintagers, detail. Wall painting from Tomb of Nakht, Thebes. XVIII dynasty, (1420-1411 B.C.).

3. Gul Picking Flax. De-

tul from Tomb of
Nakht, Thebes. XVIII
dynasty, (about 1420
1411 B.C.)
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1. Menena Accompanied by his Family on Two Outings in the Marshes. At the left he hurls throwing sticks at waterfowl; at the right he spears fish. Tomb of Menena,
an official on the estates of Thutmose 1V, about 1415 B.C. Thebes.
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The Egyptians were masters at capturing the fluid lines of an ani-
mal’s body in the sleck material with which they worked. While
the religious and royal art of Egypt conformed to strict conven-
tions of style, art in the home and paintings depicting the pleasures
and labors of men and women, were drawn with a freer hand.

2. Whip Handle in the Form of a Prancing Horse. Late
XVIII dynasty (1375-50 B.C.). Ivory, I. 5%".

3. Fish-shaped Vase. XVIII dynasty, about 1370 B.C.
Colored glass. h. 234"



6. Falcon. From the decoration of a shrine.
Late Dynastic period (945-332 B.C.). Faicnce inlay. h. 6157

4. Horse and Rider. XVIII dynasty, about 1550 B.C.
Painted wood. . 127 7. Mummy with mask painted in
Roman style. 2nd century A.D. h. 56"
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5. Sketch of Two Bulls Fighting. Thebes. New Kingdom (1567-1085 B.C.). 1. 7%

So strong were the conventions of Egyptian art that they persisted on into the Roman and even the
Christian eras. Under the rule of the Roman Empire, Egyptian embalmers continued to bury their
dead in mummy cases decorated with scenes from the ancient past. Now, however, they often painted
a portrait on wood, in a style half=-Roman, half their own, and sct it atop the mummy case, in place

of the golden mask of antiquity. Figure 7 shows the deceased wearing a classical wreath of olive leaves.



1. Akkadian sculpture: Head of a Mesopotamian Ruler. From Nineveh. 2270-2233 B.C. Bronze.
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2. Sumerian figurir 1 1 Thicket. From Ur. About 2500 B.C. Shell, lapis-lazuli, and gold. h. 18"

The earliest Mesopotamian city to achieve a high degree of civilization was Ur, whicl
flourished around 3000 B.C. under a pastoral people called the Sumerians. Economic
life in Ur depended upon raising great herds of cattle, so the soft-eyed bull became a
motif for the goldworkers and sculptors. Around 2500 B.C., the Sumerians were con-
quered by a northern Semitic people, the Akkadians, whose art was more vibrant and
biting in pattern (Fig. 1). In time, however, the Sumerian culture absorbed these in-
vaders, and a second great Sumerian age dawned, with gentle priest-kings like Gudea
(Fig. 4), and the long-remembered lawmaker, Hammurabi. It was in this age that
Abraham went forth from Ur to
found the tribe of Isracl. The Israclites
always remembered the “brazen
bulls” of Ur with distaste, and later
tried to stamp out animal worship
and animal art.

MESOPOTAMIA

After about 3500 B.C., many great civilizations succeeded each other upon the
fertile plains of Mesopotamia. Each produced an art somewhat influenced by
the style of nearby Egypt, although it was more varied and experimental. Un-
like isolated, long—cnduring Egypt, Mesopotamia had no strong religious faith
in an afterlife, nor in the divine power of long dynasties of kings; rather, the
people believed in various animal gods, human god-heroes, and in curious
superstitions based on the stars and sorcery.

The Mesopotamians had little stone, so they built in sun-dried brick. They
invented the arch and the dome, two architectural devices that influenced
most later building throughout the world. Since they lacked granite or
marble, they turned to bronze, gold, and silver, and excelled at small, brittle
carvings in ivory and bone. In the Mesopotaimian mclting pot of many pcoplcs,
languages, religions, and art styles, much of Western civilization was born.

3. Sumenian art: Bull’s Head on a Harp. From
Ur. About 2500 B.C. Gold and mosaic.

4. Sumerian art: Priest King, Gudea.
About 2400 B.C. Diorite. h. 1714,

The ancient Mesopotamians made tiny cylindrical seals of ivory or bone, carved with

mythological figures like the horned bull-man conquering a lion (Fig. 5 below).




n the roth century B.C., Sumecria fell to the Assyrians, a warlike
people from the north. The Assyrians worshiped a fierce sun-god,

Ashur. For sport, they hunted lions with bows and arrows. The
Assyrians built great citics, like Nimrud and Nineveh, and lined the

walls of their palaces with huge stone reliefs. These depicted their

kings hunting and at war, and showed processions of grim, winged

monsters, whose feathers, beards, robes, and muscles were fashioned
into patterns somewhat like the less violent Akkadian sculptures. The
Assyrians excelled all their neighbors in carving the free, wild action
of animals. Perhaps their love of sport and the hunt sharpened their

eyes, and made them as bold with a chiscl as with a sword.

2. Assyrian sculpture: Assurmasirpal 11 Storming a City. Relief

from Palace at Nimrud. 883-859 B.C. h. 372, w. 71",
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3. Assyrian sculpture: Guardian Bull,
ate of Palace of Assurnasirpal 1L
Nimrud. 883-859 B.C.

Alabaster. h. 1073357,

4. Assyrian sculpture: Winged Diety
from Nimrud. 883-859 B.C.

]

1. Assyrian sculpturc: Assumnasirpal 11.
883-859 B.C. Amber. h. 915",




In the 8th century B.C., the Assyrian civilization began to decline,
and a new empire arose. The new capital became Babylon, rebuilt in the
6th century B.C. by Nebuchadnezzar. The chief religious deity of the
Babylonians was Ishtar, the goddess of love. The city gate, dedicated to
her, is shown at right, with a detail, below. It is covered with turquoise
blue tile and adorned with golden lions and griffins. Far behind the gate
rose a great temple-tower, the “Tower of Babel” of the Old Testament.
Like all the temples in flood-prone Mesopotamia, it was built high
upon a stepped-up brick platform called a “ziggurat.”

Babylon was a very luxurious and cosmopolitan city. From its arched
balconies tumbled the vines and flowers of the famous Hanging Gar-
dens, fed from the River Euphrates by an extraordinary system of water
wheels.

It was in this setting that the Hebrew prophets, imprisoned in exile,
composed their lamentations. Into their writings crept descriptions of

the animal carvings they saw all about them. From these writings, now
found in the Book of Isaiah, later Christian artists took muotifs for the

animal signs of the Evangelists.
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5. Babylonian sculpture: Li m the Gate of the goddess Ishtar.

6th century B.C. 367 |

6. Assyrian sculpture: King Assurbanipal Hunting Lions. Relief from
Palace at Nineveh. 668-630 B.C. Alabaster. h. 217,

h century B.C

Babylonian construction: Ishtar Gat

(Reconstruction).
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3. Persepolis: Detail of 1.

4. l’rm‘,’u'ffﬁ Detail Ul' 1.

2. Persepolis: Detail of 1.
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In 539 B.C., Babylon in turn fell to the Persian King Cyrus. Cyrus’ successors, the
Kings Darius and Xerxes, built the great city of Persepolis, the ruins of which are among
the best preserved in Iran today. These are some of the carved scenes and details which
surrounded the great hall: sacred processions, robed shepherds and kings, merchants and
farmers, bearing gifts of grain, deer, gold, and other riches. The sculptors and architects
of Persepolis had surely seen the art of Grecce, which was now entering its greatest period,
for the figures of these reliefs are Greek in both spirit and style, carved with an casy grace
seldom achieved by other Mesopotamian artists. The
columns which once rose from this platform are Greek
in their slender proportion, although their capitals were
not patterned after plants or trees, but were instead the
figures of rams set back to back. Greek culture was soon
to sweep over all of Mesopotamia. In 480 B.C,, the Greeks
conquered King Xerxes; a century and a half later, the
Greece-loving Alexander the Great bore Hellenic culture
all the way East, even as far as the borders of India.

5. R I'.\‘('[m[l':.' Detail of 1.
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In the 3rd century A.D., another Persian civilization arose,
and throwing off the influence of Greece and Rome, it
revived the old Persian religion and arts. The Sassanian
Persians, like their ancestors in Persepolis, were brilliant
artists, and their inventions and styles spread throughout
the Western world. In their capital city, Ctesiphon, the
Sassanians built the soaring, arched palace (Fig. 6), from
which the architects of the later empire of Byzantium took
inspiration for their own domed buildings.

It was through their silverwork and textiles that the
Sassanians exerted their strongest artistic influence over later
civilizations. The Byzantine and Istamic empires were af-
fected most directly, but, eventually—through the Renais-
sance and Baroque craftsmen of Italy—all Europe was
influenced by Sassanian techniques and designs. One pattern
which Sassanian textile designers used, a double figure in-
side a round medallion (Fig. 7), is still employed today on
many satins and brocades of great clegance.

1. Luristan style: Luristan Horse=bit Plates.
One of a pair i the form of a human-headed winged bull.
About 1200 B.C. Bronze. et pemme

4. Modern Persian style:
Flag of Iran Showing Lion Motif.

2. Achaemenid Persian style: Lion Roundel.
6ti:- 5th centuries B.C. Gold. 5. Achacmenid Persian style: Ihex Head.

34 6th-5th centuries B.C. Bronze. h. 13347, w. at horns 9.
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6. Sassanian Persian style: Palace ar Cresiphon. 3rd century A.D.

While the architecture and sculpture of
Persepolis was inspired by Greece, the metal-

work of Persia traced its style to a different ) i ) :
7. Sassanian Persian style: Silk textile. Early

source: the workmanship of the free-roam- 7th century ALD:

ing steppe peoples of Russia, and Luristan,

in Persia. These nomadic people made their , , ) .
8. Sassanian Persian >t}'lc: Silver Plate

with a Flunting Scenc. 488-532 A.D.
Repoussé in parcel gilt.

battle costumes and trappings for their
horses in the shape of elegant, prancing ani-
mals or imaginary, winged beasts (Fig. 1).
Persian artists perfected the techniques of
metal casting, and turned out marvelous ob-
jects in silver, gold, and bronze (Figs. 2, 3,
5, 8). But however sophisticated their tech-
niques, they always preferred the ancient

images of the steppes: flying and winged . L o~
. o - —
beasts and prancing horses. The style spread = N
.“Q . .y
through the Near East and even in late s

Roman times produced such masterpieces as
the rearing horse below (Fig. 9). Such im-
ages are alive cven today: the modern flag
of Iran bears a winged lion (Fig. 4).

9. Roman Persian style: Bronze Horse
Yemen, Sandi Arabia. 5th-6Gth cen-
turtes AD.






THE CLASSICAL WORLD

GREECE

In Greece, the Western taste for realism or “naturalism ™ in art
was born. Beginning close in feeling and form to the rigid
styles of Egypt and Mcsopotamia, Greek statues and paintings
gradually became more natural and active as the artists, no
longer employed only by the priests, began to shate in the
great intellectual exploration then beginning in Athens. The
Greek artists must have studied anatomy, physics, and optics,
as well as the techniques of carving, painting, building, gold-
working, and ceramics. They learned the Homeric myths and
the more ancient, compelling nature myths of the Aegean
world. When they began to make images of their gods, they
gave them the most perfect human forms they could imagine
and create, as lithe and controlled as an athlete, as grave and
contained as an Athenian girl. This same spirit of gravity,
control, and naturalness infused the Greck art of architecture
as well.

In the 6th century B.C. Greece was ruled by a succession of
dictators, and in later times by groups of citizens, so there was
no call for splendid, monumental palaces or sumptuous temple
enclosures for royalty. Instead, the Grecks built isolated temples
and public buildings, according to the simplest of all architec-
tural forms, the post and lintel, which had originated in Egypt
but was refined to its greatest-beauty in Greece. Flexible, but
strictly controlled in ornament and proportions, Greek archi-
tecture, like its sculpture, became a touchstone for Western
styles ever afterward.

2. Flute Player. Side panel from Ludovisian
Throne. Classic period, about 460 B.C.
Marble.

Clear-browed and reflective, and once painted in
lifelike colors, the figure at left is a masterpicce of
Greek style. It stood on the Acropolis, in honor

of Athena, goddess of wisdom.

1. Standing Girl. Archaic period, about 530 B.C. Found
on the Acropolis. Painted marble. . 3.

over a thousand ycars befor
Classical flute player, below. Yet
the simple crossing of its arms, and
slight tilting of its face, it scems to

foreshadow the fecling of the

Classic style.

3. Idol of @ Woman. Cycladic period,
about 3000 B.C. Marble. h. 13157,




The Aegean peoples worshiped many
fertility gods who watched over the
fields and crops and the changing
seasons. In Crete, the main deity was
the Snake Goddess. During the Clas-
sical Greek age, this kind of nature
worship gave way to the human-like

gods of Olympus. Later, however,

when Athenian rule collapsed, many
people returned to the worship of the
ancient and cruel fertility gods.

1. Cretan style: Minoan Snake God-
dess. 1500 B.C. Ivory and gold.
h. 9.

The Minoan palace in Cnossos, chief
city of ancient Crete, was constructed
of heavy columns and gaily painted
stonc walls. There probably was a
brisk sca trade between the Nile ports
and the rock-ringed coves of Crete.

2. Cretan style: Interior of Palace of Chossos.
Crete. (Restored. )

Greck civilization rose out of the ruins of two great carlier
civilizations in the Aegean world. One flourished around
2000 B.C. in Cnossos on the island of Crete, off the southern
tip of the Greek mainland. About 1500 B.C., when the Egyp-
tian Empire was also at its height, Cretan power passed to the
mainland city of Mycenae. Four centuries later, both these
civilizations fell before invaders from the north, the Dorians,
who ushered in Greece’s Dark Ages. All during these unsettled
centuries, the story-loving Dorians embroidered and handed
down myths and legends, based on half-remembered details of
carlier civilizations. Written down by Homer, the great Greek
poet of the 8th century B.C., these tales became the Greek
myths which have been taught to children of every Western
land. However, for centuries the West believed, as Classical
Athens did, that the cities of King Minos and Agamemnon
were only legendary. It was not until our own century that
archacologists uncovered these astonishing ruins, bringing to

light the walls, statues, and paintings shown on these pages.

The Cretans exported olive oil and

wine to the entire Mediterranean

world in gaily decorated pots like the

octopus jar, below.

3. Cretan style: Octopus Vase.



Judging from their arts, the Cretans were a
gay and playful people. Swings and toys
were made for their children (Fig. 6), and
one of the central religious rituals was a
kind of bull fight, in which nimble dancers
teased the bull by leaping over its horns.
The elegant, slim-waisted youths in these
paintings (Figs. 4, 7) obviously belong to
a different world from the Egyptiéns and
Mesopotamians.

5. Mycenaean style: Funcrary Mask. Gold. 1600-1500
B.C. k. 10%4".

Crete.

4. Young Prin
Restored fr

6. Cretan toy: Girl in Swing. Found near Phacstos. 1550~
1400 (2) B.C.

7. Cretan painting: Bull Dancers. Palace at Cnossos. About 1500 B.C.

Fresco. w. 5°3”, h. 24",
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Mycenacan arts were less playful and more
adapted to warfare or honoring the dead.
Mycenacan cities were ringed with great
stone walls: over this gateway (Fig. §), two
rearing lions were carved, symbolic of
Mycenacan power. Kings and heroes were
buried in underground tombs, buile with
domed crypts and arched passageways. The
gold mask (Fig. 5) was laid over the dead
face of one of Agamemnon’s countrymenn.
Lion Gate. 1350-1300

Mycenacan  architecture:

B.C.




1. Pre-Greek style: Head of a Griffin. Found at Olym-
pia. About 650 I Bronze. h. 11147,
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Colossal Vasc of Terra Cotta, showing the lying-in-state of the dcad and the

. “Geometric Style”:
funcral procession. 8th century B.C. h. 425"

: A e e
/; -::) " :s.a : L L N
. - TS, v S 4. Archaic style: Drinking Cup with “Dionysus Sail-
(*3 ' > —— a0z = X ; T 1o . 2 EEM (2672
/:-W - > , TSR dO ing over the Sca.” By Exckias. 550-525 B.C.
} ~ 35 diam. 12",

The Dark Ages wiped out all memory of
Cretan and Mycenacan art, and when the
new Greek world began to form in the late
oth century B.C., artists had to gradually
rediscover the old artistic freedoms. On the
huge, 4-foot-high vase shown above (Fig.
2), every detail of the funeral procession is
clipped off to fit into a stiff pattern, as in
the designs on Neolithic pottery. The great
bronze griffin (Fig. 1), which adorned the
handle of a ritual vessel, takes its extraor-
dinary design from some Oriental model.
Early in the 6th century B.C., artists
evolved a style now called “Archaic,” which
was a step toward naturalism but was still
based on stiff geometry. Geometric patterns
still controlled the brush of the great Greek
vase-painter, Exckias, and the chisel which
shaped the marble head at left (Fig. 3). Tight
curls, like those seen on Mesopotamian
carvings, frame the triangular eyes, and the
mouth is drawn up tensely into an expres-
sion called the “Archaic smile.”

3. Archaic  style:  Rider’s Head
(“Rampin  Head”). About 560
B.C. Marble. k. 1114".
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5. Archaic styl >: Youth "",‘:,"\’;’:‘ “Type.” Found 1 Attica.
615-600 B.C. Mar

= 6. Archaic style: Goddess with Pomegranate. Found in Kera-
| tea, Attica. Early 6th century B.C. Marble. h. 654",

Geometry also ruled the representation of human bodies during the Archaic
period. Perhaps the first standing statues in Greece were made from tree trunks,
and had to be made straight and stiff; or perhaps these first figures were copied
from Egyptian modecls. But bit by bit, the sculptor learned to divide the human
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body into geometric areas, to show how clothing falls in geometric patterns, and
how even the bent body of an archer falls into an almost square pattern. Coin-
cidently, during these very years, the mathematician Pythagoras was drawing
figures in the sand, proving that the harmony of the whole universe is based
upon gcometry.

The sculpture on the Archaic temple below is fitted stiffly into place in the
pediment and along the frieze. The same sculptured plan was used on later

temples, but the figures were placed with greater freedom.

7. Archaic style: Treasury of the Athenians. Delphi. About 515 B.C. (Reconstruction.)

8. Early Classic style: Heraules as an Archer from
the temple of Aphaia on Acgina. About 480
B.C. Marble. h. 2°6”.
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The Age of Pericles, however, was short-
lived. Within sixty years, Pericles was dead,
and Athens was defeated by Sparta. Now,
philosophers, poets, and artists turned in-
ward, to a mood of meditation. Praxiteles
was a master of the new style of sculpture
which reflected the changing spirit: a mist
scemed to surround his sculptures, and
others of the time (Figs. 6, 7). Their bodies
appear soft-skinned and pliable; their con-
tours undulate like sea currents. They stand
slightly off-balance, perhaps leaning against
a tree stump for support. Hermes and
Venus are not the energetic young heroes
and heroines of Olympus, but are dreamy
and mysterious. They are revived forms
of the ancient naturc gods of the Aegean

civilization.

Classic: Three Fates (Demeter, Persephone and Ar-
temis?). East Pediment of Parthenon. 447-432
B.C. Marble.

8. Hellenistic: Jockey. 2nd century B.C.
Bronze. h. about 3",

In 338 B.C., Greece fell to Alexander of
Macedonia, whose legions were spreading
across the ancient world. Greek sculpture of
these “Hellenistic” times reflects this sense
of expansion and movement. Flinging his
arms forward, the child jockey lashes his
steed on, breaking out into space as no
earlier Greek sculpture had done (Fig. §).
The Winged Victory (Fig. 9), scems to arch
her body against the wind, her heavy wings
swept back in a rush of feathers.

7. Post-Classic: The “Medici”” Venus, by a follower

of Praxiteles. About 300 B.C. Marble.
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1. Classic architecture styles. Doric: The Parthenon. Acropolis, Athens. 447-432 B

The Acropolis, the upper, fortified part of Athens, was
built,on a flat-topped hill rising steeply within the city.
Covered with temples, it was the city sanctuary and the
scene of religious festivals and processions. There, the
Archaic figures of Athenian maidens and youths stood
until the Persians, under Xerxes, ground them into the
carth. There, Pericles ordered the building of the Par-
thenon after the enemy had been vanquished. The Greck
temple was, in a sense, the Egyptian temple turned inside
out. Instead of ponderous, gloomy stone walls and pylons
enclosing an inner court, Greek builders aligned their col-
umns along the outside of the enclosed sanctuary, making
a fringe through which the sunlight splashed.
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The relationship of the column to the structure it bears
was of first importance to Classic builders. The Parthenon,
the greatest Classic temple, was ingeniously engincered to
correct an optical illusion. Its columns were slightly dis-
torted, swollen at the center and leaning inward, to cor-
rect what would have otherwise been an impression of
deadness and topheavy imbalance.

Since the form of the human figure stood crect like a
column, it was not surprising that an architect thought
of making human bodies bear the lintel. The slightly
bent bodies of these caryatids, or priestesses of Diana’s
temple, bear their burden with the same vitality found
in the Parthenon columns (Fig. 2).

2. Erechthewm, Caryatid Porch. Acropolis, Athens. About 421-405 B.C.
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Each Greek temple was designed in onc of

three architectural plans: the Doric, the
Ionic, or, later, the Corinthian. These plans
were called the “Orders.” An Order con-
sisted of the base, its column, and its capital,
and the roof which it supported. In the
Order, as in all Greek sculpture, the pro-
portion of the parts determined the design.
A thick Doric column, like those of the
Parthenon, must bear a sturdy crossbeam
divided up into simple alternating blocks
of sculpture and blank stone. The taller,
shmmer Ionic column carried a more deli-
cate beam, carved with a molding, or strip
of darts and ovals or leaves. The Doric
capital ended in a sturdy, flat slab. The
Ionic capital was a graceful double spiral,
perhaps derived from the Egyptian lotus,
the curl of the nautilus shell, or the horns
of a ram. Most elegant of all was the Corin-
thian Order, invented around 420 B.C. in
the rich merchant city of Corinth. Legends
say that the inventor was a young bronze-
worker who saw a wicker basket, over-
grown with acanthus leaves, decorating the
grave of a young girl. But this design, too,
may actually have originated in Egypt, be-
coming more naturalistic as it passed into
Greece. The Greek Orders were perfectly
proportioned and so well suited to their pur-
pose that they have inspired Western archi-

tects ever since.

i

it
e
s

e

.

3. lonic: Temple of Athena Nike, Acropolis, Athens. About 426 B.C.

4. Corinthian: Olympieum. Athe

ns. 131 A.D.




3. Realism in Clas-
sicart: Silver Coin
from Syracuse,
chariot on ob-
verse, head on
reverse. About
400 B.C. diam.
1157,

4. M‘ ‘{;;'/

1. Realism in Classic art: Parthenon Frieze. Detail of mounted procession. Acropolis,

Athens. 447-432 B.C. Marble. h. 407,

oo 25 B X

The predominant direction of Western art has been toward a greater
illusion of life within the static materials of art. In this respect, Western
art differs from primitive and Oriental arts, which aim less for the illusion
of reality, aad more for a brilliant design or a poctic mood. Of course,
the Western school of realism could develop only when artists had
mastered their techniques and increased their knowledge of the physical
world. They had to study anatomy and proportion, the laws of motion
and perspective, optics, and other sciences. The works on these pages

. . A 4. Realism in Classic art: Abduction of the Goddess Basile
trace the progress of Greek artists from the height of the Classical style from the Undenworld. About 400 B.C. Marble relief.

to the Hellenistic period. Sculptors gradually learned to suggest realistic
space and anatomy, and a sensc of individual personality.

2. Battle Between Alexander and Darins. Floor mosaic from the House of the Fawn, Pompeii. 4th century B.C. 1. 17"
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7. Realism in Hellenistic art: OId Market
century B.C. h. 4514,

5. Realism in Hellenistic art: Battle of the Greeks and Amazons. From the
Mausoleum at Halicarnassus. About 350 B.C. Marble.

8. Realism in Hellenistic art: Portrait Head of a Philosopher. 3rd century
B.C. Bronze. h. 11157,

6. Realism in Hellenistic §
art: Veiled and Masked
Dancer. About 200 B.C.
h. 814"

At other times, sculptors labored to copy every detail of the human
body, unlovely, wrinkled, or staring with intensity. Such faces and fig-
ures as these, which were made in abundance in the late Hellenistic world,
would not have appealed to the artists of Archaic or Classical Greece,
who chose instead to represent the serene and beautiful forms of heroces
and goddesses. Greek painters in the Hellenistic city of Alexandria car-
ried their art to its climax. They learned to splash on colors with a loose
wrist, with a quick stroke for the head, a speck of white for a glancing
cye. This manner of painting gave an impression of swift, flickering
action: we might call it “impressionistic.”” This style was carried to Rome,
where it became the basis for a great school of copyists and original
painters and workers in mosaic. The mosaic battle scence at left (Fig. 2)

is a copy, madc ncar Rome, of a lost Greek painting.
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2. Head of Helios. Mid-2nd century B.C. Marble. h. 22"

The creator of the Alexander mosaic (p. 46, Fig. 2), of which the work at left is a detail, used many of the same
devices that sculptors did to suggest an illusion of deep space and vibrant personality. The young Alexander the
Great is shown at left; at right is a masterpiece of late Greek sculpture. In cach medium, the artist has brilliantly
brought to lifc a figure with luminous cyes, tossed head, and streaming hair: a perfect image of youthful exultation.

1. Head of Alexander. Detail of page 46, fig. 2.
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1. Etruscan pottery: Burial Urn. About 600 B.C.
Terra cotta. h. 32

As in Egypt, funeral arts were important in
Etruria. Sometimes Etruscans put ashes of
their dead in an urn like the one above
(Fig. 1), surmounted by the Dcath Goddess.
At other times the Etruscans used coffins
decorated with life-size figures of the de-
ceased, smiling like the Apollos and maids of
the Archaic Grecks, and holding out a coin
for the fare into the Underworld (Fig. 2).

2. Etruscan sculpture: Sarcophagus. 6th-5th centuries
B.C. Painted terra cotta.

Before the Romans conquered it, West Central Italy was occupied
by the Etruscans. No one knows exactly where these people origi-
nally came from, but their arts seem to link them with a Mediter-
ranean homeland. Like the Minoan and Mycenacan peoples, they
became builders in stone, piling huge boulders together into walls
and palaces, and constructing underground tombs. These tombs
were painted with brightly colored birds and flowers and dancing
youths, in freer postures and more realistic anatomical details than
in Egyptian or Cretan paintings. The Etruscans excelled in bronze
casting as well as in stone carving. The figures they made varied
from the realistic to the ghostly. Traveling Greek artists certainly
influenced Etruscan art, but more influential was a gloomy reli-
gious point of view, which appeared in monsters and death-god-
desses more like those of Mesopotamia than of Athens.

3. Etruscan sculpture: A Warrior.
7th-5th centuries B.C. Bronze.
h. 6347,



4. Etruscan sculpture: Two Wiestlers. From the handle of a vessel cover. 4th-3rd centurics

B.C. Bronze.

6. Etruscan sculpturc: Mother Goddess. 5th century B.C.
Cast in bronze like the Hellenistic man on page 47, the Etruscan Stone.

portrait below is even more realistic in its details and expression.
Later, this kind of fascination with personality led Roman sculp- 7. Etruscan painting: Pipe-player and Birds. From a tomb in Tarquini. About 475 B.C.
tors to found the world’s first great style of portrait art. The

Etruscan mother and child (Fig. 6), perhaps a goddess with her ‘ <)

offspring, curiously foreshadows the Christian image of the

Madonna, and in the very country which five centuries later
would give birth to the great arts of Christianity.

5. Etruscan portraiture: Capitoline Brutus. 3ird centun




The Republican Romans who drove back
the Etruscans and laid the foundations for
the Empire, portrayed themselves with no
attempt to glamorize or idealize their faces.
One of the most powerful of such sculptures
was of Julius Caesar (Fig. 1), who explored
and opened the northern lands of Gaul.
Through this gateway, art and ideas were
to flow freely in later centuries, linking the
whole Western world to Italy.

4. Pendant with Portrait of a Consul. 238-243 A.D.
(;Old.

The Greeks had made “equestrian” portraits, showing a
figure astride a horse, but none of these have survived.
This Roman one of the Emperor Marcus Aurelius stood
untouched by Christians and barbarians throughout
the Dark Ages, spared only because people thought it
portrayed the first Christian Emperor, Constantine.
Later, it came to be an inspiration to artists of the
Italian Renaissance, and the equestrian statue became
one of the most popular subjects of Western art. The
portrait-pendant above, found in Egypt, near Alex-

andria, probably belonged to a consul or official.

1. Roman portrait sculp-
ture: Julius Caesar. 4844
B.C. Marble.

2. Emperors Claudius
and Germanicus with
their  Wives. Mid-
Ist century A.D.
Onyx cameo.

& 2
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3. Portrait of Emperor Augustus. Rome. About 10 B.C.
Marble. h. 6’8"

Julius Caesar’s nephew brought to an end
the civil wars which had wracked Rome
since Caesar’s assassination. The younger
Caesar crowned himself with oak leaves,
and called himself “Augustus,” or “most
high.” Augustus loved Greece, and had
carvings of himself made in the serenc
“Classical” fashion (Fig. 3), although Greek
sculptors would not have shown him in
armor. During his reign, some of Rome’s
greatest poetry, philosophy, and art was
created. The luxury-loving emperors who
followed Augustus commissioned many ex-
travagant works of art. On the camco
above (Fig. 2), the two emperors and their
wives are surrounded by cornucopias and a
Roman cagle, symbols of the magnificent
wealth and power of their reigns.

5. Equestrian Statue of Emperor Marcus Aurelius.
Rome. 161-180 A.D. Bronze.



6. Colosseum. Rome. 70-82 A.D.

7. Roman architectural styles: Baths of Diocletian. Rome.

Imperial Rome had changed greatly from
the early Republican days when Greek-style
temples filled her forums. In order to dispel
the rising discontent of the populace, the
emperors crected huge buildings for public
games, baths, and processions. They built
these of gigantic arches of stone and cement,
held in place by wooden scaffolds until the
cement dried. Sometimes plain “barrel
vaults” were built out of rows of arches sct
back to back to form a great tunncl; other
times, the arch was closed over into a dome
(Fig. 8), or two barrel vaults were set at right
angles making a “groined vault” (Fig. 7)
which could rise even higher. The rough
building surfaces were covered with sheets
of marble or bronze, and eclaborate mosaic
floors were laid. The old Greek Orders
were still used, now sometimes laid flat
against a wall as decoration instead of being

used to hold up the structure, (Fig. 9).

8. The Pantheon, pamted by Giovanni Paolo Panini about 1740.

9. Arch of Constantine. Rome. 312 A.D.




m in Roman art: Ara Pacis. Rome.
I the imperial family. 13-9 B.C.

2. Arch of Timms. Rome. Relief showing sack of Jerusalem. 81 A.1>. Marble. h. 7:107".

The artists of Rome, like those of Hellenistic Greece, continued to try to create
an illusion of reality. In the days of Augustus, artists still worked in the Classical
fashion; figures carved upon the great Peace altar which Augustus ecrected
(Fig. 1) stand gracefully and serencly, gently shouldering cach other. But a
century later, the sculptor who carved the exploits of the Emperor Titus (Fig.
2) turned the stone into a flickering scene in which spears, trophies, and the
great seven-branched candlestick stolen from the Temple in Jerusalem are car-

ried on the shoulders of the rioting troops.

3. Ulysses in the Laud of the Lestrygonians. 1st century B.C.
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Romans continued the splendid style of
painting invented in late Classical and
Hellenistic Greece. Sometimes the artists
let their imaginations run to games in paint.
They covered entire walls with mazes and
webs of slender columns and painted archi-
tecture as though, like modern interior dec-
orators, they were trying to expand the
room with these false arches (Fig. 5). Else-
where, they used a solid, sculptural style to
portray scenes of gods and heroes from their
own and the Greek myths and legends
(Fig. 4). Although they sometimes copied
Greek originals of carlier date, the Romans
too had mastered the technique of creating
with flecks and daring streaks of paint, an
illusion of deep, light-filled space and swift
motion. Among the masterpieces left to us
of this style of Roman painting are thesc
fragments of a long series of scenes from
“The Odysscy” (Fig. 3 and pages 58-39).
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5. Decorative Architecture with e From Pomipen, Fres



Pompeii. Fresco.

The Lost Rams.
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1. Bust of Constantine. 306-327 A.D. Marble.

The dissolution of the Empire and the com-
ing of Christianity radically changed Roman
art. As the Empire had expanded, incorpo-
rating many Eastern Mediterranean peoples,
various religious cults spread throughout
the Classical world. Christianity gradually
became the most popular of these, although
for three centuries, official Rome held fast
to her old Classical gods, and persecuted
the Christians. Down in the catacombs—
underground chambers beneath the city of
Rome—the Christian survivors met to pray.

2. Early Christian mosaic style: “Fishing for Marine
Monsters,” detail of mosaic pavement in the
- - . }

Basilica at Aquileia, Italy. 4th century A.D.
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3. Early Christian architecture: The Original Basilica of St. Peter, Rome. Grotto, Vatican. Fresco.

There, they painted sketchy scenes upon the walls to illustrate their Gospel stories
(Fig. 4). Finally, in the year 313, the Emperor Constantine made Christianity
official, and the early Christians were allowed to build public places of worship.
The plans of the first churches were based on the old Roman marketplace, a straight
hall with side aisles and a wooden roof (Fig. 3). Often, Classical columns taken from
ruined temples were used to hold up the side arches. The first great “basilica” was
St. Peter’s in Rome, torn down during the Renaissance to make room for the
present building by Michelangelo. Until the barbarians destroyed their com-
munities, similar bastlicas were built throughout the whole Christian world and
decorated with teaching-pictures in fresco, mosaic, and sculpture. The mosaic at
left (Fig. 2) is from a church in Aquileia, on the northern coast of the Adriatic.

4. Early Christian painting: Mceting of Christ and the Samaritan Woman at the 1Well, from a catacomb,
Rome. 4th century A.D.
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Limestone. h. 2'8”.

The art of early Christian Egypt, called
“Coptic,” greatly influenced later
Christian art. These Egyptians inheri-
ted a love of flat patterns, of staring
figures with large, dark-rimmed eyes
(Fig. 8), and the ancient Egyptian taste
for intertwined plant and animal

decorations. R
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7. Early Christian sculpture: Good Shepherd. Marble.

6. “Debased” Roman style: Part of the ‘« ),
Gate of the Roman Forum, Sabratha,
Libya. 2nd century A.D.
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5. Early Christian sty]u m Egypt
Coptic Tombstone. 7th century A.D

8. Early Christian style in Egypt: Coptic Textile. 6th century A.D.

With Christianity, a new attitude toward art spread west-
ward. Even at the height of the Empire, throughout
Egypt, Syria, and Asia Minor, sculpturc had been made in
crude, stumpy shapes which copied the details, but not
the carcful proportions of Classical art (Fig. 6). Eventual-
ly, this ungraceful, chunky style spread to Rome itself.
The figures on the Arch of Constantine (Fig. 9) arc
almost as squat and rigid as the old Sumerian sculptures.
Converts to Christiauity, afire to express their new love
of Christ, cared less for graceful form than they did for a
clear, casily understood message. The Good Shepherd
is one of the last Christian works of art made in the West,
whose forms are correctly modeled (Fig. 7). At first,
Christ was seen as a Classic youth. Later, in the sth cen-
tury, as more Near-Eastern disciplcs came west, Christ
was pictured as a dark-bearded man with haunting eyes,

like a shepherd of Syria.

9. “Debased” Roman seyle: Arch of Constantine, rehief decul. Rome
315 A.D



This Empress is carved in
Byzantine style: part Greek-
Roman, part Oriental. Roman
eagles and degenerated Corin-
thian columns flank her. Even
though she holds an orb sur-
mounted with the Christian
cross to show that she ruled
the Eastern Roman Empire,
her jewels and her stiff, staring
pose are Oriental.

1. Byzantine Empress. About 800 A.D.
Ivory.



2ot

DXL S

2. Mansoleum of Galla Placidia. Ravenna. Sth century A.D.

One of the last centers of Classical art in the crumbling West was Ravenna, an outpost of the

Byzantine Empire. Many works of art were created there which bridge East and West. One such

is a tomb decorated with mosaics (Fig. 2) showing Christ as a Greek shepherd among his flock.

THE EASTERN EMPIRE

BYZANTIUM

In Byzantium, two rivers of style, the Greek and the
Oriental, flowed together. Constantinople, capital of the
Byzantine Empire, was cstablished in 330 by Emperor
Constantine, and stood at the junction of East-West trade
and pilgrimage routes. Byzantine art served the Eastern
Christian church, always more resplendent than its West-
crn counterpart. It also served the tastes of its Oriental
emperors for brocades, silks, ivories, and painted manu-

The Byzantine Empire reached its first peak of power in the
6th-century reign of Justinian. The great church in Constanti-
nople, called Hagia Sophia, was his most splendid undertaking
(Fig. 3, 4). The dome is lifted upon four “pendentives,” or tri-
angle-shaped corner picees, visible in the photograph of the in-
terior. These devices allowed the architects to lift the vast dome
upon a square basc of columns and arches, like the groined vault
of the Romans. At one time the whole interior shimmered with
mosaics. Captured by Moslem Turks in the 15th century, the
church was turned into a mosque, and its splendid mosaics were

painted out.

scripts. Yet, in Constantinople, during the western Dark
Ages, Greek standards of craftsmanship persisted, and
many treasures of Classical art survived, and from time
to time, filtered into the West. At other times, Byzan-
tinc art was overwhelmed by the Oriental taste for
mystical impressions and bold, splendid pattern-art. In
the 15th century, Byzantium fell to the Ottoman Turks,
and her arts and artists were scattered to the West.

3. Interior of Hagia Sophia. Istanbul. 532-537 A.D.

4. Hagia  Soplna.
32_537 A

Istanbul.



1. Classical influence in Byzanunce art:
David the Musician. Byzantine manu-
script page by an Alexandran artist
working in Constantinople. Latc 7th
century A.D.

The works on these pages illustrate
the two differing tendencies of
Byzantine style: on page 64, the
Greek-Roman, or Classical; on page
65, the Oriental. The brilliant style
of painting which had been in-
vented by Hellenistic artists and lat-
cr transmitted to Rome, lived on in
Byzantium, although it was now
used for Christian subjects. The il-
lustration at left for a Christian book
of psalms might be a Classical scene
of any shepherd boy among his ani-
mals. Objects of silver and ivory
were made in the same style with
gracefully proportioned figures in
free action.

Works of art like these were
carried into Western Europe from
time to time and kept the Classical

Py
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3. Classical nfluence in Byzantme art: Ivory Casket.
Byzanune. 11th century A.D. 3% by 534"
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2. Classical influence in Byzantine art: David
Slaying the Lion. Byzantine silver plate
found in Cyprus. Early 7th century A.D.
fiam. 514",

64



5. Oricntal influence in Byzantine art: Byzantine Christ. From Djumat,
Georgia. 11th century A.D. Cloisonné cnamel on gold. diam. 314"

4. Oriental mfluence in Byzantme art: Empress Theodora and her Suite.
Mosaic from San Vitale, Ravenna. 6th century A.D.

During these same centuries, the Orien-
tal tradition slowly began to infiltrate
Byzantium. Craftsmen and artists who
had learned their trade in the Near East .
6. Onental mfuence m Byzantne art: irgin with Apostles.
brought their own Style into the country. Apse mosaic, Torcello Cathedral. Toreello, Italy. 11th century A.D.
Only one century after Galla Placidia’s
tomb was decorated in Ravenna (page
63), the Emperor Justinian commissioned
these mosaics showing his wife, himsclf,
and their servants, for another church in
the city (Fig. 4), and pages 66-67). Theo-
dora was an Astan queen, with dark eyes
and hair, and a haunted expression. She
wears jewels like the ivory empress on
page 62, and her servants are clothed in
sumptuous brocades and silks. By the
11th century, Greek and Oriental styles
scem to blend together in magnificent,
towering images like this, which adorned
the small and large churches of many

lands, from Armenia to Italy.




Ravenna

dora (detail of p. 65, fig. 4). San Vitale,

1. Empress

»m mosaic in San Vitale, Ravenna. 6th century A.D.

2. Emperor Justinian. Detail frc
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[wo centuries after Justinian, a controversy began among the
Byzantine priests as to whether artists should be allowed to make

any pictures of the Holy Family at all. One result of the argument
was that a new importance came to be attached to such holy pic-
tures. A painting of Christ or His family, or of angels and saints,
done on a 1 | panel, was called an icon; it was intended to be
revered he cross on the altar was. Soon, artists began to
decorate the icons with pure gold leaf or gold paint to indicate

sreciousness. This style of painting spread east and west, to
Russia, and into parts of Italy like Siena, where many artists of a
particularly devout nature lived. In the painting below, made in
an outpost of Byzantium, the artist was obviously more interested
in making a precious object of gold paint and bright colors, almost
like a jewel, than in showing realistic details and shapes. Since icons
were often worshiped in dark, incense-filled churches, they were
painted in bold, stark shapes and colors which could easily be seen.

1. Byzanune art in lealy: Enthroned Madonna and Child. 13th century.
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3. Native Russian tradition: A Horse being Attacked by a
Lion. Scythian bele buckle. Gold.

4. Byzanune art in Russia:
(Novgorod School): St.
George. Icon. About 1400.




5. Byzanumnc art in Russia: Old Testament Trinity, by Andrei Rublev.

About 1410.

This particular phase of Byzantine art influenced the
arts of Russia. In the 1oth century, King Vladimir [
of Russia was baptized in the Christian faith by mis-
sionaries from Byzantium. Soon, churches were be-
g built throughout Russia and filled with icons in
the Byzantine style. The greatest master of this art
was Rublev (Fig. 5); other icon painters seem to have
been more influenced by an ancient, native style:
the curling shapes achieved by Scythian metal-
workers. Such figures are bent and twisted as though

formed with tongs over hot flames (Fig. 3).

6. Church of the Transfiguration. Kizhi, Lake On

Early 18th century.

e, USSR

Before Byzantine missionaries penetrated
the North, the only art in Russia was made
by nomadic tribes called the Scythians and
Sarmatians. These brilliant metalworkers
roamed the steppes between about 700
B.C. and 400 A.D. The influence of their
art was felt by many great civilizations:
China to the cast; Greece and Persia to the
south, and the barbarian Goths and Franks
to the west.

In deep forests far from the Russian cities,
there was little or no communication with
the great art centers of the Mediterrancan.
In these rural communities, church builders
made curious buildings like the one be-
low (Fig. 6), of great timbers, rising to
cluster of fanciful, onton-shaped domes. Art
m Russia remained practically unchanged
until the 18th century, when Peter the
Great urged his nobles to imitate the French
culture that he loved.
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2. Islamic influence in Spain: Interior of the Mosque. Cordova, Spain. 8th-9th
centurics.

2 painting was born. Eventually, brought West by travelers
w from the Dutch East Indies to Holland, these miniature
Islamic paintings caught the eye of artists like Vermeer and

FEa Rembrandt, and thus added another facet to modern West-
. ern art. Although the Islamic Empire is alive today, its once

e eh s high standards of craftsmanship have been lost.

2 3. Islamic influence in India: Taj Mahal. Agra, India. 1630-1650.

THE ISLAMIC EMPIRE

The Islamic Empire, which at its height extended from
Persia and Mesopotamia to North Africa and Spain, was
established in the 7th century by the Arabian prophet
Mohammed. This vast empire was, with Byzantium, a
treasure house of artistic knowledge and craftsmanship dur-
ing the western Dark Ages. The Arabs loved both the
bright designs of ancient Sumeria and the flowing, twin-
ing lines of Greek and Coptic Egyptian art, and they com-
bined these clegant “arabesques” or lacelike ornamentations
with sharp contrasts of color and shadow. But Mohammed,
like the Hebrew prophet Moses some 1,500 years carlier,
had forbidden the making of images, so early Islamic re-
ligion gave rise to no figurative art. Instead, the Islamic
artists became great builders and decorators. European
Crusaders took home many Islamic architectural ideas—
the horseshoe and pomted arches, pierced battlements and
ornate brickwork—which later found their way into
Gothic and Renaissance structures. By the 15th century

M()h(’ll]ll]lCd.\ 7'11700 J“‘Jll‘lﬁt portrﬂmo human imagcs

was tmally over-ome, and a great school of manuscript




4. Islam m India: Kumb
Vina 00 A.D.

The major Islamic buildings were mo

and minaret towers for worship, palaces f
1 the sultans, and battlements. The dome and
“i the arch were favorite architectural devices,
and ornament was used lavishly, according
to the spirit of the different countries. For
instance, the Spanish Moslems buile the

somber mosque in Cordova (Fig. 2), while

(— the Mogul, or Indian Moslems preferred the
lacy bubble-forms of the Taj Mahal (Fig. 3).
Sl In Spain, the Islamic invaders were called

e Moors. The battlement below (Fig. 6) is in
h typical Moorish style, with horseshoe arches
and brickwork which often were copied by
i Christian Spaniards, and later adapted in
some buildings in France.

5. Islamic influence in the Near East: The Minaret of
Samarra Mosque. Baghdad. 9th century.

6. Islamic influence in Spain: The Pucrta del Sol. Toledo, Spain. 1200 A.D.
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1. Islamic influence in the Near East (Persia): A Physician Preparing Medicine.
Baghdad School, about 1520.

Islamic art flowered in Persia under the
patronage of the sultans of Baghdad, who
were among the greatest connoisscurs of art
and learning in the world. At first, art
styles were borrowed from the Sassanian
Persians, whose brilliant culture the Islamic
artists had absorbed. Later, they made illus-
trations for scientific treatises and books of
legends (Figs. 1, 5). By the 16th century, the
Islamic style of book illustration reached its
height and was carried into India when
Islamic forces captured part of that country.
Such manuscript pages showed patterns as
bold and brilliant as those of a Persian
carpet. These artists did not care to imitate
reality. When they drew a group of figures,
they did not set them one behind another
in receding perspective. Instead, they set
clegantly drawn images just as a mosaicist
might sct his stones into a pattern. Still,
these pictures give a fascinating view of life
in the sumptuous Persian and Indian courts,
bung with rugs, filled with tulips and lilacs,
peopled with deer-eyed dancers and polo-
playing princes. In these courts, the Arabian
Nights were lived and Omar Khayyam
wrote his melancholy poems. Baghdad was
captured in the 13th century by the brother
of Kublai Khan, ruler of China; it grew
more and more Oriental in spirit and finally
was replaced, in the 15th century, by Samar-

kand, another capital city even nearer China.

b 2. Islamic influence in the Near East (Persia): Jonah

and the Whale. Mongol Period, Tabriz School. End
14th century.

3. Islamic influence in the Near East (Persia): Persian Textile.

Bll}'id Period. 998 A.D.

. Islamic nfluence m the Near East (Persia): Tile Medallion.
Damghan. 1263 A.D.
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6. Islanne mfluence in India: Portrait of Shalh Jahan
on Horseback. Indian album leaf. Mughal, 17th
century.

. Islamic influence in the Near East
(Persia): Enameled and Gilded Glass
Bottle. Syria. Mamluk Period, about

1320 A.D. h. 17147,

8. Islamic nfluence i the Near East

5. Islamic influence in the Near East (Persia): Garden Scene. Period of g .
f ( ): Gard (Persia): Wool Rug. 16th century.

Shah Tahmasp, School of Sultan Muhammed. 16th century.

9. Ibimic muence m the Near East (Persia): Horseman Leading a Mon-
lian Captive. Detal from silk brocade. Safavid Period, second |
16th century
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1. Islamic influence in the Near East (Persia): A Polo ¢

Bustan by Sa‘di, 1522-3(?).
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2. tslannc mfluence in the

School of Bokhara. From manuscript of the
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INDIA AND INDONESIA

As Greece was the wellspring of naturalistic Western art, so
India was the birthplace of many Oriental art styles. Like the
devout Christian painters of the Middle Ages, Oriental
artists were mainly concerned with representing the unseen
world of gods and supernatural forces. Often they cared less
for realistic representations of anatomy and proportion than
they did for the feelings of awe, terror, or reverence that
their art could produce. Indian art tells the stories of two
religious systems: the Hindu religion, which developed first,
and to which India later returned, and the Buddhist religion,
born in the 6th century B.C. in the preachings of Gautama
Buddha, a simple prince from a small Himalayan village.
Buddhist thought, sculpture, and painting spread ecastward
across the caravan trails of the Gobi Desert into China, and
from there into Japan. India itself, however, slowly returned
to the more complicated Hindu religion, which was based
on a vision of the world as a vast dream called “Maya.” In
this dream all created things appeared to pour forth like swift
rivers, to swirl across the carth, and then vanish into eternal
darkness. It was this endless motion and change in the Maya
world, set against the cternal natural forces, that Hindu art
sought to portray.

The three main Hindu gods were
Brahma the father, Vishnu, and Shiva.
Each of these gods appeared in many
shapes, both animal and human. Vishnu,
for instance, sometimes was carved and
painted as a boar or a lion, or as a hu-
man hero called Krishna. Sometimes he
was the river Ganges, sometimes the
glorious Sun God on a jewel-decked
horse (opposite). In Hindu art, also,
spirits of the air and the waters
abounded, left over from prehistoric
nature worship.

1. Surya, the Sun God. Konarak. 13th century A.D.

2. The Teaching Buddha. Sarnath. Gupta Period,
5th ceneury A.D. Total h. 53"

These are three of the steps wli

taken in developing the image of
dha, which spread gradually throu,
out the Orient. In the beginning,
Buddha was considered too holy to be
carved as a man. So the first Buddhist
sculptors chose simple animal forms
such as the lion or the bull, which sug-
gested Buddha's strength and majesty.

3. Asokan Bull Capital. From Rampurna (Bihar).
3rd century B.C.

In the 2nd century, Buddhist
sculptors began to make images
of Buddha in a style similar to
Roman sculpturcs. Buddha =
was thought to have had cer-
tain curious physical charac-
teristics: he had a third eye, of
wisdom, between his brows;
his head rose up in a lump of
knowledge on top, and his ear-

lobes were very long (Fig. 4).

4. Head of Buddha. From
Gandhara. 4th-5th
centurics.

In the sth century, the
Gupta dynasty of kings began
to rule India. They were proud
of India’s native art style, and
under their rule, Indian sculp-
tors began to carve figures of
a morc Oriental nature, with
surfaces taut and glistening,.
But at the same time, the old
Hindu religion was regaining
popularity in India. The gentle
Gupta Buddha (Fig. 2) 1s
accompanied by air spirits fly-
ing above, and winged horses
prancing to cach side. The
majestic Sun God (Fig. 1) is
carved in the Gupta tradition,
too: his chest seems filled with

air, like the body of a yogi
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A VYakshi. At Bharhut. Early Ist
century B.C.

So strong was the Hindu tradi-
tion in India, that even when
Buddhism was made the official
religion, Indian sculptors could
not resist adding hosts of their
beloved nature gods to the Bud-
dhist shrines. One of the favorite
nature gods was the “‘yakshi,” or
tree sprite. The yakshi was al-
ways shown grasping a branch
of a tree, and giving it a gentle
kick with her heel. It was be-
lieved that when she kicked it,

the tree would burst into bloom.

2. Dancing Girl. From Mohenjo-
daro. 3000-1500 B.C. Bronze.

3. The Great Stupa of Sanchi. Early 1st century A.D.

Unlike Western churches, Indian places of worship usually were not
places of group congregation. Instead, solitary shrines were sct up,
which the pilgrim visited alone. Buddhist shrines were called
“stupas.” A stupa is a large mound of carth surrounded by a stone
wall and four carved gates. Buried inside the mound was a relic of
Buddha—a bone or a bit of his hair. The picture above shows one
of the earliest stupas still standing. It was built during the time
when Buddha was still considered too holy to portray in sculpture.
So there is no picture of Buddha in all the sculpture of Sanchi.
Instead, the gates are covered with animals which suggest his power

and majesty, and with Hindu naturc spirits (Fig. 4).

4. North Gate at Sanchi. Early st century A.D.
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Sculptures of Buddha in India were
usually solemn and straightforward,
like the Roman sculptures which in-
fluenced them. But whenever Indian
sculptors carved the nature spirits and
gods of the Hindu religion, they used
a very different style. Then, they
showed figures swaying and dancing,
floating as though borne along on the
seething waters of Maya. This love of
dancing figures was already apparent
in the very first art of India, for onc of
the carliest works, made two to three
thousand years before Christ, shows a
lithe and graceful dancer, hand on her
hip (Fig. 2). The yakshini at Sanchi
cling to mango trees like acrobats (Fig.
5), their rounded bodies seeming swol-

len with the riches of the carth.

6. The Descent of the Ganges. Relicf carved on
cliff at Mamallapuram. Early 7th century
A.D. L 88147, h. 30"

Pages 80-81

1. Indra, King of the Gods. From Elira. Gupta
period, 750-850 A.D.

2. Vishmu in the Guise of a Cosmic Boar Rescuing
Bhadevi, Goddess of the Earth. From Udaya-
giri. About 400 A.D.

After Buddhism was replaced by a revival of Hindui
shrine became an even more complicated sculpture. On a k
seacoast stand seven enormous granite boulders, carved into t
fantastic scene (Fig. 6). Thousands of clephants, deer, rabbits,
men, and gods are carved, life-size, proceeding toward the sea.
The shrine is dedicated to Vishnu, as the river Ganges, flowing
down from heaven to water the carth, then swirling away into
the dark occan. Tangled and confused like the Hindu gods
themselves, there is no plan to the way these figures are arranged.
They do not fall into a pattern like Greek temple sculpture, nor
align into rows and sequences like Assyrian or Egyptian works.
There were some thirty million gods to which Hindu priests
prayed, and many of their rock-cut shrines stand throughout
India, cach representing a particular Hindu belief. The shrine at
Konarak (see page 77) is carved into the shape of a colossal char-
iot, with wheels ten feet high. The whole rock is intended to be
seen as if moving forward majestically, drawn across the sky by
Vishnu's steeds. Other rock temples had hollow chambers with
awesomie sculptures of Hindu monsters and gods (pages 80-81).
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1. Female Donors. Fragment of fresco
from Sorcuq, Kirin C: Chinese
Turkestan. 8th-9th centuries A.D.

Although almost all the paintings made during the Gupta period have rotted
away in the damp climate, a few tatters remain in the cave temples of Central
India, particularly in Ajanta. Cut into sheer rock, these temples gave shelter to
the wandering monks during the rainy season, and also made more permanent
shrines than the outdoor stupas. A typical rock cave had a long hall ending in
a small rock stupa surrounded by a narrow path for the pilgrims (Fig. 3). The

walls at Ajanta were first coated with plaster, then with white clay. Afterw

watercolor paints were quickly stroked on. Drawn in graceful, flowing lines,

the figures undulate like snakes with sleepy, half-closed ey

2. Air Sprite or *“Asparas.” Ajanta. 47080 A.D. Fresco.

Buddhist monks decorated the rock temples
with paintings like those of their Gupta
homeland. From such paintings (Fig. 1),
drawn with a simple, clear brushstroke
called the “iron wire line,” a great style of
Chinese painting grew up during the T’ang
Dynasty.

Chaitya Hall. Ajanta. Ist century




6. Sri Krishua with the Flute. Indian, Rajput, Pahirt (Kingra). Early 19th centary.

®

4. Palace Ladies Hunting from a Pavilion. Indian, Rajasthani,
Kotab School. 1760-1770 A.D.

w

. Nympl Taking a Thorn from her Foot. From
shrine at Khajuraho, India. 10th-11th centurics
A.D.

The Gupta style of painting probably continued unchanged very
much as Gupta style sculpture did (Fig. 5), for many centuries,
but no traces of paintings made before the 16th and 17th centuries
remain. Then a number of rich Rajput princes in the northeastern
hills began to commission court painters. Rajput paintings still
retain the same grace and flowing lines of the Ajanta murals. They
arc painted in flat, strong colors, outlined with a curving, clear
stroke. While Mogul paintings (pages 72-75) ouly described life
in the courts, Rajput pictures dealt with the adventures of the
Hindu gods, usually in their human incarnations, beloved by
beautiful shepherdesses and princesses. Sometimes, Rajput paint-
ings illustrated various kinds of Indian music. Each picce of
music, played on shrill, melodious strings and flutes, was intended
to create a different mood——such as longing, or joy, or anticipa-

tion. Each mood was called a “‘raga,”” and could be described in a

s

brisk little scence of lovers and their trials.



South Indian artists, who excelled in bronze casting, invented
the image of Shiva in his incarnation as Nataraja, “The Dancer.”
The Hindus believed that when Shiva danced, the universe
would fall into ruin and the stars wheel dizzily through the
skics. At such a moment, Shiva was dancing his magical dance,
destroying the universe and creating it over again. In this incar-
nation, he has four arms, one for each of the different actions
he performs. With a flame, he destroys; with a tiny drum, he
taps the rhythm of things being born again. With an uplifted
hand, he stills the wild night; with another, he points to his big
toe, where believers can hide for safety. A screaming demon
sprawls beneath him; this is the evil world. Shiva’s arms flail,
his hair and scarves fly; all around him flames dance, but at the
center his face is calm, for he is in “Nirvana”: he has escaped
from the world into eternal peace. The rhythm and tension

make this figure one of the greatest achievements of Indian art.

81

. Temple of Tinkalikunram.

South India.




3. Vasudhara, Goddess of Abundance. Nepalese. 14th-

’”

15th centuries A.D. Gilt copper. h. 634".

The Khmer, a dynasty of rich kings
m Cambodia, built two huge temple-
cities adorned with gigantic but deli-
cate sculptures. These ancient temple-
cities, and the one in Borobudur, were

discovered only in this century, almost

ruined by jungle undergrowth.
B I L

7. Stupa at Borobudur. Java. Late
8th century A.D. Aerial view.

Hindu and Buddhist art spread cast-
ward to Cambodia and the islands

Today, Buddhist and Hindu beliefs linger

on in the kingdoms of Nepal, Thailand, of Indonesia. Two main outposts

of Indian civilization were in Boro-
budur, Java, and in Angkor Wat
and Angkor Thom in Cambodia.

and neighboring countries. In Thailand and
Bali, dancers wear grotesque, brilliantly
colored masks, like the one below, in their
religious festivals. The pilgrim to Borobudur trod a
long, spiral path around a huge

stupa (Fig. 7). As he ascended, he

4. Demon Mask. Thailand.
Recent period, 1900’s. h. 247

passed pictures of Hell, then scenes
of Buddha among clephants, deer,
and birds. At last, he stepped out
on top where seventy-two Buddhas

sat within stone alcoves.

. !
6. Faces of Shiva. Angkor Thom. Tower of Bayon.
Early 8th century A.D.

8. Recumbent Buddha. Polonnaruwa, Ceylon. 13th century A.D. . 46"

L35 K’

In a lonely sanctuary the 46-foot-long

Buddha at right lies drcaming. He is sup- X

A5 »
posed to be in Nirvana, and is an example
to all who pass by to escape, as he has, from

the evils and sorrows of this world. e
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1. Lady Wen-chi’s Return. Sung dynasty, 12th century. Detail.

86



CHINA

China has had a more continuous and uninterrupted de-
velopment in its civilization than any Western nation, and
this continuity is reflected in its art. Partly because of the
immense size of the country, and because it has always
been able to absorb repeated influxes of forcign iIl\'adc;s,
and partly because of the influence of Confucianism and
Taoism, Chinese art showed a development of style un-
broken throughout the centuries. Very few motifs, once
developed, were ever lost; certain ideas and styles were re-
peated over and over again. Copyists in cach age repeated
the great paintings of the past; the most precious ceramics
were those which were artificially crackled to look ancient.
For with few exceptions, art in China was made to assist
the rich and intelligent scholars, emperors, and priests in
their meditations upon religious and poctic subjects. Most
important and profound of the Chinese arts were the quiet,
meditative sculptures of Buddha and his saints, and the
Taoist landscape painting that had a form and technique
unknown in the West and unmatched in the world.

In China, the complicated, confused aspect of Indian art
did not take root. However, another lively style, borrowed
from the nomads of the northern steppes, influenced the
design of the graceful tendrils and animal forms of Chinese
decorative arts—the gorgeous silks, jades, ceramics, and
ivories for which the country later was to become famous.

3. T'ao T’ich Monster Mask. Shang
dynasty (1538-1028 B.C.). Bronze.

The makers of these bronzes
were conquered by a barbaric
people, the Chou, from the
northwest, whosc lively art used
dashing animalshapesand leaping
figures, like those of the Scyth-
ians (see page 69). The jade disk

at right (Fig. 5) was a symbol of
the revolving universe, and of *

the king, believed to be heaven’s

ambassador on earth.

I £l . Ori hol: 4. Hunting Scene. Late Chou, 4th-3rd centuries B.C.
n CVCry part ot the ancient rient, scholars Painted shell. iw. 3%u.

had written their sacred texts upon scrolls
which could be rolled up and taken from place
to place. But in China, the painting of scrolls
became a great art (scc page 90). Figure 11s a
part of a long scroll telling the story of the
beautiful Lady Wen-Chi, who was kidnaped
by barbarians in the north of China. She fell in
love with the Mongol chief who had captured
her and lived happily in her new home, but
after some years, her father arranged for her
return. Her heartbroken leave-taking from her
husband, and her lonely return by horscback
to her father’s palace, are described in delicate

touches of ink and color upon the fragile sill

2. Ritual Vessel in the Shape of
an Owl. Shang (1538-1028
B.C.) or cearly Chou
Period. Bronze. h. 814”.

The carliest works of
Chinese art were bronze
vessels used in religious
rites. Made in bird or
animal shapes, magical
masks (Fig. 3) sometimes
were attached to their
sides to invoke the pro-

tection of animal spirits.

5. Jade Disk. Late Chou dynasty,
5th-3rd centuries B.C.

During the first great Chinese
Empire, under the Han em-
perors, artists drew with a
sweeping line and with the
same cxplosive energy as the
Chou designs. The tiny clam
shell at left holds one of the
carliest examples of painting

found in the Orient.



Buddhism in China reached the height of
its popularity in the T’ang Dynasty, a period

)

about
h.o 13
of peace and prosperity in the huge empire.
T’ang artists expanded on styles which had
originated in northwestern India. The sculp-
tors carved figures which moved gracefully
and screnely, like the musicians at right.
The first one taps a small drum. Perhaps the
second figure once played a flute. They are
clothed in gracefully draped scarves, and
their quict faces are carved in flat, simple
forms. T’ang artists also made droll animal
and human figures which were meant to
be placed in tombs (Figs. 1, 4).

2. Guardian. Lung-men Caves, Honan, North China. 672-676 A.D. h. 50",

—

-

3. Detail from Fricze of a Buddhist Procession
of Three Musicians and One Dancer. Sung
Dynasty, 10th-11th centurics A.D.

During the 3rd century A.D., missionaries
from Buddhist India began drifting into
China. They traveled the long, perilous
caravan trails on foot or on camelback,
stopping at oases for water and rest, and
for sanctuary from bandits who preyed on
lonely travelers. In some of the desolate
hills and rocks, the Buddhists carved great
temples and shrines, like those they had left
behind in India. The temples were adorned
with paintings and sculptures—some in the
Roman-influenced style born in Gandhara,
and some like the colossal demon-guardian
shown at left, in a style closer to that of the
carlier Chou and Han artists, more electric

and full of action and explosive encrgy.




As time went on, Buddhist sculpture gradu:

more claborate. First, the rather simple face
T’ang figures grew plump, with rosebud lips

like eyes, and rolls of fat under their chins. As the T

Dynasty declined, China was beset by a period of ci1

5. Mirror. T’ang Dynasty (618-906 A.D.).
Silver and lacquer inlay. diam. 117.

wars. Now, from India, a new saint appeared: the
goddess of mercy, Kuan Yin, who was believed to
hear every cry of sorrow, and bring forgiveness (Fig. 6).
She was shown seated on a rocky island in the Indian
Ocean. She wears the scarves and necklaces of an
Indian princess, and her hands and feet seem as fas-

tidiously posed as those of a court dancer.

Luxurious articles like this mirror (Fig.
5) were made for the elegant ladics of the
court. Some of these precious baubles
were transported thousands of miles on
the backs of peddlers, and found their
way to Islamic and European artists, who
somctimes copied their intricate designs.

4. Ceramic Camel. Tomb figure. T’ang Dynasty
(618-906).

7117

Kuan Yin Bodhisattva. Yuan Dynasty, 12th-13th centuries A.1D. Wood with g ld Teaf /



Scroll painting: “Play with Infants,” detail. Sung Dynasty (960-1279 A.D.). Painted silk.

During the T’ang period, the art of representing human person-
alities instcad of saints gradually became more popular. T’ang
women were shown tending their children, making silk, and
learning rules of etiquette (Fig. 1). One emperor had portraits
made of all his favorite horses. Many personalities and races are
represented in the crowd of kings and ambassadors paying homage
to the Buddha, scated like a neighborly priest upon a lotus blos-
som (Fig. 3). The sturdy “iron wire” brushstroke which outlines
all these figures seems to express the stability of the times.

In the 10th century, the Sung Dynasty replaced the sturdy T ang,
and a new kind of art appeared. This new art was landscape paint-
ing, and it became China’s greatest achievement. Behind the new
art form lay the Taoist religion, established in the 6th century B.C.
and followed particularly by the mountain and forest people of
South China. These were lonely people whose huts were blanketed
by mists or drenched by soaking gray rains much of the time. These
people believed that behind all the mist and space and vegetation
lay a force called “Tao.” The Taoist pamters turned their backs on
politics and personal comfort, and meditated in the hills and

forests. The scroll paintings they made are organized in a com-
pletely new way. All the details are drawn into a wide vista which
stretches out like a scene one sees from a passing car. Bit by bit,
one could turn the scroll, uncovering only a part at a time. Then
he would see a kind of moving picture. Look at the scroll below
slowly, from right to left. First one sces a misty mountain top.
Then from the low, piny shore, tiny boats put out into the river.

2. Scroll painting: “ Twelve Views from a Thatched Cottage,” by Hsai Kuei (active about 11801230 A.D.). Sung Dynasty (960-1279




5. Incense Burner. Sung Dynasty (960-1279 A.D.).
Dark-bodied porcelain. w. 614"

4. Ewer in the Shape of a Court Lady. T’ang Dynasty (618-906 A.D.). h. 834",

3. Scroll painting: “Barbarian Royalty Worshipping Buddha.” 10th-11th centurics A.D.

They cross, and touch the opposite bank. The eye rests for a moment on the dark clumps of
trees, then discovers fishing boats behind them, moored in a peaceful cove at twilight.
A rising chiff with bushes and lonely trees lifts up our cyes and ends the story of this scroll.
Sung pottery (Figs. 5, 6) has the same gentle, simple lines; sometimes its glaze was crackled
to make it look more ancient and so, more poctic. Sung.emperors treasured these scrolls
and bowls. They kept them in silken boxes, now and then kfting them out to stroke their

cool surfaces and turn them gently in their hands. 6. Vase with Peony Decoration. Sung Dynasty
(960—1279 A.]).). h. 13147,
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rions Styles, a
\ (1615-1698).

Ch'ing T nd slight color on

Tice p
Chinese landscape painters worked with ink  art, listing the various ways that leaves
upon silk or paper, and could never erase  might be painted, or explaining the several
a line. They learned to look very carefully  methods that could be employed to repro-
at trees, rocks, and clouds, to remember  ducealill or tree. Sometimes artists splashed
every detail of the way they grew or were  ink on their paper, or smeared it with their
formed, and then to paint swiftly without  hands. Somectimes their paintings became
making an crror. So they worked, even  ghostly, with only one or two lines in one
after the Sung Dynasty fell to the Mongols  corner. In the three paintings (Figs. 1, 3,
of the Yuan Dynasty, until the Yuan was  and 6), a great varicty in subject, mood, and

y replaced by the powerful Ming and Ch'ing  style was achieved with the simplest mate-

dynasties of the modern cra. In time, the

painters set down certain rules for their

rials and forms that any artists in the world

have ever used.

2. Temple of Heaven. Peking, China. 15th century.

3. Album of Seasonal Landscapes, a detail, by Hsaio Yun-Ts'ung (1596-1673).
Dated 1668. Ink and color on paper.
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1. Short strokes to represent clumps of leaves
2. Brushstrokes to represent pine needles
3. Auother type of leaf
4. Flower-like form
Autumin willow, in the Sung style
6. Autwnmt willow, in the T’ang styl
7. Rocks, made with brushstrokes like the veins of a lotus leaf
8. Simple brushstrokes to indicate figure

9. Situple brushstrokes, beginning with the beak, show nethod

of drawing a bird

Y ——

6. Scroll painting. By Chu- chuang of Lao-jen. 18th century.

These are two Taoist painters. Behind them, in wood
boxes, are their fresh scrolls; their bamboo brushes are
in a simple jar. One painter studics the slender, droop-

ing branches of the willow, while the other meditates.

4. Brush stroke drawings: from The Tao of Painting, by Mai-mai Sze.

Shown above are some diagrams from a book of instructions for
painters, called “The Mustard Seed Garden.” They describe how

to apply ink to achieve various effects.

5. Horse. Ch'ing Dynasty, K'ang-hsi reign (1662~
1722). Nephrite. . 8.

7. Bottle Vase. Ch'ing Dynasty, K'ang Hsi reign
(1662-1722). Porcclain with green and black
enamel. k. 1034”.

Later Chinese artists excelled in fashioning
precious small objects. By camelback and
on ships from Portugal and Italy, many of
these riches were transported to Europe,

where they inspired various ““Chinoiscric”

styles of the 18th and 19th centurics.



. Japanese painting: Shashin Shiko. Detail from the Tamamushi Shrine. Artist unknown. Asuka period, about 600 A.D.




JAPAN

Japanese art, like Chinese, grew up in-
directly from Indian Buddhism, and
many of the greatest paintings and
sculptures in Japan represent the gods
of Buddhist heaven and hell, although
these had grown considerably more
complicated over the centuries. In the
8th century, and again in the 15th, re-
ligious teachers, artists, and craftsmen
from many parts of China traveled
down the peninsula of Korea and into
the Japanese islands. From these travel-
ers, Japan learned the styles of Chinese
Buddhist sculpture and painting, and
the techniques of ink painting upon
silk, which had produced the landscape
schools of the Sung Period. Each of
these styles was adapted in a way that
was purely Japanese, but it was not
until the 17th century that a series of
original Japanese styles and techniques
appcared.

Shinto, the ancient native religion in
Japan, taught that the world, ruled by
the Sun-god, was infested with hosts of
evil spirits, ready to snap at the car-
penter’s hand if he handled his wood
carclessly, or to break the potter’s bowl
if he treated his clay rudely. Cleanli-
ness, great care, and simplicity in the
handling of tools and materials were of
first importance.

. Horse. Haniwa period, 2nd-4th centuries A.D.

Terra cotta. h. 23145,

Among the carliest works of art
found in Japan are clay figures like
the onc at the left (Fig. 2) with
alert stance and stubby limbs. Some
arc animals, some are soldicrs or
dancers, and some are complete
little houses with cut-out doors
and windows. These figures were
buried upright like fence posts
around graves. Probably they rep-
resented spirits which were sup-
posed to guard the body.

3. Guardian Figure. Kamakura period,
1185-1392 A.D.Wood. h. 92,

4. Heavenly Musician. Haluho period, 646-709 A.D.
Camphor wood. h. 634"

5. Horyu-ji Temple. Nara, Japan. Asuka
period, 7th century A.D.

Buddhist missionaries began entering Japan in the 6th century. Soon, a great Buddhist
sanctuary arose in the capital city, Nara. Its temples, walls, shrines, and monastery build-
ings, although patterned after South Indian models, were constructed in a much more
delicate way, of slender wood poles and with roofs of curled cedar shavings. Color was
everywhere: walls were painted red, blue, green, and gold. Silk streamers floated, and
bronze bells tinkled. Bright tiles, set beside carved and painted pancls, were decorated
with flowers and vines and trailing clouds, like the scenes of Asparas in India (page 82,
Fig. 2). The influence of Chinese T’ang Dynasty sculpture was strong upon figures like
the pensive lute player (Fig. 4), and the snarling demon (Fig. 3). But already, the typical
Japanese love of elegant, flat designs began to make ieself fele, particularly in the trellised

ickground and pointed halo of the musician.



1. Seroll painting: Lady Murasaki’s
Diary, a detail. Heian period, 12th-

l.hl} centuries

The painting style of China’s T’ang
Dynasty was borne into Japan with the
Buddhist missionaries. At Nara, plump
Buddhist saints were drawn in the
same strong “iron wire” line which
had originated long before in North-
west China (Fig. 2). The flat sunlike
halo behind this saint is typically
Japanese, but the flowing garments and
graceful gesture might have been
drawn in India or China.

2. Wall painting: Amida Triad, a detail. Artist
unknown. Early Nara period, about mid-
7th century A.D.

As the Chinese T’ang Dynasty began to crumble at the end of the gth
century, Japan cast off foreign influences. At first, the ruling power
came into the hands of a single family, the Fujiwara, who gave their
name to the art of their time. Fujiwara paintings reflect the precious,
pleasure-loving spirit of courtiers and ladies who played on bamboo
flutes, sent love letters on silk and colored paper, and wrote poems.
One of the few scrolls still in existence tells the story of Prince Genji,
beloved by all the ladies of the court. Here they sit, like butterflies upon
silken cushions. Already, Japanese taste for astonishing, off-balance de-
signs had begun to make 1eself felt.

Toward the end of the Fujiwara period, Japanese artists began to
explore a new kind of art, that of caricature. In it, they were able to
portray all the witty details of personality that they found so fascinating.
The scroll below showed all kinds of animals, behaving like the pom-
pous and decadent upper classes of the late Fujiwara period. Later,
many Japanese artists turned their attention to the lively and humorous
events in the lives of ordinary men and women, a subject which the

Chinese landscape artists tried to avoid.

)
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3. Animal Scroll: Choji Giga. Artist unkr.own. Late Heian period, 12th century A.D. h.




About 1185, the Fujiwara gave way to the aggressive soldiers

of the Kamakura, who preferred the swashbuckling arts of
war to the elegant and intellectual refinements of court life.
With this more outgoing and vigorous rule of feudal nobles,
a new art style was born, which emphasized strength and real-
ism, but also probed the human personality more acutely than
previous oriental styles had done. One of the greatest Kamakura
artists was a sculptor, Unkei. His carved portraits of human
faces and figures were almost the first examples in the Orient
of a careful, close study of a man’s personality. Unket’s figures

were carved of thin picces of wood, joined and painted.

4. Unkei: Muchaku. Detail. About 1208. Wood. h. 75”.

Later, this fascination with men’s lives and personaliti
duced a great theatrical art theater, called “Noh drama,”
became the main form of entertainment for the aristocrats a
military leaders of feudal Japan. Noh actors always wore masks,
which announced to the audience just what kind of character
they were playing. These masks, made into bold patterns which
could be seen beyond the proscenium of the stage, had strong
expressions, like that of a beautiful girl, a cruel lord, or the gods
of hell, or any other typical character.

5. Noh mask: “Horai Onna,” attrib. to Taikobao.
Edo period (1615-1867).
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1. Scroll painting: Burning of the Sanjo Palace, a detail. Kamakura period, mid-13th century A.D.

These scrolls of the Kamakura period are designed, like Chinese landscape scrolls, to be
read from right to left. But a vastly different world is reproduced here (Fig. 1 and pages
100-101)—a world of battles and rearing horses, of grumbling or sleepy men and women.
Perhaps even more distinctly Japanese is the new manner of composing these scrolls: the
artist often secems to have taken a position in some small corner, from which he saw his
scene at an odd, oblique angle. Obviously, the artist was not trying to present a perfectly
harmonious scene, but rather one full of the accidents and mischances of life itself. His eye
was a camera which clicked abruptly and caught the world oft guard. This kind of artistic
vision was later exploited even further.
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3. Scroll painting: Fukutomi Zoshi, a detail. Late Kamakura period, 14th century A.D.
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2. Suit of Armor. Late Kamakura period, 14th century A.D.



In the 14th and 15th centuries, new waves of
Chinese scholars and artists entered Japan
from the great Sung and Ming courts. Now,
the Japanese, too, turned to landscape paint-
ing, trying to recreate in their own spiny
countryside the poetic mood of the Chinesc.
But their hands seemed trained to make
more brittle, choppy lines. Their brush-
strokes often lie like ax marks on the silk.
Most Japanesc landscape painters were mem-
bers of the “Zen” Buddhist sect, which had
spread into Japan from China during the
12th century. Zen artists behaved in odd
ways, riding backwards on donkeys, drink-

ing beer, making jokes, and slapping one
another on the head. In all these ways, they S L,
tried to shock both themselves and one an- 5. Landscape. By Sesshu. Ashikaga period (1420~
other into suddenly reaching the kind of 1506).

“Enlightenment” which Buddha had found,

and which many Buddhist philosophers felt they reached as they meditated. Zen artists
tried to sce, in every detail of nature, animals, and men, a clue to the meaning of the uni-
verse. Every act of the day—pouring tea, fencing, writing poems, cven going to market—
might sct off a chain of ideas and feclings which would lead to “Enlightenment.” Zen
artists traincd themselves by long years of practice at the simplest steps. “Draw bamboos
for ten years,” said one Zen artist. “Become a bamboo Then forget all about bamboos
when you draw.” Partly a philosophy, partly a wonderfully buoyant art style, Zen has
become an important influence on Western art today. In the upright scroll (Fig. 4), called
a “Kakemono,” two Zen pricsts struggle over their broom as they do their daily chores.

6. Landscape, a detail. By Sesshu. Middle 15th century.

4. Buddhist Monks, Han-shan and Shihte. Attrib. to
Shubun. Ashikaga period, 15th century.







1. Burning of the Sanjo Palace (p. 98, fig. 1)



1. Nagoya Castle. Nagoya, Japan. 1610-1612.
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[n the 17th century, Japanese artists were faced with a

@

o g

new challenge. A powerful military rule had once
more imposed itself upon the country, and the nobles
of the new Momoyama period demonstrated their
power and wealth by building huge, fortified castles
(Fig. 1). Within these fortresses were great banquet

e ,“.;“J..”‘-:—::—:ﬁ—o:aw g

halls, where courticrs gathered for conversation and
festivals. There was no place for diminutive, black-and-
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white Zen drawings here, nor even for the jovial come-

>

dies of the Kamakura scrolls. Flashing and imposing
decorations were needed which could be moved about as the Shogun, or
ruler, commanded. Therefore, a group of painters set to work making
handsome screens, painted with bold, bright designs that would be visible
across a long hall. Each screen had six pancls and was painted with islands
or frothy waves, iriscs, or bright-kimonoed girls—subjects which did
not call for close study. The colors were intense and flat, and the com-
positions even more startling than the Kamakura scrolls. They literally
held the eye transfixed by their daring form. The greatest of these
Momoyama artists was Korin (Fig. 3).

4. Hokusai: Sumo Wrestlers Bathing. 1817.
Woodblock print.

While the nobles called for extravagant palace deco-
rations, the rising middle classes of 17th- and 18th-
century Japan wanted art that they, too, could afford
and enjoy. So some artists began making hundreds
of little wood-block prints which could be sold
cheaply. At first, these prints were made in black and
white, but by the 18th century they were usually
colored by hand.

3. Korin. Folding screen: *‘Waves at Matsushima.” Early 18th century.
- - - <R
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5. Ando Hiroshige: One of “Fifty-three Stages of the Tokaids Shono.” About 1834.
Woodblock print.

Like the screens, these prints had a chopped-oft look, as though the
artist meant to tease, saying, “'so much more goes on in the world
besides this little scene, which is only a fragment of what I know!”’
These prints were all called bits of “Ukiyo-¢,” or the “floating
world.” They poured forth by the thousands, showing babies, sol-
diers and dancers, and events both serious and funny. There were
many great Ukiyo-e artists, and among them the most famous were
Hokusai, Hiroshige, and Utamaro (Figs. ¢, 5, 7). These little prints
found their way to Paris in the 19th century and stirred up much
excitement among the French painters, who copied their off-balance
compositions and muted, flat colors.

7. Utamaro: Three Geisha. About 1793. Woodblock print.
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6. Japanese House Interior. Now in Garden Park, Philadelphia.

Modern artists in the West have been influenced by many Japanese ideas and styles, for
it is not only in the arts of painting and sculpture that Japan expresses its taste and high
standards of craftsmanship. Almost everything made and used in Japan can be considered
a work of art—a sword, a teapot, a garden, or an arrangement of three blue irises in a
bowl. Japanesc houses, built of wood, can be made to change shape. The rooms flow
into one another as paper screens are slipped silently back and forth in their grooves.
Japanese gardens are planted with the same taste for quiet, empty spaces broken into
oblique, startling patterns (Fig. 8). Japanese gardens are planted not only with flowers; they
also have beds of sand, carefully raked into designs punc tuated by small rocks, trees, and

POI]C[S \Vl)iC]l arc meant to I'Cl]lil]d (l)L‘ owncer H{ [l)L‘ mountains .llld rivers ()f tl]t‘ \V()l‘]d.

8. Japanese Garden of the Prefecture. Osaka.
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1. Corn God. Maya. 600-900 A.D.



PRE-COLUMBIAN ART

After about 25,000 B.C. the Americas began to be
populated by migrations of Old Stone Age peoples
who came across the Alaskan peninsula from Asia.
Slowly, these people fanned out over the two conti-
nents, building a series of complex civilizations in
Mexico, Central America, and South America. Al-
though they were cut oft from all intercourse with the
high civilizations rising in the rest of the world, they
built cities curiously similar to those in the OId
World. Pyramid-temples, game courts, and astro-
nomical observatories, all covered with sculpture and
painted decorations, were constructed in most of these
ancient citics.

The arts which embellished these
structures evolved in rather rigid and
limited ways. Although some extraor-
dinarily expressive images were created
in the Maya, the Aztec, and the Inca
cultures, for the most part Pre-Colum-
bian art remained a rigid and formal
language of signs, like the Neolithic
arts of Europe and the Orient. In some
provocative cases, the works of art g

4. Warrior Holding a Club. Tarascan. Western Mexico. End of 7th
century A.D. Clay. h. 20”.

scem to be related to the carliest art of
China

peoples. However, our knowledge of

that of the Shang and Chou

As other carly civilizations sprang up in the valleys of

Pre-Columbian art is still scanty, for Mexico and South America, cach one created arts quite

much has been OVergrown and Cns_{ulfcd distinct from the others. The Tarascans modeled clay

2. Ax Carved with a Tiger God.

o 8 - o ATED (T TT 4 into all sorts of lively figures going about their daily
by _]unglcs. Moreover, many treasures Olmee, from Mexico. lst into all sc IS %_ R ' )
of the civilization were destroyved by century B.C. Jade. h. 117, tasks; the Olmec worked in polished jade, which they

: . carved into blunt-nosed, scowling faces; and the carly
the Spaniards in the 16th century. _ : : 2
Chimu created in pottery and gold-work, later to be

one of the great arts of South America.

3. Gold Mask. Mochica or Chimu. Peru. 400-1000 A.D. h. 1034".

Grave and brooding, crowned with a curv-
ng plume, the Corn god was onc of the
most important deities of the Maya. The
most brilliant and artistic of the ancient
Americans (Fig. 1), the Maya built great
pyramid-cities, and followed a bloodthirsty
religion, which demanded the sacrifice of
thousands of human beings to the gods of

rain, of the ficlds, of the wind, and of death.
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Serpent’s Heads on the Temple of Quetzalcoatl.
Teotihuacan. Mexico. 770-829 A.D.

. Coatlicue (“Lady of the Serpent Skirt”), Goddess of

Earth. Aztec. End of 15th century. . about 814",
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Three major cultures flourished in Mexico: the
Toltec, builders of Teotihuacan, a great city of
pvramids, avenues, and monster sculptures
(Figs. 1, 4); the Maya, who built great cities
and developed a calendar and a complex system
of writing; and, finally, the Aztec, who ap-
peared in the Valley of Mexico around 1300.
Savage and bloodthirsty, the Aztecs believed
that their gods must be fed fresh human blood
cach day. Among their gods were the “Plumed
Serpent,” a grotesque monster made of tusks,
skulls, claws, and snakes (Fig. 2), and Xipe,
God of Fertility. The priest who sacrificed a
victim to Xipe had to skin the body and
dress himselfin the hide, like the god, who put
on a new garment of vegetation cach spring.
The carved head in Figure 5 represents the

priest dressed in the victim’s flayed skin.
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4. Figures at Tula. Toltec. Near Mexico City. 12¢th-13th
centurics.

3. Aztec Suake. Late 15th or carly 16th century. Turquoise mosaic. I 1614”.

5. Xipe Totec, God of Fertility. Aztec. Central
Mexico. 15th century. h. 834”.




South American cultures, isolated west of the An-

des in what 15 now Peru, did not make such

extraordinary sculptures as their northern con-
temporaries. They excelled in pottery making,
weaving and both gold and silver metalwork.
These cultures reached their climax with the
Inca, whose rambling city, Machu Picchu, scaled
the heights of the towering Andes. The Inca
Empire, with its brilliant builders and rulers, had
reached its greatest expanse when the Spaniards
invaded South America in the 16th century. At
that time, the conqueror Pizarro forced the Incas
to give up an enormous treasure of gold works
ofart, made in honor of the Sun-god. Thousands
of these objects were melted down into gold bars
and shipped to the Spanish courts.
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8. Alpaca. Inca. Sheet silver modeled in repoussé. 1450-1540. h. 97,

6. Frog-headed Crocodile Pendant. Columbia, Sinu
District. 14¢h-15th centurics. Gold. [, 315",

7. Textile. Inca. Peru. 1200-1500 A.D.

9. Rums of Incan city,

century
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MIDDLE AGES

A childlike love of glittering stones and
shiny precious metals led the Christian art-
ists of the Dark Ages to hammer out statu-
ary like this figure, to present to their
churches and monasteries. Barbarian mag-
nificence here served the ideas of the medie-
val church, for this gem-crusted figure, a
“reliquary,” encloses a fragment of the body
of a young saint. Her visionary powers, ex-
pressed in her transfixed gaze, must have
drawn many peasants and monks across the
abandoned countryside to kneel at her feet.

1. Reliquary Statue of Ste. Foy. Abbey of Conques,
Aveyron, France. 10th century. Silver, gilt and
jewels. h. 207,
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In the sth century A.D., when the an Empire finally
fell and the Byzantine Empire set upon an independent
course, Western art was strongly influenced by two forces,
neither of which cared for craftsmanship or beauty in the
Classical sense. These forces were the Early Chisistian
Church, which employed art as a language of propaganda
to teach the Gospels to illiterate barbarians; and those
barbarians themselves, for whom art was only decoration
for their swords, chariots, and shields, and for the burials
of their warrior chieftains.

The development of medieval art in the West involved
a blending of these unlike ideas and styles, and later, a re-
learning of the arts and techniques of the Classical past.
Christian monasteries were the first strongholds of learning
and art. Later, kings creating small empires for themselves
called for arts to express their achievements. It had long
been prophesied that the world would come to an end in
the year 1000. But after the century passed and the super-
stitious population of Europe no longer feared this catas-
trophe, art again flourished on a new wave of enterprise.
Church construction flourished, and travel became popular
once more, bringing the art forms and techniques of dis-
tant lands. Gradually the stonecutters and builders, the
painters of manuscript pages, and the enamelists and bronze
workers rediscovered the ancient secrets of their arts or
learned new techniques from imported Byzantine and
Islamic examples. Finally, artists once again discovered the
individual personality and the world of man. This resur-
gent interest touched sculpture, painting, and all the deco-
rative arts—like gold-work, tapestry weaving, stained glass,
and enamel work—while the art of architecture itself
reached new heights in the soaring Gothic cathedrals with
their rose and blue windows.

2. Celtic: Part of the Bronze Mounting of a Wooden
Yoke. Found in Brno, Czechoslovakia. 2nd cen-
tury A.D. h. 4.

3. Celticstyle: Sword of Charlemagne. 9th-14th centurics.

4. Frankish: G
set with red
pastc, eyes stu
garnets. 7th cen

The Franks, who appeared in mid-Europe in the 4th century
A.D., apparently learned their arts from nomadic Eastern
tribes, and they continued to make jeweled bronze swords,
helmets, and animal pins as their ancestors had done (Fig. 4).
As the barbarian chieftains were replaced by the kings of
later empires, more richly encrusted ornaments were created
for the royal personages. This crown (Fig. 5) was used by
emperors of the Holy Roman Empire up until the time of

Napolcon, in the carly 19th cencury.

5. Crown of the Holy Roman Empire. Gold. About 962 A.D.

The art styles of two ‘“barbarian” peoples, the Celts and the
Franks, infiltrated mediceval Europe. The Celts, whose camps were
scattered from Spain to Scandinavia as early as 1000 B.C., made
bronze and iron tools, weapons and ornaments, often in the shapes
of animals (Fig. 2). Like many wandering peoples, particularly the
Russian Scyths (sce page 69), Celtic artists wove complex, twining
patterns around these animal shapes, as shown in the design of the
splendid sword (Fig. 3), which was handed down to posterity by
the kings of France. This intense and cnergetic style Jater influ-

enced a brilliant school of painting (see page 111).

109



1. Celtic book illumination: Initial from Book of Kells. 8th cen-
tury. Parchment.

By the 8th century, the Celts had been driven from
the European mainland into England and Ireland.
There, converted by Christian monks, they sct up
monasteries and turned their native taste for ornament
to Christian tasks. They decorated the great parchment
pages of Gospel books and carved stone crosses to
replace the pagan cromleches which their forebears had
erected. Celtic book illustrations were filled with the
animal shapes and the interlaced lines of their own art-
istic heritage, as well as with patterns brought from
Coptic Egypt, which showed clawing, desert birds
among vine scrolls (see page 61). They are among the
most intricate designs ever made, filled with a kind of
whirling, explosive energy. Like the firse Christians of
Syria and Egypt, the Celtic monks were extensive
travelers who journeyed all over Britain, down into
Gaul and Spain to convert and teach the illiterate
peoples. In the centuries that followed, bits of Celtic
ornament appeared in distant lands, copied now in

bronze or stone or parchment by local artists.

4. Utrecht Psalter: Psalm 50. About 830 A.D.
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Viking style: Borgund Stave Church, County of
Sogn og Fjordane, Norway. About 1150 A.D.

In the 8th century, Celtic culture was wiped out by Viking
warriors from Scandinavia. The Vikings believed in de-
mons of the forests and seas, and to ward them off, they
carved dragons rearing from the prows of their ships, and
from the beams of their houses. In Norway, Vikings who

became Christians even decorated their timber churches

with these dragon heads (Figs. 2, 3).

3. Viking style: Animal-head Post from the Oseberg Find.
800-850 A.D. Wood.




In Europe, the lively ornamented art of the barbarians
slowly fused with Classical styles. The first impetus to this
combined form was given by Charlemagne, who came to
the Frankish throne in 771. Charlemagne wished to estab-
lish an imperial state which would link the f rmerly bar-
baric Gaul with Italy, the onetime center of Christianity
and civilization in the West. Part of his plan was a revival
of Classical art and learning. He built great monasteries
where, for centuries to come, monks copied and so pre-
served the manuscripts of Greeee, Rome, and Byzantium
(see page 64). Here and there, the monks invented their
own new styles of drawing and painting, partly based on
the illustrations of these ancient books. The most interest-
ing “Carolingian” manuscript which has survived is the
Utrecht Psalter (Fig. 4). Every illustration drawn there
seems lifelike, for even the robes and the leaves of trees
appear to move in the wind. This work, which may have
been passed from monastery to monastery, was imitated
mn many ways, even m such a difficult medium as rock
crystal (Fig. 6).

5. The Expulsion from Paradise. Detail from the bronze doors of Hildesheim
Cathedral. 1015 A.D.
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In all these works of art, made during the so-called “Dark Ages,”

men were slowly learning again to draw and carve the human
figure, in 1ts dramatic and lively attitudes and its heroic postures.
After Charlemagne’s death in 814, Europe again fell into disor-
ganization until the 1oth century, when the Saxon King Otto
forged together a new empire. Churches were built, and fresh
Byzantine mfluences appcnrcd. Otto IIl, too, wasa greatart patron.
Early in the 11th century, one of his bishops in the town of
Hildesheim directed the making of a pair of great bronze doors
for the cathedral. The scene, shown at left (Fig. 5)s modeled in

high relief, might be a pen drawing from the Utrecht Psalter

7. Bayeux Tapestry. Detail from pp. 112-113, fig

)

translated into bronze. The conquest of England by the Normans
under William the Conqueror, in 1066, was the stimulus for the
making of the famous Bayeux Tapestry (Fig. 7 and pages 112-
113), which shows such episodes of this heroic battle as the soldiers
putting forth in boats with prows carved like those of the Viking

ships. Celtic, and Viking, too, are the curious lictle animals and

winged monsters which range along the borders.
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Jocated at the farthermost tip of Spain where

1. Nave of the Church of the Madeleine, Vézelay, France.
1096-end of 12th century.

Since the arches of the Romanesque building rested entirely on heavy
structural walls, there was little space for windows. Instead, Roman-
esque walls were often decorated with frescoes, paintings made in
water colors upon freshly applied plaster. Some, like Noah’s Ark

(Fig. 2), were painted from the Gospels by untutored artists.

2. Wall Painting. From church at St. Savin, Vienne, France. About 1080.
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3. Mont St. Michel. France. 1203-1264.

the bones of St. James the Greater were said to have been found. As the “pilgrimage
trails” became more traveled. certain churches along the way were enlarged and new
buildings crected. The style of these new churches is called “Romanesque ” becanse they
arc put together m the same way as Roman buildings: with great spaces covered with
barrel and groined vaults as the Romans had built. The floor plan remained the same as
that of the Early Christian basilica (page 60). Romanesque style differed from region to
region in Spain, Italy, Germany, and particularly France where the finest Romanesque
churches were built. In the south of France, near Italy, a building might be low and
somber, with the general feeling of a Roman triumphal arch. In central France, a church
like the one at Vezelay (Fig. 1) was higher and more luminous. Adjoining its central aisle,
called the “nave,”” were clearly marked-oft side aisles. Above them, a row of small win-
dows, called the “clear-story,” picrced through the thick walls. In the north of France, in
Norman territory, Romanesque churches and monasteries were towering buildings not
unlike fendal forts (Fig. 3).

Stained glass was probably first invented in the Near East and spread northwards through
Italy in the early centuries of Christianity. Early examples, like the medallion below, were
severe and rigid, with bold black lines painted upon the glass which was then held in place

with thick lead bars.

—-

4. Head of Christ. End of 11th century. Stained glass.



The major ornament of Romanesque
churches was sculpture, not life-size statucs
like the Classical manner of “graven im-

ages” to which the Early Christian Church

was opposed, but sculpture ornament de-
signed to teach the Gospels. The sources for
these designs were mainly the precious man-
uscripts of the past, which werc owned by
local monasteries or lords. Also, from time
to time, pilgrims passed by with their own
books, illustrated in curious styles. Wander-
ing sculptors, too, trod the pilgrimage trails,
working where they stopped for shelter. In
this way, many unknown hands were laid
upon each Romanesque church, and patterns
from far corners of the carth were mixed
together, even wingcd lions from China and
Syria and sharp-beaked birds from Ireland
and Egypt. But the most impressive sculp-
ture of each church was carved on the
“tympanum,” or half-moon over the door-
way, which echoed the half-moon of the
arches within. This front porch, like the
billboard of a theater, was intended to stop
the passerby and compel him to enter. So
the sculptors chose an imaginary scenc of

terror: the Day of Judgment. This awesome
scene included both the sinners and blessed,
rising from their coffins to meet their fate;
and above them towered a figure of Christ
“In Majesty,” in trancelike rigidity. To sce
the way these Romanesque figures took
their places on the tympanum, see Figure 2

on page 116.
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5. Christ in Majesty. From tympanum of Autun Cathedral. 12th century.

6. The Damned. From tympanum of Autun Cathedral. 12th century.
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again, and monks began to write
books in the spoken languages, instcad of in Church Latin.
Universities were established and everywhere new ideas flour-
ished, especially in France, which now had become the cultural
center of the West. Architecture kept pace. Two architectural
innovations led to a new style, that of the Gothic cathedral.
These innovations were the pointed arch, which enabled
builders to make much higher ceiling vaults, and the flying
buttress. Instead of thick Romanesque arches made of great
stone blocks, smaller stones set into thin, strong ribs bore the
weight of the entire vault. Then, to support these high ribs, the
builders propped another rib against them, at the point of
greatest strain. This supporting rib, the “flying buttress,”
reached over the side aisles and was anchored in the ground
outside the building itself. Now the wall could be opened up
into tall windows, filled with stained glass. A crosspicce, the
“transept,” turned the structure into the shape of a cross. The
design of the great western facade was standardized, with doors,

towers, windows, all cchoing exactly the structure within.

3. Flying Buttresses. Chartres.
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4. Interior of Chartres. Diagonal view of nave and south transept.

The greatest Gothic cathedrals are Notre Dame in Paris and the
cathedrals at Chartres, Reims, and Amiens. The task of building
the first two spanned about a century. The last two were slowly
built during the 13th century. The pictures on these pages are
all of Chartres, the famous Gothic edifice whose 170 stained
glass windows (sce pages 118-119), and thousands of sculptures,
large and small, make a monumental encyclopedia of the beliefs,

hopes, and learning of the Middle Ages.
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6. Harvester
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representing the month

5. Pythagoras. Chartres.

The front of Chartres is still late Romanesque in style, with
unrealistic figures which seem to be carved after pen drawings
manuscripts. By the great front entrance, beneath the figure of
Christ (Fig. 2), are the kings and queens of the Old Testament
(Fig. 7). The worshipers had to pass between these figures to enter
the church. The idea of carving the whole entranceway into a kind
of theater in stone, making human figures of the columns, was
originated by the Abbot Suger, head of the Abbey of St. Denis
in Paris. It was Suger’s plan that cach bit of sculpture should
take its place in a vast stone drama, so that everyone could study
the Gospels, and the adventures of the Old Testament. The
“Scholastic” philosophers from the new universities added their
ideas for new subjects to be represented in the sculptures. The
little figures on Chartres (Figs. 5, 6) range from ancient philoso-
phers who predated Christ to symbolic represéntation of the
months of the year, sins and virtues, and even to flowers of the
fields.

hartres

7. Kings and Queens of the Old Testament, from West Portal, C




1. Herc

About 1145.

»d. Stained glass window from the Basilica of St. Denis, north of Paris.

Stained glass windows from the Basilica

of St. Denis, the Cathedral at Chartres,

and the Church of St. Pierre, also in

Chartres, opcncd up the high walls of

these Gothic churches.

2. Rose window. North transept, Cathedral,

Chartres. About 1230.
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4. St. Bartholomew. Stained glass window.
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3. St. Andrew. Staincd glass window. Church of St. Pierre,
Chartres. About 1300.

(¥

{
.E

.

'y

"

i
i

ARG T3

.
¢
ﬁ : .
H

3

:

%
3 ‘ ""
\

'

UTREG TR R ITI TR
-
J.
12

ae

143
“ \'-i~
gﬂn




1. Resurrection of the Virgin. Tympanum of Senlis Cathedral. End of 12th century.

As Gothic style progressed, sculptors grew freer with their tools and their ideas.

Instead of copying manuscripts, some artists, thinking independently, began to choose

models from life, basing their designs upon shapes and actions they had observed.
Slowly, the sculptures which had lain closcly against the cathedral walls began to
move out in space, to take a step forward, as though shaking off a heavy weight.
Although the angels’ robes at Senlis Cathedral are still carved in thin, wiry lines, the
figures move with extraordinary grace and freedom, turning to their task witl con-

centration instead of standing stiffty to cach side of the prostrate figure (Fig. 1).

14 ft -
o e (RN
IS W 72 g

S 3

3. French Bible illustration: Saul Destroys Nahash and
the Ammonites. Paris. About 1250.

Other Gothic arts also progressed toward freedom and
a kind of liveliness once favored by Greek artists. The
Christian shepherd (Fig. 2) is still not executed with the
grace and perfect anatomical detail of the Byzantine
David on page 64, but the artist was trying to achieve
that same spirit of kindly peace. However, while the
smaller arts flowered, the Gothic cathedral itself, once
a well-planned solution to an architectural problem,

began to change in a less happy way. Ornamentation
was carried to such lengths that it began to overgrow
the structure. Amiens Cathedral, completed in the late
13th century, was touched with such ornamentation,
like tongues of flame, and the style came to be called

“Flamboyant.”’




The “Beautiful God” of Amicns is almost a free-standing sculp-
ture (Fig. 4). On the south portal is the figure of Mary known
as the “Golden Virgin,” subject of the loving worship which
grew in fervor during these centuries (Fig. 5). At first stern and
supernatural like the young Ste. Foy (page 108), she gradually
became a human figure with gentle features, crowned like a

N i D g

L

princess. No longer content simply to carve her elegant,
gowned figure, the sculptor now has set her body in a graceful
and natural hipshot pose.

4. Le Beau Dieu (**Beautiful God”). R | K {71
Amiens Cathedral. About 1225-1236. 5. La Vierge d'Orée (“Golden Virgin”). Amiens Cathedral. About 1250
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6. Ekkehart and Uta. Naumburg
Cathedral. From the Western
choir. 1250-1260.

Gothic sculpture had followed the
same course as Greek sculpture had
between the 6th and 3rd centuries
B.C. At first rigid, and modeled in
harsh, flat planes, the forms became
more natural, then soft, relaxed, and
meditative, and at last, aggressively
scored with the hard marks of indi-
vidual personality., (Compare the fig-
ures at right with those on pages 42-
43.) The most naturalistic figures of
Gothic cathedral art stand in'the great
Saxon cathedrals in Naumberg and
Bamberg. Here, artists from the timc
of the Ottonian Empire had alway

kept a lively interest in the m

facets of the human personali
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1. French Gothic: Head of Christ. Early 14th century. h. 9%,




LATE GOTHIC
NORTH

Mecdieval art had passed its zenith by
the 14th century. Sull, for a century
more, the art of northern Europe re-
mained Gothic in spirit and style. Here,
art proceeded on two levels. In 1348,
the arrival of the plague terrorized the
whole Western world and produced a
wild growth of art which today we
might call “expressionistic,” or even
“surrealistic.” Morbid concern with
death and everlasting punishment, and
the final agony of Christ, became new
subjects for art, and were treated in the
intricate style already evolved by stone-
cutters and painters. This morbid spirit
continued into the 16th century.

At the same time, nations were bcing
formed and a bristling nationalistic
spirit prevailed. The Hundred Years’
War, begun in 1337, aroused through-
out Europe a sense of high courage and
pride not seen since the Crusades two
centuries before. Now, however, cour-
age and pride were at the service of
kings as well as the Church. And the
greatest artists of all Europe laid their

2. Matthias Griinewald: Crucifixion. From the Isenheim Altar.

1512-1515.

One third of all the people in Europe died
of the bubonic plague. Reflecting the terror
which followed in its wake, artists invented
new images: Christ crucified, bloodstained,
and torn by thorns was one (Fig. 1), very
different in spirit from the transfigured
Christ in Majesty of the 12th century.
Another image was the Dance of Death. This
morbid spirit lingered on into the 16th cen-

tury in isolated regions, particularly in the
Flanders and Germany of Bosch (Fig. 3 and
pages 124-125) and Grunewald (Fig. 2).
Their works, though contemporary with
the beginnings of the Renaissance in the
North, are still medieval in detail and “‘ex-
pressionistic” imagery, as can be scen in
Bosch’s famous triptych, The Garden of
Worldly Delights (page 124-125).

most precious work at the feet of their kings. From this international commerce of princes

and artists arose what is called the International Style in painting, sculpture, and in the minor

arts of tapestry-making and ivory carving. Elegant, mannered, and sophisticated, concerned

with the trivial and delightful pleasures of everyday life, the International stylists set the

stage for the great court arts which were to follow in Flanders, Versailles, and Vienna. But the

boldest of the International artists lived, not in regal France, but in the Netherlands. For

there, in the 15th century, oil painting was invented and the modern world’s first school of

portrait painting was born.

3. School of Bosch: Christ’s Descent into Hell. First quarter 16th century.




1. Hicronymus Bosch: Garden of Worldly Delights. About 1500.
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. Book illumination: Pol de Limbourg and his brothers:
Les Trés Riches Henres of Duc de Berry. Page of the
month of March showing Chateau de Lusignan.
About 1416.

“‘:::_:"--'* —’r—"‘”"*ﬂ' Al i

i 5 wmwlmm pit. Ropetendo. .

2. Pontifical of Metz: “Bishop Dedicating a Church.”

302-1316.

The 15th century saw a great flowering of the art of painting, which had been con-
fined in the Middle Ages mainly to the decorating of manuscript pages or walls of
churches. Even then, though, some book pages had begun to use the diminutive
paintings independent of the text or the music (Fig. 2). The artists used tiny, pointed
brushes and bright pigments made of powdered stones, berrics, metals, and shells.
They now could draw graceful limbs and features, dainty costumes adorned with
patches of color. But they were also groping for an illusion of reality upon a flat
surface. These late Gothic artists, who knew nothing of Classical painting, did not
try to achieve this illusion as Greek and Roman artists had, with misty paint strokes
and “impressionistic”’ shadows. Instead, they tried to build up small patchworks of
landscape, figures, and buildings into a kind of mosaic diagram. The greatest of these
painters were the brothers Limbourg, who worked for the dukes of Berry and
Burgundy. The pictures in their Book of Hours (Fig. 1) arc full-page scenes of court
ladics and men, and the peaceable peasants who worked outside the castle walls. In an
effort to add dimension the artists tried to make the fields appear to recede, and the
tiny figures diminish in size as they retreated. All through Europe artists worked on
such clegant, detailed pictures, precious enough to please the princes and ambitious
enough to satisfy the artists. The painter of the Wilton Diptych laid gold leaf upon the
wooden panel to make it as sumptuous as a Byzantine icon (Fig. 3); but his own

interest is evident in the careful detail of the faces and posturcs.

3. English painting, by an unknown master: Wilton Diptych (left panel). King Richard presented
t> the Virgin and Child by his patron Saints. About 1395.




7. German ornament: Saddle Carved
Fighting and Ideal Love. About 140X
over wood, rawhide and birchbark.
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4. French carving: Jousting Scene. Ivory plaque from a casket. 14th century.

6. French tapestry: Unicorn Tapestry. Panel showing the lady before her tent. 1509-1513.
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The International Style, elegant and dainty,
touched many arts. Ivory carvers not only
made stiff little holy figures for the devout.
Now they carved scenes of love and chiv-
alry on boxes, combs, and plaques for the
courtiers (Fig. 4). Even saddles were intri-
catcly carved with heroic or romantic
scenes (Fig. 7). Weavers made great tapes-
tries to warm the clammy stone walls of the
northern castles (Fig. 6). In these woolen
tapestrics, nobles stroll along flower-strewn
pathways, acting out the popular legends
and love stories of the time. Some of these
patterns, like the “mille fleurs,” or “thou-
sand flowers,” woven into the backgrounds,
had been imported from the Near East by
the Crusaders.

5. Lucas Cranach the Elder: Stag Hunt of Frederic of
Saxony. 1529.

The International Style, like the “expres-
sionistic”” Late Gothic style (page 123), lin-
gered on into the 16th century n Germany,
in the work of such an artist as Cranach,
who sull fitted the tiny details of animals,
men, rippled brook, and trees mto an

(‘Il;llllt‘l—l‘]‘igh( }7.11 tern.



2 P
1. Flemish painting: Jan van Eyck:

Perhaps when Jan van Eyck painted the picture above,
it seemed to him that the very horizons of his world,
both actually and ardistically, were stretching out
beyond the boundaries of medieval thought. Here, he
has swept open a great, sun-filled vista between the
dainty Madonna and her devoted Chancellor. Al-
though the hazy distance is painted with a breadth and
airiness hardly seen since the Classical world, van Eyck
lined up his figures precisely to left and right, and made
his composition as equilateral and balanced as the twin

towers of a Gothic cathedral.

The Flemish world was one of down-to-ecarth shop-
keepers and traders. These people were interested in
the prosaic world around them, not in the fairy-tale
romances of the French courts. So their artists, like
Petrus Christus, often painted scenes of the very objects
and rooms these men inhabited, their pipes and tools,
their pet dogs, their shy brides. Here, a young couple
is visiting a jeweler’s shop. The artist has drawn each
object with great care, even the figures reflected in the

convex mirror at the right.
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The Madonna of Chancellor

2. Petrus Christus: Legend of Saints
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Rolin. 1435.

During the 15th century, a great many
painters with experimental ideas appeared
in the country of Flanders. Although
trained in the same techniques of the Inter-
national Style as the artists in France and
Germany, the Flemish were not the em-
ployees of the courts. Instead, they worked
on commission for the rich businessmen and
merchants of their thriving young country.
Like their colleagues, they sought a more
realistic way of portraying landscapc's and
portraits without using the bright, flat water
colors of manuscript painting. For some
time, many painters had experimented with
a mixture of oil, rather than water or egg-
white as a “binder ” or liquid to hold the
dry pigments. Finally, the painter Jan van
Eyck perfected the method and made the
first real “oil paintings.” This medium al-
lowed the artist to spread on layer after layer
of color, bright and warm beneath, cool and
pale near the surface. The transparent glow
of these layers of paint made z blooming
surface which was more subtle and alive
than the water colors of the past. Now each
Flemish artist worked on his own, special-
izing in particular problems of color, struc-

turc, or composition.

Eligius and Godcberta. 1449.



4. Maison du Roi in the Placc de Ville (market place). Brusscls. First half of 15th century.

5. Rogier van der Weyden: Portrait of a Lady. 1455.

3. Hugo van der Goes: Detail of Portinari Altarpiece.
1473-1475.

The huge altarpicce from which this tiny
detail, above, is taken was brought from
Flanders to Italy, where it stirred up great
excitement among the Italian painters.

The human face has presented many tanta-
lizing problems to artists. In some periods,
painters cared little for the individual marks
of personality and preferred to show the
“ideal” or perfect beauty and serenity of the
face. Greek artists of the Classic period made
this kind of ““idcal” portrait. Later, the Ro-
mans made portraits which included cvery
detail, beautiful or ugly. In the Middle Ages,
when art reflected the general concern with
religious ideas, artists turned from human to
divine figures, and human portraiturce be-
came a lost art. Now, however, with the
beginning of the Renaissance, man once
more became the primary subject of art.
Artists usunally worked for a patron. These
patrons, prideful and prosperous members
of the new Socicty, wished to perpetuate
their own memories. Sometimes, too, por-
traits were used as official introductions by
people who were separated by great dis-
tances: perhaps a newly crowned king and
the Pope, or a prince and the woman he was
destined to marry. Flemish portraits showed
the precise look of the sitter, but made little
attempt to reflect the individual personality

that would come later.




THE ITALIAN RENAISSANCE

FLORENCE AND ROME

While northern Europe slowly pursued its course through
Romanesque, Gothic, and International styles, Italy had
embarked upon another course. There, Gothic painting,
sculpture, and architecture differed radically from its north-
ern counterpart; it was more tailored to human size, and
less mysterious and awe-inspiring. In the 13th century two
monks had founded orders whose philosophy was to bring
the true Renaissance closer. St. Francis turned men’s
thoughts away from awe and terror, toward a greater af-
fection for their fellows. St. Dominic’s monastic order

trained the Renaissance princes and made education a noble
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pursuit. While the special brand of Gothic art and thoughte
produced in Italy foreshadowed much of Renaissance
spirit, there were even imore ancient and tangible sources.
The ruins of Greek and Roman antiquity lay all about the
countrysidc, surviving the Germanic invaders who had
finally settled there and ‘incidentally, added their driving
energy to the native Italian stock. Italy, morcover, had
never been cut oft from the Mediterranean civilizations of
Byzantium and Islam: trade always brought works of ar,
and even artists, from castern workshops. From all these
contacts with sophisticated arts, the Renaissance of the 15th




century would grow. The true Iicnaissance

an
extraordinary coincidence of genius, energy, and
opportunity—centered around the Tuscan city of
Florence, and the rich, enterprising merchant cities
of Bruges and Ghent in Flanders. There, for the first
time since Athens, artists, politicians, and scientists
together afirmed the humanist principle that
“wonders are there many, but none so wonderful
as man.” Each artist pursued his own interests,
studied anatomy, perspective, and the sciences of
color and vision, of enginecering, and of weights
and counterweights in space. As knowledge flow-
cred, so did the invention of ideal images of man,
the adventurer, the creator, the master of his own
life. For a century, wave after wave of brilliant art-
ists appeared. Then when the energy of the Ren-
aissance scemed to flag at last, three of the greatest
artists of Western civilization stepped forward, to
open even greater vistas to a future still centurics
away.

A century and a half later than Duccio, Giovanni di Paolo
still worked in an old-fashioned style. His dainty figures
move within a flower-strewn landscape like those of the
International Style of France (sce page 126). The subject of
the painting at right was medieval, too. God the Father, as
He watches the unfortunate Adam and Eve driven out of
Paradisc, points to a flat graph, which was the medieval
Christian idea of the universe. The green circle at the cen-
ter is the same Paradise which the artist has painted in de-
tail at the right. The concentric outer circles are the realms
of the sun, the stars, and the planets. For many centurics,
medieval monks had developed this kind of false theory of
the universe. One task of the Renaissance would be to re-
discover the true facts, forg()ttcn in the West since the
Classical world had fallen.

e

e B

2. Duccio di Buoninsegna: Temptation of Christ from the Maesta. 1303-1311.
These three paintings were made in Siena, a medieval town where the
Renaissance did not penctrate until long after Florence and other pro-
gressive cities had moved far ahcad. In Siena, the Gothic-Byzantine style,
invented for the painting of icons, lingered on. From the Greck heritage
in Byzantine painting, the Siencse took their graceful way of drawing
the human figure. From the oriental element in Byzantine painting, they
inherited a delight in radiant color, particularly in gold-leaf backgrounds
and crimson and green garments. Then, bit by bit, from more progressive
artists of Florence and Flanders, Sienese artists learned to set figures within
realistic landscapes, and to give them a sense of natural motion. The great
master of the Gothic style in Siena was Duccio di Buoninsegna (Fig. 2).
Duccio’s figures move like graceful Classical ghosts among the spiny litele
hills, the minute architecture, and the glowing gold background:

3. Giovanni di Paolo: The Expulsion.




Il L for the Italian Renaissance had already been laid
ird-looking artists of the Gothic age. Here, cach

works—in painting, sculpture, and architecture—

s this fact. On this page are works of the 13th century; on

13 are works of the 15th century. What the Gothic artists

ried out, Renaissance artists carried to fulfillment. One of the
great innovators in art was Giotto di Bondone (Fig. 2). Some said
he was a poor shepherd boy who learned to draw on flat rocks in
the fields. Whatever his origins, Giotto had learned to look closely
at nature before he drew, to study the action of figures and ani-
mals, the way trees grow and hills recede. Then he set out to do
what no northern Gothic artist had considered: he tried to elimi-
nate cach detail which would confuse his scene; he made his
designs more and more simple, natural, and varied. In a modest,
human way he has presented the great Gothic figure, Saint Francis,

whosc message, too, was one of simp]icity and naturalness.
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1. Niccolo Pisano: Nativity. Detail from pulpit in the Baptistery, Pisa.

Between 1258-1278.

Iealian Gothic architecture, unlike French, was horizontal in its
general aspect. Structures were simple and delicate rather than
monumental. The architects had perhaps been influenced by the
Corinthian columns they saw surrounding the ruins of Roman
temples. Instead of creating gigantic ensembles of sculpture which
turned the church and cathedral porches into theaters of stone,
these medieval architects often decorated their buildings with
ranks of slender colummns, and with black and white marble
stripes. The effect was one of buildings designed to the proportions
of men, instead of the superhuman edifices of the northern Gothic
architects. The spirit of Greece seems to echo in these delicate,
sun-washed cathedrals which dot the hills of Tuscany.

13D
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2. Giotto di Bondone: St. Francis Preaching to the Birds. Basilica
of St. Francis, Assisi. Late 13th century. Fresco.

The pulpit which Niccolo Pisano designed in 1260 for his native town
of Pisa was unique in that the artist took as models for his scenes the
fragments of Roman sculpture he found lying about, rather than
using medieval manuscripts or ivories as sources. The scene at left is
one of the side panels from that pulpit. The particular Roman cofhn,
or sarcophagus, which Niccolo chose for his model some 800 years
later, was probably made in the late ycars of the Roman Empire,
when the art of sculpture had already begun to be adulterated by new
styles filtering in from the Near East (scc pages 56, 61). At that time,
it had become acceptable to group several scenes together into one
design to show a sequence of events. But the figures are realistically

proportioned and draped in the heavy robes of Roman matrons.

3. Cathedral and Campanile, Pisa. 11th-12th centuries.




Giotto’s style was reborn in Flores the
M

paintings of Masaccio, nicknamed sy
Tom because he was said to have f ten
to eat or to comb his hair when he b-

sorbed in his art. Masaccio went further than
Giotto in creating a life-like scene upon a flat
surface (Fig. 5). In a way, he had rediscovered
the technique of painting the atmosphere
which the Alexandrian Greeks had developed
1,400 years carlier. In the picture above, he
opens the background, showing the sky and
pushing back the horizon, which recedes like
an actual vista. Masaccio had learned how to
give the illusion of depth by placing figures
one behind the other and by joming the
bodies and scenery together in such a manner
as to guide the eye into the picture. Then he went on to experiment with “acrial” per-
spective as well, the quality the carth’s atmosphere gives to objects, making them mistier
and bluer the farther they are from the viewer. A silky, glistening air flows between
Masaccio’s figures, separating them as though they actually stood in space.

4. Donatello: The Deposition. Terra cotta.

Wide and low, the wings of Brunelleschi’s orphanage stretch out,
close to the ground. Across the sunny front porch, slender, wide
arches are borne on unfluted Corinthian columns. The “Inno-
centi,” too, has something of the quality of a Greek temple. n
gencral, all Renaissance architecture followed the same ideal: man-
sized scale, and balanced, harmonious forms. Instead of the soaring
pointed Gothic arch, Renaissance architects preferred a gently
rounded curve. Instead of the long, shadowy nave which gave
an air of mystery to the northern cathedral, they preferred the

enfolding wing plan of the Innocenti, or the circular ground plan.

5. Masaccio: Tribute Money. 1427. Fresco.

The figures themselves are still more
“plastic” or solid than Giotto’s, and are
linked together into patterns by their out-
stretched arms and the sweeping folds of
their garments.

Nearly two centurics later, the Renaissance
sculptor Donatello also looked at Classical
carvings when he prepared to design a
series of plaques for the altar rail of the
cathedral of St. Anthony of Padua (Fig. 4).
Like Niccolo Pisano, he organized his scene
along horizontal lines, as though it had been
taken from a rectangular sarcophagus relicf.
His figures, like Masaccio’s, recede into the
background, overlapping onc another and
turning aside as though a camera had caught
them in action. Every detail contributes to
the one central effect: a wild abandon which
sweeps the mourning figures. This was an
extraordinary work of art, even for the
Renaissance, which more often showed fig-
ures restrained and serenc. Donatello has
drawn cvery figure into a panorama of
agony, weaving flying hair and flailing arms
into a unified composition. Perhaps, too, by
making the tomb stand so quictly and
stolidly in the foreground, he meant to sug-
gest that the broken figure of Christ would

L‘l)dlll‘L‘ [lliS moment.
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y the center of Florence,

v square (Fig. 1). Built over

two centurics, the cathedral

laid out in typical Italian Gothic

vle, without the towering vertical lines of
French Gothic. Then, in 1334, Giotto was
named town architect. He supervised part of
the construction of the church and also de-
signed the fanciful bell tower which rises at
its right, inlaid with geometric designs in
colored marble. Before the cathedral stands

the octagonal Baptistery, which was roofed

iuside with a dome like the Pantheon’s.

The final major work of construction was completed in 1437, when the architect Brunel-
leschi managed to crect the great dome upon the cathedral. None of his predecessors had
been able to devise a way of building such a wide dome: Brunelleschi solved the problem
by using Gothic ribs fixed at the base, and then filled in between with a webbing of
brick. Two dome shells of dovetailed bricks were suspended one above the other with iron
chains and prop poles. For extra height, the entire structure was mounted on a drum. The
effect of this towering crown was so spectacular that Michelangelo later borrowed some

of its details for his dome on St. Peter’s Cathedral in Rome (page 154).

3. Lorenzo Gluberti: Sacrifice of Isaac. Winning panel for Bapustery doors. 1402. Bronze.

2. Filippo Brunelleschi: Sacrifice of Isaac. Trial panel
for Baptistery doors, Florence. Bronze. 1402.
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In 1402, the city council of Florenc oo

11 “doors
for the cathedral Baptistery. The old en fashioned by - of the
famous Pisano family of Gothic tim age 132). Now the cit owing

; : g
rich on the flourishing wool trade, decid et th& OBk B st and

MOst progressive artists of the day. A competition was arranged, and sculptors
were asked to design a trial panel, to be cast in bronze. The subject was to be
the “Sacrifice of Isaac,” chosen not only for its dramatic and religious interest,
but also because it was a good test for an artist, for it would have to include
a grear many figures and objects, many m motion. The prize went to Lorenzo
Ghiberti, who then worked on his doors for twenty-one vears. When he
finished this pair, he started work on another pair, which occupied him until the
end of his life. Michelangelo found these last doors so beautiful that he called
them the “Gates of Paradise.” The doors were made, as were all major com-

missions at that time, in the artist’s workshop, where he planned and supervised

the project and was helped by many young apprentices, or student artists. By
the time Ghiberti had finished his hife’s work, almost every SCIIIPIUI‘ of the 5. Lorenzo Ghiberu: The Story (’j‘-‘lllr.lh‘wz. Detail from the

Renaissance had worked with him in his studio at one time or another. Gates of Paradise. Bapustery, Florence.

Compare Ghiberti’s winning panel for the
Baptistery doors in Florence (Fig. 3) with a
) panel by one of the losers, the same Brunel-
4. Lorenzo Ghiberti: Gates of Paradise. Baptistery, Florence. About 1425-1452. [esehil wihio Tater stecializdlin arclateciie
eschi who later specialized in architectur
(Fig. 2). Both pancls reflect clements of
Gothic style, for each scene is set into a
quatrefoil and arranged like a little picture
on a manuscript page (see page 126, Fig. 2).
Within this frame, however, cach artist has
approached his problem differently. Brunel-
leschi seems to have considered cach figure
by 1tself, rather like the disorganized figures
in Niccolo Pisano’s Pulpit (page 132). How-
ever, Ghiberti tried to pull the scattered de-
tails into a simple design. Ghiberti also did
something that nonc of the other competing
artists attempted: he planned to cast cach
scene in a single picce of metal, whereas
Brunclleschr and the others cast their panels
in many small parts or scenes, and then
nailed them m place. In attempting this dif=
ficult casting feat, Ghiberti had to mstruct
himself in the art of “composition.” He had
to make cach object flow mto the one
nearby, so that in casting, the parts would
not break oft. Each small detail had to be
subordimmated to the larger shapes. After
Ghiberti’s time, the “composition” of a
work of art became as important as 1ts
detail and story. By the tme Ghibertr de-
signed his Gates of Paradise (Fro. 4), he
dispensed with the constricting medallion
and considered cach block as a painting
bronze (Fig. 5). “I tried to umitate nature,”
Ghiberti explamed, “to understand how ob-
jects strike upon the eye. These, I modeled

upon difterent planes, so that those nearest

the eye might appear larger, ind those more
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1. Donatello: David. About 1430.
Bronze. h. 60Y,".

2. Desiderio da Settignano: The Christ Child. About 1460. Marble.

The works on these pages, from left to right, show how Renaissance
sculpturce evolved from a youthful stage in the work of Donatello,
to a proud, self-assured maturity in the hands of Pollaiuolo and Ver-
rocchio. Donatello himself had to learn, step by step, the ancient
knowledge of anatomy and the physics of movement. With his
friend Brunelleschi, Donatello went off to Rome, after both artists
had lost the Florentine Baptistery competition. There he studied,
measured, and tried to imagine how to reconstruct the broken statues
and temples. People called the two young artists the “trcasurc
scckers,” thinking they were looking for ancient Roman coins. But
Donatello and Brunelleschi were the first Renaissance archacologists,
and their discoveries opened the door for the inventions of style that
followed. Donatello’s figures are rather delicate in scale; their
youthful bodies secem to harbor an intense but restrained energy.
Many of his subjects were young heroes of legend who struck out
alone against oppression: John the Baptist, St. George, and David.
For, as Donatello struggled against one kind of medicval limitation,
50, during this time, Florence was trying to win her independence
from the Papacy and the Holy Roman Empire. Donatello’s David
was the first ﬁ'cc-smnding, nude sculpture made in the West since
antiquity. The figure stood all alone, in its lower-decked helmet, in
the palace courtyard of the artist’s great patrons, the Medici (see page
142). Donatello also made the first equestrian statue since that of

Marcus Aureclius was made in ancient Rome (pagc 54).



After Donatello, Florentine sculptors experi-
mented with various ways of portraying the
human body. Some, like Desiderio (Fig. 2),
carved such delicate features that the skin of
marble scems to have been only lightly
touched, almost as with a paintbrush. One of
the most famous of his followers was Luca
della Robbia. He had invented a way of coating
clay figures with glazes made of a secret blend
of molten glass and oxide of tin. His greens,
blues, purples, and whites gave the fragile clay
more strength and also an air of lively reality.
Many members of the della Robbia family
worked together; the bust on the right is by
Andrea della Robbia. From all over Tuscany
orders flooded in for the family sculptures of
delicate figures with downcast eyes and soft
smiles, often surrounded by azure skies and
wreaths of flowers (Fig. 4).

4. Andrea della Robbia: Yo
Glazed terra cotta.

5. Antonio Pollaiuolo: Hercules and An-

taeus. Bronze. h. 18”.

3. Andrea del Verrocchio: Colleoni (a con-
dotticre or military leader). Completed
in 1496. Bronze.

By the late years of the 15th century, artists
had mastered every step of carving and
casting in bronze. Now they could tackle
difficult problems of pose and dramatic
personality. Pollaiuolo spent his life study-
ing the human body in extremes of action.
In painting, engraving, and sculpture, he
explored ways of showing the body thrown
out of balance, grotesquely strained and
struggling. The small bronze group above
represents the instant when Herceules, the
legendary Greek hero, managed to defeat
Antacus, his enemy, by lifting him oft the
carth, from which he derived his great
strength. Verrocchio made use of the same
twisted. strained composition in his Colleoni
(Fig. 3). With an

\]muldvr\. a stern t[uml of his boots in the

arrogant twist of his
stirrups, this professional soldier and his
strutting horse scem to symbolize the spirit

and power of the century.
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1. Masaccio: Expulsion. 1427

. Fresco.
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2. Paolo Uccello: A Young Lady of Fashion. Before 1450.

The works on these pages, from left to right, show a similar
evolution, from youth to maturity, i Renaissance painting.
Like his contemporary, Donatello, Masaccio pointed the
way for later artists, and created images that were symbolic
of the Early Renaissance spirit. His Adam and Eve are stocky,
and almost carthy in their proportions and their dulled,
claylike colors. They stride forth from their garden paradise
like anguished but acceptant human beings, harshly expelled
from their world of security. Their postures and expressions,
the solidity of their bodies, and the filmy atmosphere of the
background lend a reality to the scene very different from
the one painted twenty years later by the Sienese artist,
Giovanni di Paolo (see page 131), which was still Gothic in
manner, for Paolo lived in an area vet untouched by the
Renaissance. Masaccio’s figures have something of the quality
which Michelangelo later developed—a sense of art and man
on the very threshold of a new age, of change, with terror

and discovery on all sides.



After Masaccio, Italian painters expl: cry technical
problem of their art and, like the sculpt n specialized
in the representation of individual persor s and tortuous
movement. With the rise of a powerful merchant class, por-
traits were again in demand, as signs of success and wealth.
At first, many Renaissance portraits were painted in prnﬁlc
form (Fig. 2), an idea copied from the Classical coins, to sug-
gest the subjects’ proud heritage from ancient Roman prede-

cessors. Later, the full-face portrait became more popular. Signorelli was influenced by the work of Pollaiuolo, and lus series of great
Uccello, who painted the portrait at left, was just as interested frescoes of the Day of Judgment are writhing masses of human bodies in
i painting scenes of battles and the hunt (pages 140-141), every position of agony and fear. In this corner of a fresco (Fig. 4), Signo-
for in these he could let his imagination run freely, in studies relli packed a multitude of different positions and gestures, and he linked
of composition and space. Compare Uccello’s animated, yet figure to figure, just as Masaccio had done carlier, by parallel patterns of
tightly knit scene of horses and men, their bodies almost arms, legs, and torsos, and colors which are repeated from body to body,

scientifically adjusted into various perspectives, to the same making interlocking lines across the surface.
subject by the Gothic-spirited German artist Cranach (page
127), full of “errors” of drawing. Antonio Pollaiuolo’s
paintings, like his sculptures, were essays in fast, distorting
movement. The painting below (Fig. 3) shows the Greek
nymph Daphne, at the very moment when she turns into a
trec to escape from the god, Apollo. By posing his figures at
the moment of violent action, Pollaiuolo could portray the
utmost movement and tension. Yet this scene is more
romantic and lyrical than most of his works; behind the fly-
ing figures, a gentle, river-wound landscape stretches into
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the misty distance. Only twenty years separate his painting

N
-

from Uccello’s; yet a great change in the style of land-
scape painting had taken place.
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3. Antonio Pollaiuolo: Apollo and Daphne. 1475.

v

4. Luca Signorelli: Detail from The End of the World. 1500-1504. Fresco.
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1. Paolo Uccello: A Hunt in a Forest. About 1460-1475.




1. Sandro Botticelli: Pallas and the Centaur.

In Florence and a few other cities, the Renaissance arts were stimulated and subsi-
dized by individual families, some of the nobility, and others, brilliant and
wealthy merchants. Between these cities and powerful families, swashbuckling
skirmishes took place and the arts of war flourished alongside those of painting,
sculpture, and architecture. At far right (Fig. 6), is an example of the kind of armor
these Renaissance men wore. In Florence, the ruling family was the Medici, who
were rich and cultivated bankers. One of the first heads of the family had sat on
the jury which awarded Ghiberti the commission for the Baptistery doors (sce page
134). One of the last members of the family, in the 16th century, became Queen
of France. But the two greatest Medicis, who lived during the years which pro-
duced Donatello and Michelangelo, were Cosimo, “Father of His Country,” and
Lorenzo, “The Magnificent.” Their portraits arc at right (Figs. 4, 5), carved in
relief upon large bronze medallions, popular at the time because they resembled
Roman coins. The Medici palace in Florence (Fig. 2) was the center of Renais-
sance activity. Fortress-like on the outside and built out to the street in blocks of

3 b3 . . . .
rusticated” stone, 1t was like a museum within.

142

Donatello’s David stood in the courtyard;
fragments of antique sculptures stood all about.
The artists and scholars of Florence gathered
in this palace, dining, talking, and studying the
past. Art and learning first flowered under the
patronage of Cosimo. After the Turks overran
Constantinople in 1453, a wave of Greek refu-
gee scholars came to the palace and taught the
Florentines to read the Classics in the original.
Soon a special Academy was set up to study
Greek and Roman art and ideas. This new
study was called Humanism. Though many of
the Humanists were also devout Christians,
they hoped to bring about a fresher, more
natural attitude toward art and life than had
existed in the Middle Ages. To this end, they
put on splendid festivals and pageants, often
based on Classical myths or allegorical scenes.
All the artists of the Medici circle collaborated
on these pageants, designing.scenery and cos-
tumes and marvelous floats in which even the
horses were draped in tiger skins or golden
armor. An impression of these pageants has
come down to us in some of the paintings of
Botticelli. His Primavera (pages 144-145), and
Pallas and the Centaur at left, (Fig. 1), may
be based on episodes from such events. The
latter picture is a symbol of Renaissance wis-
dom overcoming the unruly past. Botticelli’s
style during those years was unique in virile
Florence, for its almost feminine delicacy. The
line with which he drew his figures (Fig. 3) is as
lyrical and sensitive as a Chinese brush stroke.

2. Michclozzo: Medici-Riccardi Palace,

Florence. 1444-1459.




3. Sandro Botticelli: Dante and Beatrice Leaving Purgatory. llustration to Dante’s Divine Comedy, Paradise I.

1492-1497.

Under the leadership of the brilliant, im-
aginative, and luxury-loving Lorenzo, Hu-
manist art and pleasures reached their zenith.
But many people in Florence disapproved
of the Humanist festivals and the splendid
paintings, sculpture, and costumes which
celebrated them. A picture like Botticelli’s
Primavera (pages 144-145), which portrays
the coming of springtime as a Greck nymph
passing through a grove, scemed too pagan
for their tastes. As the yecar 1500 drew
nearer, superstitious people began to fear
the Day of Judgment as their predecessors
had before the year 1000. Preachers railed
against the pagan flavor of the Renaissance,
with its paintings and sculptures of the nude
human body, pagan nymphs and gods. The
fiercest of these priests was Savonarola
(Fig. 7). In 1497, the Florentines heaped
most of their luxuries—what Savonarola

called their *“vanities”—into a great pyra-

imo V

4. Florentine medal with portrait of (¢
de' Medici. About 1464. Bronze.

mid, which was publicly burned. Thus
vanished many great paintings and sculp-
tures by Renaissance masters, together with
wigs, rouge, and false beards, jewels, mir-
rors, furniture, and brocades. Although

followed

“vanities” to the stake, his violent words

Savonarola himself soon his
scemed to hang in the air. The Florentine
Renaissance was over; a new phasc mn art

and ideas was beginning.

5. Florentine medal with portrait of Lorenzo de’
Medici, *“1l Magnifico.” Attrib. to Niccolo Fioren-
tino. 1490. Bronze.

lorent fal with portrait

of
the della Robbia. About 1496

6. Armor of a Renaissance Prince. German. 1460.

Savonarola.

Next pages: Sandro Botticelly: Primare

a. About 1478,









he history of art, through antiquity and the Middle Ages, is mainly the history of styles
) ¢ juity g Y y b

and general ideas, to which many artists contributed. But after the 15th century, from the
time of the Hi iissance, the history of art becomes almost entirely the story of great,
mdividual ¢ .. Their inventions and discoveries continued to contribute to the
evolutio in Western art, but it is their separate, personal styles which stand out.

Experi nd adventure, the study of movement and heroism—these characterized
the tenaissance in its Florentine phase. Yet there was another side to the Renaissance
¢ I reached its climax around the end of the 15th century. This turn-of-the-

century art reflected the kind of absolute calm and assurance that comes with complete
mastery of a subject. In this respect, artists like Piero della Francesca, Bramante, and
Raphacl were what the world has come to call “Renaissance men.” They were men
who had mastered many subjects, and were also able to sum up in their work the many
cross-currents of thought which underlay their age. These three men were born in Umbria,
the central hilly district of Italy. The glistening sunlight and atmospheric hazes peculiar
to this region scemed to influence the coloring used by these artists. Piero worked in
several towns of Umbria; Bramante and Raphael worked in Rome, which, as the century

turned, took over artistic leadership from Florence.

1. Picro della Francesca: Madonna and Saints.

2. Donato Bramante: Tempietto. San Pietro in
Montorio, Rome. 1502.

Picro della Francesca was a painter, Latin
scholar, and mathematician of the rsth cen-
tury. He wrote a scientific treatise on per-
spective, and he studied the physics of light.
Behind this enigmatic painting (Fig. 1) he
his studies of Greek and Roman philosophy,
particularly in its revived phase which was
called “Neo-Platonism’ by the Renaissance
humanists. One Neo-Platonic principle was
that the perfect geometry in natural objects,
like a seashell or an egg, is parallel to the
perfect Christian community of Christ and
the Madonna. Picro has painted a kind of
visual study of this complex idea. He was
fascinated, too, by light which he saw fall-
ing upon these figures, shearing them off
from space as a chisel might cut stone.
Here, St. John the Baptist and several saints
surround the rocklike Madonna. The egg,
symbolic of Christ Himself, hangs motion-
less over the Madonna and Child. The fan-
like shell in back of the archway, beloved by
Greek artists and later taken as a symbol of
the Madonna, shelters the group. At the
Madonna’s feet kneels the Duke of Urbino,
Frederigo da Montefeltro, art patron in his
city as the Medici were in Florence, who
commissioned this and many other works.
On pages 148-149 are reproduced the four
panels from a diptych, or hinged double-
picture, which he commissioned Piero della
Francesca to make on the occasion of his
marriage. On one side of the diptych are
portraits of the Duke—famous for the notch
in his nose made by a lance wound—and his
bride. On the other side are scenes of the

pair being drawn in nuptial carriages.



Bramante was a painter as well as an architect. The austere temple
at left was erected in Rome, on the spot where legend said
St. Peter had been crucified. Bramante took the simplest Classical
architectural clements: unfluted columns of the Roman Order
called “Tuscan,” an unornamented architrave and balcony, and a
small dome. The Tempietto is a kind of solid symbol of Humanis-
tic sclf-containment and control. This, however, gave way to
another style almost at the instant it reached its climax. Four years
later, Bramante was called by Pope Julius II to design a new plan
for St. Peter’s Cathedral, to replace the Early Christian basilica
erected in Constantine’s time (sce page 60). The Pope decided
upon a centralized architectural plan for the new edifice, instcad

Raphael was primarily a painter,
though he was also the architect of
several important Roman buildings.
He was an archacologist during the
time of Pope Leo X (1475-1521), in
whose service he investigated many
of the antique ruins which stood about
he city. In his youth, Raphael had
studied in the town of Perugia, with a
master, Perugino, whose special talent
was for portraying sweet-mannered,
gently swaying figures of saints in the
soft, hazy atmosphere of Umbria. In
many of his own paintings, Raphacl
still expressed this poised and serence
world of the past. The gentle figures
in this painting balance one another as
harmoniously as two wings of a dove,
their bodies as curving and graceful as
Latc Gothic saints. This is one of
Raphacl’s early works, painted when
he was only 21. In a later period, his
style grew more solid and compact.
At that time he painted the famous
Madonnas—the Sistine Madonna, the
Madonna of the Mcadow, the “Belle
Jardinitre]’ and others—which were
so beloved during the Victorian
period. Still later, he painted a series
of stony and imposing frescoes in the

Vatican itself (pages 150-151).

of the long, mysterious hallway of the carlier medieval buildings.
In accord with this, Bramante’s design, altered later by M
angelo (sec page 154), was an enormous Greek cross, witl
central dome lifted on massive piers. The human-sized visi
the Tempietto had already given way to a superhuman conceptior
Politically the world had changed during Bramante’s lifetime.
By the century’s end, Florence had fallen into political confusion,
and power was now focused around the Papacy in Rome. Bra-
mante, Raphacl, and the Italian artists who followed them, all
worked for the Popes, where they were often subject to willful
papal “visions,” and to papal efforts to turn the ancient Christian
capital into a center of High Renaissance art.

3. Raphacl: The Marriage of the Virgin. 1504.
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1. Raphacl: The Firc in the Borgo. About 1514-1517. Fresco. Vatican, R
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3. Leonardo da Vinci: Studies of Horses. About 1504.

Pt In the works of Leonardo da Vinci and Michelangelo, the

i Renaissance turned the corner into a strange and uneasy period.

| Both of these artists, dissatisfied with any one job or patron,

,sﬂ_“ " ) ! B moved restlessly from place to place, and their art appears to
1. Leonardo da Vinci: Self-portrait. About 1512. express profound disturbances. During the lifetimes of both

Red chalk. men, the structure of the world seemed to be changing. In

2. Leonardo da Vinci: Lady with Enmine. About 1483, l’oland., far t(.) the north, the astronomer Copernicus made the
unsettling discovery that the earth was not the hub of the
universe as earlier men had thought. The ships of Italy, Spain,
and Portugal were sailing westward into unknown waters.
Columbus set sail for the East in the year of Lorenzo de Medici’s
death. Cortez, Balboa, Pizarro, and Magellan followed soon
afterward. Their ships carried home statues of unknown gods
and treasures in curious styles. Everywhere, the limits of the
known and the safe scemed to be breaking down. “Tell me,”

wrote Leonardo, “can anything ever really be finished?”

. 3
e ’-.j« %S K
4. Leonardo da Vinci: The Condotticre. About 1430.
Silverpoint drawing.




Leonardo was trained in the Florenti rkshop of Verrocchio

and later moved to Milan and Ror fimally ending his life
in the service of Francis I in France. During his lifetime, he
painted, made sculpture, and designed machinery and buildings.
This colossal genius was interested in cverything. He l‘\xl‘ui
through magnifying glasses, watched storms and floods; he ob-
served the grass growing, leaves uncurling, unborn babies. Every-
where he studied the facts of nature and recorded them in his

notcbooks, and everywhere he scemed to encounter uncertainey
Things grow, he saw, but they transform themselves, change,
and wither away. Many of Leonardo’s major paintings reflect this
uncertainty. Staircases spiral off into the air as if they were ladders
to nowhere (Fig. 5). The clear, sun-bathed atmosphere of Early
Renaissance painting gave way to a veiled, smoky gloom, called
“sfumato.” Long after Leonardo’s lifetime, other painters copied
this sfumato cffect to create a mysterious, unsettled impression.
Leonardo rarely brought a piece of work to completion, but
those few which he did finish are drawn with a serpentine line
of extraordinary power. In the picture at left (Fig. 2), the hand of
the girl touches the throat of her pet mink with exquisite grace,

while many conflicting thoughts scem to tighten the corners of

her mouth. Mariy Italian artists after Leonardo imitated this suave,

highly fluid line and the shadows of his flesh and textile tones; but

without his genius, they found themsclves employing only a

hollow style, or “manner.”
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ext pages: Michelangelo: Ceiling of Sistine Chapel,
Vatican, Rome. 1508-1512



Michelangelo was primarily a sculptor.
When he turned to painting, he drew his
figurcs with a monumental and stonclike
coldness. When he designed architecture,
like St. Peter’s Cathedral or the Medici
Tomb or the Laurentian Library steps in
Florence, he wiclded great sections of stone,
marble and inlay, colossal columns, pedi-
ments, and arches as a sculptor might model
clay. The primary quality of his art is crush-
; mg, boundless power. All of these elements
: seen in his greatest painting commis-

~ Jultus 1 (1443-1513), to deco-
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1. Leonardo da Vinci: Self-portrait. About 151
Red chalk.
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3. St. Peter’s, Rome. Designed by Michelangelo.

1546-1564. (Floor plan at left.)

He divided the ceiling area into triangles
and rectangles before beginning the compli-
cated patterns of human figures. The whole
ceiling of the chapel is separated into nine
main pancls—five large and four small—sur-
rounded by a painted cornice which runs the
length of the vault. This cornice is “sup-
ported” by caryatid-like forms of nude
children standing on pilasters. The pilasters,
a type of pier or column, flank the seated
figures of the Old Testament prophets and
sibyls who foretold the coming of Christ.
The nine main pancls tell the story of the-
Creation, the Fall,and other biblical episodes
down to the Flood. The illustration on pages
156-157 shows about one third of the total
area of the ceiling. The brooding, swirling
figures scem to break out of their niches and
overflow their frames, as though their uni-
verse were sprung apart. Every inch of space
bursts with the same tension which, in the
scene of the creation of man, leaps between
the outstretched finger of the Lord and
Adam’s still-limp one (Fig. 2). All Michel-
angelo’s later works repeat this curious “ten-
sion” between figures and their boundaries.
If he worked in sculpture, the boundary
was the rock itself. At the same time his in-
credible technical ability could enable him
ro finish a sculpture as exquisitely as this
oding Madonna (Fig. 4).

wrote Leonardo, “can any

4. Leonardo da Vinci: The Condottiere. About 14
Silverpoint drawing.




4. Michelangelo: Pietd. 1498-
St. Peter’s, Rome.

Later, he chose deliberately to leave par
of the body unshaped, so that they scem to
struggle against the stone itself (Fig. )
Michelangelo was the first artist in history
to leave his works ragged and unfinished,
in order to express the tension of growth.

Thirty years after the completion of the
ceiling, Michelangelo returned to the Sistine
Chapel to paint the Last Judgment on the
end wall, a pessimistic vision of humanity
being hurled down to perdition by an angry
God and a host of angels. This last effort re-
flected Michelangelo’s deep concern with
the disruptive force of the Protestant Refor-
mation, which had begun in 1519.

Change and tension burst over Italy itself
during Michelangelo’s middle years. In
1527, Rome was invaded once again, this
time by the armies of Charles V of the
Holy Roman Empire, who was pressing
his ancient claim to the city. In the North,
the Reformation was already beginning to
break off whole nations from papal domi-
nation. Michelangelo was able to survive
these cataclysmis. His last work was a model
for the dome of St. Peter’s, to surmount
the new building based on Bramante's
original plans. After Bramante’s death,
Michelangelo had reworked the plan, (Fig.
3); he gathered up the comparatively
scattered spaces of Bramante’s design and
compressed them until they scem to swell
upwards toward the great dome. The
dome itsclf is a gigantic outgrowth of Bru-
nelleschi’s in Florence (see page 134), and is
raised on a drum for extra height. But the
drum on St. Peter’s is a catapult for huge

. ribs which spring from pockets of black
shadow, jutting upward between huge win-
dows, cornices, and broken pediments. The
outer dome is held in place by ten iron
chains. Within the cathedral stand gigantic
piers, 83 feet high, and the cupola rises 335
feet above the floor.

Next pages: Michelangelo: Ceiling of Sistine Chapel,

Vatican, Rome. 1508-1512
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1. Bronzino: Portrait of a Young Man. About 1535-1540.

After Michelangelo’s death, art in Rome and Florence underwent another change.
The next generation of artists, in the mid-sixteenth century, are called “Mannerists,”
because they copied the manner of artists of the past, but without recreating the
exuberant spirit of original discovery. The Mannerists had mastered every technical
trick. By now, they could carve stone into fantastic shapes, cast gold and bronze
into delicately balanced postures (Fig. 3), or fashion intricate pieces (Fig. 6). These
artists and their elaborate works were much in demand in the kingdom of France,
which was just now beginning to emerge from her long Gothic period. The Floren-
tine metal worker and sculptor, Benvenuto Cellini, spent some time at Paris and
Fontainebleau in the court of Francis I. At the same time in Italy, painters like Bronzino
made portraits of their rich clients, with clegantly elongated hands and feet, and rather

orcat deal of the

introspective, tired-looking faces, as though the sitters had scen a g

world pass before their eyes. Now, in Italy, only Venice, at the top of its creative
powers, was still producing original works of art. But the 17th century was to bring

Iralian genius of a new type to the fore.

158

2. Federigo Zuccari: Window of the Zuccari Palace,
in the Via Gregoriana, Rome. 1590.
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3. Giovanni da Bologna: Mercury. Bronze.
About 1570. h. 59"
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4. Helmet, made by Philip de Negroli, probably for Francis I.
Milanese. 1543.




1. Titan: Bacchus and Ariadne. 1523.

VENICE

The Renaissance in Venice took a different form from that
in Florence. It did not begin until the mid-15th century,
and had reached its peak by the first half of the 16th. Its
ideas were expressed mainly in painting, though a few
Renaissance architects and sculptors lived in Venice.
There was little monumental sculpture made in Venice;
instead, the workshops produced fabulous objects in glass,
enamel, textiles, jewelry, leather, and in all the other rich
materials beloved also by Byzantine and Islamic artisans.
For Venice’s connections had always been with the empires
of the Near East and even China. Founded in the 6th cen-

160

tury by refugees from the barbarians, Venice slowly grew
richer by trade and plunder. As Mongols and then Turks
swept through Persia, Syria, Egypt, and westward, Islamic
artists fled mnto Venice with the secrets of their arts. Still
today, Venetian glass and lace are world-famous. From
these Oriental contacts, Venetian artists derived a love of
color and sensuous, moving shapes; a love of splendid
pageantry and mythology. When her artists cast off their

lingering Gothic-Byzantine past, and turned toward the
new techniques of Flanders and Florence, they combined

the new with the old.




The masterpiece by Titian on the opposite
page sums up many qualities present in 16th
century Venetian painting: glowing colors
which range from furry shadows to golden
highlights; swirling figures whosc limbs are
linked into a long chain of twining shapes;
and a dream-like spirit of unbounded pleas-
ure in nature, song, dance, and poetry.

This is the central square of Venice as it looked to a painter of the
old Gothic style in the late 15th century. When Renaissance paint-
ing techniques reached Venice, they came by way of the nearby
town of Padua, an energetic Humanist art center which was built
upon the ruins of an old Roman town. Many progressive artists
had contributed their works to the city: Giotto came to paint a
serics of frescoes; Donatello’s equestrian statue, the Gattamelata,

3. Gentile Bellini: Detail from the Procession in the Piazza of San Marco. 1496.

stands in the main squarc. Mantegna, the leading Paduan artist,
was influenced by such works of art and by the Roman ruins
which lay about. His cold, chiseled manner of painting was bril-
liantly suited to experiments in perspective like the ceiling below.
Mantegna’s style was borne to Venice after he married the daugh-
ter of a leading painter, Jacopo Bellini, father of Gentile (Fig. 3),
and also father of the more progressive Giovanni (page 162).

4. Andrea Mantegna: Ceiling of the Gonzaga Bridal Chamber. Ducal Palace, Mantua.

2. Venetian Covered Goblet. 16th century. h. 873”.

Fresco. Finished in 1474.
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During the lifeume of Giovanni
Bellini, son of Jacopo and brother of
Gentile (page 161), Renaissance style
finally overtook Venetian art. Various
influences speeded the change. Mantegna’s
cold, factual observations must have

taught Giovanni and others how to ob-

st e

serve an object carefully, then draw it i o
. 2. Giovanni Bellini: St. Francis in Ecstasy. About 1480.
clearly and precisely.

Florentine painters like Uccello visited
Venice, and the Sicilian painter Antonello
da Messina (Fig. 1), brought the Flemish
secret of oil paint. This new medium was
much more suited to the Venctian taste
than the cold, pale fresco of Florentine art.
It was more radiant, more light-filled, more
sensitive to subtle shades and shadows of
tone. An artist could linger over his paint-
ing, softening or enriching the colors which
remained wet and malleable for wecks on
end. Though Giovanni retained Gothic
clements—the knifelike line and meticu-
lous small details of his paintings—a new
naturalness seems to have infused his
scenes. The real subject of his St. Francis
(Fig. 2) may be a man finding himself in an
awakening world: the funnel-like compo-
sition sweeps one’s eyes beyond the small
figure of the gentle saint, back into open
ficlds and a light-streaked dawn sky beyond.
When he painted the Madonna, as he did
many times, Bellini frequently posed her
before a curtain of splendid Venetian bro-

cade, then pushed the curtain aside to

disclose a soft summer landscape. Portraiture
1. Antonello da Messina: The Annunciation. About 1475. became a great SPCCialtY in Venice, for the
rich oil colors appealed to the kings and
princes of the many new empires being
formed throughout the West.




A series of extraordinary geniuses f
Bellini, as others had followed Masaccio
in Florence. One of the ercatest of thes

was Giorgione, one of Bellint's students.

Giorgione’s particular genius was for glow-
ing color and an enchanted mood suggestive
ofancient Greece. Compared with the rather
cold lincar forms of his teacher Bellini
(Fig. 2), Giorgione’s compositions were
softened and warmer (Fig. 3), for by this
time, the Venetians had learned to paint by
laying arcas of color next to onc another,
using very little line at all. Of course, they
could only do this successtully after master-
ing the study of anatomy, so that correct
shapes and proportions could be suggested,
rather than actually drawn out. Also, the
Venetians had now learned to vary the
layers of transparent oil paint, spreading
pearly whites above deep, warm oranges
and reds, to capture glowing effects. In this
moody country scene (Fig. 3) Giorgione
placed two Venetian courtiers who, as they
strum the lute and talk quietly, have evoked
a dream of Greek nymphs. Even the edges
of Giorgionc’s shapes are blurred, as though
a mist had settled, b]cnding togctllcr green
and blue shadows and gleaming accents of

a red velvet cloak or a patch of pearly skin.

3. Grorgione: Féte Champétr

14

1510

4. Giorgione: Laura. 1506.



1. Titian: Venus with a Mirror. About 1555.

Titian’s lifetime spanned 99 years, from the early Venetian Renais-
sance of Giovanni Bellini, with whom he studied, to the unsettled
cra opened by the Italian campaign of Charles V, whom he painted
(Fig. 2). Titian’s work encompasses every changing aspect of Vene-
tian stylc. As a comparatively young man, he painted such radiant
panoramas as the Bacchus and Ariadue (page 160), and The Three Ages
of Man (pages 166-167). In his middle years, revered in courts from
Spain to England, he painted portraits of popes and kings, philoso-
phers, and Renaissance women in their extravagant jewels and robes.
He painted the nude with a resplendent beauty that no carlier painter
had brought to this favorite subject. Often Titian posed these figures
against a dark background built up in layers of glowing vermilions,
dark greens, and browns, so that the ivory flesh tones stood out
dramatically. The people he painted were full-bodied, imposing
beings, at the height of their physical and spiritual power. Toward
the end of his life, however, Titian’s style began to change. Then, he
often painted tragic religious subjects, such as this scene of Christ’s
Passion (Fig. 3). Screnity has vanished. Instead, great chalky shadows
secem to billow through space. Beneath cerie flashes of white light,
one can dimly make out moving bodies. Titian was anticipating the

future: turbulence and storm, and emphasis upon theatrical, moody

lighting effects were to become the major features of the new style

just then being evolved in Rome.

. Titian: Portrait of the Emperor Charles V. 1548.

3. Titian: Christ Crowned with Thorns. About 1570.




4. Tintoretto: The Last Supper. 1594

5. Tintoretto: Bacchus and Ariadne. About 1578.

YN

More than Titian, his follower Tintoretto foreshadowed the
art style known as Baroque. At times, Tintorctto was able to
create a monumental composition, like the slowly revolving,
light-bathed Bacchus and Ariadne (Fig. 5). But more often,
his works were explosive studies of extraordinary perspec-
tives, like the Last Supper (Fig. 4). Harsh greenish lights
and \\'ild])‘ l]j.il):_t tigures filled these pamtings; the flat
surface became a kind of stage proscenium through which

fantastic actions could be obscrved.










1. Carlo Crivelli: Virgin and Child. About 1470.

2. Paolo Veronese: Feast in the House of Levi. 1573.

e e A I ——

While the predominant direction of Venetian painting was toward soft color and moodier,
more romantic scenes, some Venetian artists had continued in the austere, cold style of
Mantegna and the Florentines. However, these painters, like Crivelli (Fig. 1) and Car-
paccio (Fig. 3), added something which the serious, pioneering Florentines and Paduans
had little time for: humor. Crivelli’s dainty Madonna is posed like a Gothic sculpture. But
the curious perspective which the artist made of the Child’s downcast face is a Manteg-
nesque study; and the great horse-fly which he painted on the ledge was a deliberate
attempt to mislead. It was simply a demonstration of technical virtuosity of which the
painter was proud. This kind of painting is called “trompe-I'ocil,” or “fool the eye.”
Carpaccio, too, drew and painted in a fastidious, linear, old-fashioned style; but the
complicated patterns he made of the figures, flying before the gentle lion of St. Jerome
(Fig. 3), and other storytelling groups, arc among the most clever and varied of the

Renaissance.

The world which Veronese painted was more often one of banqueting and pleasure than
the mythological pleasures of Titian, or the religious banquets of Tintoretto, but the great
scene below was, at first, given a religious title, the Supper at Cana. The painting below
stretches across an entire wall; like the fly in Crivelli’s painting, the balustrade and arches
were painted to trick the observer into thinking he was seeing a real scene. When Veronese
painted this picture, however, he found that the free spirit of Crivelli’s and even Titian’s
days no longer existed. The Inquisition attacked him for putting non-religious figures like
dwarfs, dogs, and monkeys into a supposedly holy scene. Only after a long trial and after

he changed the picture’s name were the charges against him dropped.




3. Vittore Carpaccio:

St. Jerome and the Lion. About 1507.

Color-filled Venetian painting appealed especially to the court painters
of later Spain, Flanders, and France. But a Venetian architect, Palladio,
became the favorite of the 17th- and 18th-century English landowners
and their brothers in America, who had turned their backs on the

luxuries of court life.

Like Brunclleschi and Raphacl, Palladio learned his art in Rome. There
he, too, studied and measured the Classical ruins and tried to make a
system of proportions which other architects could follow. In 1570 he
published a book of plans for all kinds of buildings, with details of
ancient pediments, moldings, and columns. His own villas in the
cnuntrysidc ncar Venice were grand,symmetrical stone buildings.()ftcn
he used a central mass, domed and columned, with two wings on cach
side. This style, and others from his pattern book, were widely copied

in England and America.

1. Andrea Palladio: Villa Rotunda, near Vicer Italy. Begun

156
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1. Albrecht Diirer: Self-portrait. 1500
As the Renaissance permeated the North, the greatest change in art was a turning
away from the expressionistic unreality of Late Gothic style toward a new kind of
realism. Diirer, who was largely responsible for bringing the new ideas to his native
Germany, was born thirteen years before Grimewald. Yet one has only to compare
his pitiless, scarching studies of the human face (Fig. 2) with Griinewald’s nightmarish
visions, to know that Diirer belongs more to the Italian tradition (see page 123). The son
of a goldsmith, Diirer was trained in the Gothic style, and retained something of this
manner, particularly in his woodcuts and engravings of Biblical subjects. But he was
also fascinated by the Humanist ideas seeping north from Florence and Padua. He
visited Italy and studied the work of Leonardo, Raphael, and Bellini. Like Leonardo, he
was fascinated by the mystery of personality. These two men were among the first
artists to draw their own portraits, not just as one of a crowd, but alone, gazing into a
mirror, as though they sought some new frontier behind their own eyes. Diirer became
a Protestant, and thought of himself as a prophet of the future, not only in his art, but
also in his religious beliefs. So, if the Self-Portrait (Fig. 1), resembles, in its posc and

intensity, some medicval images of Christ, Diirer probably intended the suggestion.

170

THE
RENAISSANCE
IN THE NORTH

The carly 16th century was the age of
Henry VII of England, Francis 1 of
France, and Charles V of Spain, three
monarchs under whom the Renaissance
arts and ideas of Italy were finally intro-
duced to the North. This was achieved by
the personal patronage of the kings, and
also by the independent travels of artists.
Albrecht Diirer journeyed to Italy; Hans
Holbein, to England; Leonardo da Vinei,
to France. These men cultivated and
spread the Renaissance point of view: a
lively curiosity in the real world, and a
will to push back the veils of superstition
and terror which had kept the North
backward in arts and ideas. New revolu-
tions, however, beset this artistic develop-
ment. The Reformation wracked Europe,
and in 1517, Martin Luther published his
articles of protest. Masses rallied to his
side. In 1543 Henry VIII, too, broke from
Rome. As the Reformation intensified, it
was soon to give rise to the Counter-
Reformation emanating from Rome it-

self, and to the new “Baroque”

Charcoal.



The new fascination with realism affect

Holbein, too, particularly in this devastating

study of a dead man, which Holbein has

called Christ. Compared with Griinewald’s

cadaverous image of Christ, painted only

six years earlier, this work scems devoid of

any devotion or sacred quality. Rather, it

appears to be a cold-blooded study of any

corpse. Yet Holbein could also be a meticu-

lous and flattering portraitist. He spent most of his life in the Eng-
land of Henry VIII, painting the king, his many wives, the intel-
lectuals, scientists, statesmen, and artists who clustered around the
court. There, Holbein painted these two typical young leaders of
the international world. They were obviously interested in the
new scientific discoveries of the day, for between them are globes
and mathematical instruments, and a lute and a book of music.
The curious form in the foreground, however, adds a different,
perhaps disturbing note to the otherwise reasonable scene. Drawn
with the technical agility of Mannerism (see page 158), this is a

3. Hans Holbein the Younger: Christ in the Tomb. 1521.

skull, pulled out of shape by a trick of perspective. One can see it
correctly by squinting with one eye along the page from the lower
left corner. This image harks back to the Dance of Death subject
of Late Gothic art; it is a reminder both to the onlooker and to
the subjects of this portrait, that despite their new knowledge,
death still exists. In another clue to the personalities of these men,
Holbein set a tiny crucifix almost out of sight in the upper left
corner. Probably this indicates that the subjects were Catholics, as
Holbein himself remained, although they lived in a country

which was soon to break away from Rome.

4. Hans Holbein the Younger: The Ambassadors, Jean de Dinteville and Georges de Selve, Bishop of Lavour. 1533.
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1. Jean Clouet: Portrait of Francis I. About 1524.

[n 1515 Francis [ came to the throne of a
unified France, which left him compara-
tively free to cultivate the arts. Like hisnow-
enemy, now-ally Charles V, he fell in love
with Italian Renaissance style. Leonardo da
Vinci worked for him, designing architec-
ture, fountains, costumes, and other objects.
Cellini contributed ornaments for the royal
table, statues, and armor. Under Francis, the
fortified medieval castles which lined the
Loire River were expanded into great cha-
teaux, and new ones were built for the
multiplying members of the court. At the
Chateau Chambord (Fig. 2), wide windows
break the walls, letting sunlight pour in.
Elegant staircases, archways, and gardens
laid out like geometric diagrams adorned
this and other chateaux. Classical columns
were added to gateways, and the Gothic
spires which remained from past centuries
were counterbalanced by horizontal wings
and rows of pilasters in the Italian style.
Francis’ taste for painting was not quite so
progressive. His court painter, Clouet,
though an excellent observer and master of
careful, well-constructed portraits, still drew
in a rather fastidious, impersonal Gothic
manner. Later, Francis set up his own school
at Fontainebleau and imported a group of
[talian artists to teach his own artists. But as
often happens when artists set out to adopt a
foreign style without painstakingly re-

inventing it for themselves, the Fontaine-

3. Double-barreled 1Wheel Lock Pistol. Made by Peter Pech

of Munich for Emperor Charles V. About 1540.

bleau artists took over only a weak version
of Mannerist painting, and produced such
faintly ludicrous, overrefined works as this
mythological boudoir scene (Fig. 4). Partly
Mannerist, partly a genuine explorer of
Classical form was Francis™ sculptor, Gou-
jon. The languid Diana (Fig. 6) is said to
be a portrait of the beautiful Diane de

Poitiers, mistress of Francis’ son, Henry IL.
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4. Fontainebleau School: Birth of Cupid. 15'46;15;()(,).

England was never so progressive in the visual arts as the
countries to the south were, but already it had challenged the
world in literature. For by the end of the 16th century, the
Classical tales and Italian legends of Shakespeare were among
the finest examples of Renaissance style north of Italy itself.
In 1520, Francis was visited by his English counterpart, Henry
VIII. Astonished at the luxurious Italianate art he saw in
France, Henry determined to bring the Renaissance to his own
court. But in spite of his ambitions, English art changed but
little for another century. The King tried to stimulate new

architecture by closing the monasteries and using their funds
for public construction. But the Tudor-style houses built in 6. Jean Goujon: Diane. Chatcau d’Anct.
his time, and in that of Elizabeth who followed, were still
dark and gloomy, with clammy rooms, low roofs, and dark

5. Anonymous, English: Queen Elizabeth I (1533-1603). wood beams. What painting Henry and Elizabeth were able
to stimulate, apart from that of the visiting Holbein, were
mainly miniature portraits of the rulers and their pompous
courtiers, uncomfortable in stiff lace and jewels.

7. Ship Pendant. German, about 1600. Gold, enamel,
crystal and jewels.




Onc of the last great artists of the Northern Renaissance was
Picter Brueghel. Like his Late Gothic countrymen (sce pages 128

129), Brucghel recorded the smallest details of the world before
him: farmers and their harvested fields, hunters in the winter
snow, or children at play (Fig. 1). Then, too, he visited Italy and
Jearned how to use the new Renaissance techniques—of compos-

ing long panoramas with cach plane receding into the distance,

and of drawing scattered details into vast, curving patterns.




As i the work of Bellini (s

2 ), Man appears t
I

perfectly integrated part of the 1. The two ti1

in the lower left corner of the « r at right belong to
landscape in the same way that the tiny figures of a Chinese scroll
arc an integral part of their mists and quict valleys (pages 9o-91).

No Northerner before Brueghel had scen landscape with such
breadth. In composition, Brueghel foreshadowed the new

Baroque style, which was born in Italy at the end of his lifetime-

1. Picter Brueghel the Elder: Children’s Games. 1560.
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2. Picter Brucghel the Elder: Waltersburg. 1554, Pen and brown ink.

As Brucghel trod the roads between Italy and his home-
land, the Netherlands, he saw not only beautiful and ma-
jestic landscapes, but scenes of terror and massacre, as well;
for in 1556, Philip Il had ascended the throne of Spain and
the Netherlands, and had given his support to the Inquisi-
tion which was attempting to keep the Protestant section of
the Netherlands from breaking away from Spain. Philip’s
cmissary, the Duke of Alba, was sent to crush the opposition.
Under the Duke’s iron hand, Netherlanders were massacred
and broken on the wheel or hung from gallows on the hill-
tops. Some of Brucghel’s paintings show these tall gallows
poles leaning in the wind, bearing shreds of clothing and
bones. But they, too, like the figures of soldiers and peasants
alike, are so closcly knit into the vast landscape that they
scem no more important to its rhythm than the flight of

birds or the fall of snow.
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THE BIRTH OF BAROQUE

ROME

Barogue stvie was initiated in Rome late in the 16th cen-
read across Europe during the next two hundred
\t first, it was a deliberate propaganda weapon for
the Counter-Reformation. The Council of Trent, which
laid down rules for this new holy war, established a new
principle for art. There was no place in this new scheme
for the Humanist researches or pleasures, or for scholarly,
private investigations. Art must have only one end: to
stamp out heresy and bring the people back into the
churches. It should excite their hearts and minds, and
inflame their senses with colors, shapes, and sounds. These
principles were quickly put to use as a surge of church
building continued under the Jesuit Order, established in
1534 by the fiery Spaniard, Ignatius Loyola.
Onc of the first Baroque-style edifices was the “Gesti,”

the mother church of the Jesuit Order, begun in Rome in

1568. In architecture, the style first took root. Soon, every
form of art was woven into a great religious panorama.
Music totally unlike the plainchants of medieval monks,
or the simple, Greek-style songs of the Renaissance, began
to be composed. In Baroque “polyphonic” music, many
voices joined in singing different, spiraling lines of melody.
These complex sounds, woven into rich patterns, were sup-
ported by the reverberations of great Baroque organs. The
same hunger for theatrical eftects influenced architecture,
painting, and sculpture. In whatever medium it expressed
itself, the Iralian Baroque style cried out for sudden con-
trasts of light and shadow, for massive forms which escape
their boundaries breaking out into space. Materials were
made to transform themselves into others, like Daphne’s
fingers into leaves (page 179, Fig. 4), or an entire ceiling

into clouds (page 180).

1. Giovanni Lorenzo Bernini: Piazza before St. Peter’s, Rome. Begun 1656.




3. Hoor plan: Church of the Gesii, Rome.

The architect Vignola actually based his plan
for the Gestt (Fig. 2) upon a much carlier
church by the Renaissance architect Alberti.
However, he has emphasized the design of
scrolls which join the lower horizontal sec-
tion of the fagade to the central tower; and
within the church, too, Vignola straddled
the old and the new, by setting a great dome
over the intersection of nave and transept,

and by sheathing the walls with varicolored

marble to enhance their splendor.
2. Giacomo Barozzi da Vignola: Church of the Gesii, Rome. Begun in 1568.

Gothic architecture had overwhelmed man by
its soaring lines and long naves; Renaissance
architecture with its low, horizontal lines and
circular plan, gave back to man his Classical
position of importance. The Baroque attempted
a marriage of these two styles, drawing the entire
floor plan into an oval, surmounted by a great
dome. Twin towers might be added, like those of
Gotnic cathedrals, only more stolid and pierlike.
Later, the walls were made to roll in and out so
that space itsclf scemed alive, compressed like
water between the rocking walls (Fig. 4).

A further step was taken by Borromini, who
broke the fagade of his San Carlo into great
curves and swags, as though he modeled its heavy
columns and balustrades in soft clay. The moving
genius of Italian Baroque style was Bernini. His
piazza in Rome (Fig. 1), is the summation of
Baroque space. Its two great winging arms, flung
out before the cathedral designed by Bramante,
with Michelangelo’s dome, encompass a space

big enough to hold thousands of worshipers.

4. Francesco Borromini: Church of San Carlo alle Quattro
Fontane, 1638-1646. Facade, 1665-1667.
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1. Michelangelo da Caravaggio: Conversion of St. Paul. 1601.

2. Michelangelo da Caravaggio: Boy Bitten by a Lizard. 1592-3.

In Baroque Italy, there was no longer any
place for the serene, softly lit works of such
artists as Raphacl or Titian. The new taste,
which artists like Michelangelo and Tintoretto
had foreshadowed, was for pictures showing
violent movement and sudden, shocking con-
trasts of light and shadow. A spokesman for
this new style was Caravaggio, a revolutionary
who pitched his art against both the serenity of
the Renaissance and the artificial works of his
own Mannerist contemporaries. It was Cara-
vaggio’s wish to show the ugly or grotesque
side of reality, with its coarse details and sprawl-
ing gestures. In a sense, he was reviving an idea
of the Late Gothic North: the representation of
wracked and tortured bodies. To make his
pictures even more compelling, Caravaggio set
his scenes so that one beam of white light
raked into the darkness, cutting like a blade
over flesh and bone. He meant this forced,
theatrical light to be as shocking as a spotlight
beamed onto a dark stage. He invented this
technique for religious pictures of peculiar
and novel power (Fig. 1). But like his other
Baroque contemporaries, Caravaggio also dis-
played his mastery of artistic techniques by
painting secular scenes in which light sprayed
across a series of objects—flesh, glass, and
flower petals—reverberating like a chord of

music (Fig. 2).




3. Giovanni Lorenzo Bernini: The Ecstasy of St. Theresa.
1645-1652. Marble, life-size.

“Is this figure alive, or is it stone?”” This was the question
Bernini intended his amazed audience to ask themselves as

they confronted his sculptures. Like his great colonnade be-

fore St. Peter’s (page 176), the arms of these figures, of

Apollo and Daphne, slash out into space, and they writhe
as if caught at a split sccond of violent action; their drapery
and flying locks of hair underscore the movement. But cven
this technical brilliance was not enough for Baroque taste.
Bernini’s great architectural group of St. Theresa is set like
an actual drama on a stage, within columns which frame it
like the proscenium of a theater, while light beamed from
above sprays over it. Though visitors to such dramas in
stone knew they were only a sculptor’s creation, their senses
might be persuaded for a moment that the illusion was real.
Onc of Bernini’s great monuments was the towering bronze
“baldachino,” or sculptured canopy, over the high altar in-
side St. Peter’s. This canopy 1s held aloft on twisting, 100-
ﬂu)t-])lgh columns whic h scem to float Uupw ards like smoke
in the streaming light from Michelangelo’s dome. Here,
light, clouds of incense, and the thunder of music were all

combined to overpower the spectator.

4. Giovanni Lorenzo Bernini: Apollo and Daphne. 1622-24. Marble, life-size
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1. Andrea Pozzo: The Entrance of St. Ignatius into Paradise. St. Ignatius, Rome. About 1702.

2. Baroque Harpsichord. Italian. 17th century.




3. Niccolo Salvi: Fountain of Trevi. Rome. 1732-1762.

As the Baroque style gathered force in Rome, it sent out waves
of influence throughout Europe. Works of art were made with
greater and greater scale and virtuosity, as though the artists
would stop at nothing to turn stone into sunlight or bronze into
water. In Rome and neighboring citics, a school of “trompe-
Pocil” ceiling painters developed. These artists expanded upon
the optical tricks used by some Venctian artists, such as Veronese
(page 168). Their techniques, sharpened by apprenticeship in the
Mannerist schools (page 158), now were lavished upon pictures
which made space seem to explode into infinite vistas. Pozzo,
who was a Jesuit, marked a small spot upon the floor beneath
this awesome ceiling, at which precise point the spectator must
stand in order to understand its complex perspectives. In this way
Pozzo meant to say that cach man must cast his whole being into
the hands of the Church.

This extravagant play of materials and effects continued in
popularity into the 18th century, but by this time, the crest of the
Baroque wave was riding over other parts of Europe.
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1. El Greco: Burial of Count Orgaz.

1586. 15'10” by 11°9”.



CATHOLIC BAROQUE

SPAIN, FLANDERS, AND VERSAILLES

As the Baroque style spread through Europe, it took some-
what different forms from country to country. But uni-
versally, the Baroque style continued to be preoccupied
with dramatic light and shadow, and a fondness for pano-
ramic space linked in strong patterns. Sometimes, the
Baroque continued to express the fervid, mystical emotions
which had initially produced it in Rome. At the same time,
chiefly in France, the Baroque style was taken up by artists
of a more reflective and philosophic attitude. For, curiously
enough, onc element of the Baroque ran parallel to scien-
tific thought. The 17th century was an age of abounding
scientific genius, and Newton and Kepler were two of
many scientists and astronomers whose major investigation
was that of light. Did it consist of waves, or particles, they
asked; was it a strecam of Divine Grace or a function of
mathematics and physics? Reflecting this scientific concern,
the spreading Baroque style began to put forth one more

current: dispassionate, or poetic studies of light streaming
through space.

At the same time, a new outlet for the artistic imagina-
tion was opening, into dreams of an ideal world, a golden
stage of nature upon which strange dramas might occur.
Thus was born the first intimation of the Romantic move-
ment, which was to mature two centuries later. And while
some artists dreamed of sublime landscapes, sun-washed
and screne, one king found a way to bring them to life.
Louis XIV, who ascended the French throne in 1643,
turned the new astronomical theories to his own exaltation,
by calling himself the “Sun King,” center of the universe.
Now the Baroque splendor and excitement, and breath-
taking contrasts of light, pattern, and matertals which
hitherto had been confined to individual works of art, were
all summoned to his presence in a stupendous panorama of
glass and stone, gardens, paintings, and sculpture.

2. Altar of the Transparente,
Toledo Cathedral.
Completed 1732.

El Greco was independent enough not to belong to any one school of painting.
Yet his art is as clearly Baroque in feeling and style as is the fantastic Altar of
the Transparente (Fig. 2), which was constructed over a century after his life-
time. Here, boiling clouds and flying angels carved out of colored marble and
spotlit from across the shadowy nave are a last achicvement of Baroque sculp-
ture. Church décor of this sort reached its climax in later 18th-century monas-
terics and cathedrals of Germany (sce page 208): but here, the work has been set
with more awesome cffect into the gloomy interior of a 13th-century Gothic
cathedral.

In El Greco’s time, Spain was a land torn between terrors of the Inquisition
and the religious fervor inspired by visionaries like St. Theresa. Into this whirl-
pool of mysticism, the artist had been drawn from his birthplace, Crete, where
he had learned the Byzantine manner of icon painting: sharp, angling shapes
bathed with golden light. In Venice he studied the soft, rushing brushwork of
Titian and the explosive compositions of Tintoretto. At about the time he
arrived in Spain, St. Theresa had written of an angel she had seen in a vision,
“Very beautiful . . . and his face was so aflame he appeared all on fire.” Again,
she wrote, “My bones are all dis_jnintcd!” These words might be descriptions
of El Greco’s own figures, wracked, their bones broken and drawn out into
writhing, flamelike patterns (see page 184).

In the complex painting shown at left, the nobles on the lower level are
clustered together and as accurately drawn as figures in any [talian Renaissance
group. But in the realm of heaven, above them, | 1 Greco has let his visionary
imagination run free to distort and recombinc his forms in a glowing, clectric
apotheosis of Baroque design. In the painting on page 185, El Greco, who
envisioned such extraordinary forms, has depicted what must have been a mov-

ing episode for him or any artist: the moment when ( hrist healed the blind man.







2. El Greco: Christ Healing the Blind Man.

1. El Greco: Adoration of the Shepherds.
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1. Peter Paul Rubens: The Garden of Love.

About 1638.

Rubens and Velasquez carried the Baroque
style of painting to its highest point. While
in his twenties, Rubens spent eight years in
Italy and then returned to his native
Antwerp to sct up the most productive
artist’s workshop in the Western world.
There, assisted by many apprentices, he
turned out portraits, religious paintings, and
mythological scenes as well as designs for
tapestrics, triumphal arches for parades, and
chariots and costumes for festivals. He made
a set of mural-size paintings which showed
the arrival of the Italian Marie de’ Medici
in Marseilles, for her marriage to King
Henry IV of France. These pictures hung
in the Luxembourg palace within Paris, and
were a living lesson in the Baroque style
to French painters of succeeding genera-
tions. Like his Flemish predecessor Brueghel,
Rubens loved to paint the swirling inter-
change of bodies dancing through space in
long, spiraling patterns. But his manner of
painting was far more advanced than
Brueghel’s, for he had mastered the Vene-
tian technique and carried it to its ultimate
point. No one before or since has painted
such living flesh tones, glowing and flick-
ering through ivory highlights, nor such
silks, satins, and flower petals, gleaming like
mother-of-pearl in candlelight.

2. Peter Paul Rubens: Head of a Child. 1616.




1. Diego Rodriquez de Silva y Velasquez: Maids of Honor (Las Mefiinas). 1636.

If one side of Spanish Baroque temperament expressed itself in ecstatically moving forms,
another side chose austere formality. The Escorial (Fig. 3), was Philip Is residence, a grim
enclave of monastery and church buildings, located in desolate country outside Madrid.
By the time Velasquez became Court Painter to Philip IV, this building had been given up
in favor of another palace. Yet its severe architecture and unadorned silhouette have some

of the impersonality of Velasquez painting. In Velasquez® lifetime, the power of the

Spanish Empire was declining. The Spanish Armada had been defeated by England in

1588, and by 1648, the crown had been forced to grant independence to Holland.
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3. The Escorial, near Madrid, Spain. 1563-1584.

2. Diego Rodriquez de Silva y Velasquez: Detail
from Portrait of a Young Spaniard. About 1628.

The atmosphere in the court of Philip IV was both grim and sad. Velasquez' method
of working, too, was as austere as Rubens’ was lavish. Sometimes Velasquez traveled to
Italy, and there had a chance to paint the extraordinary face and figure of the Pope. But
more often, he spent his days in the palace, painting the long-faced Spanish princesses and

their pet dwar fs and dogs (Fig. 1). Rubens™ brush was loaded and streaming with glossy

paint; Velasquez wiped his until it was almost dry. Then he drew it over layers ot dark
underpaint, catching the curious, still light which cut through shadows and fell in dry
grains upon red velvet, blond hair, jewels, and a mirror. Nor did Velasque:
pictures together, as Rubens did, in great moving clusters of shapes. Inst
figure re and there, almost at random. Then he pulled the design toget ts
iwht and r. so that, for mstance, a section of dusky l\.u]\jzlwlllh' ced
i figurc. This fascmating composition shows the p ith t
n a mirror in the background, the king and ted. For

ng was so compelling as this patent kind «

to br 1strol ;(vl"lll pamt.




3. Nicolas Poussin: The Holy Family.
Drawing. About 1647-48.
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1. Nicolas Poussin: The Gathering of the Ashes of Phocion. 1648.

2. Detail of (1).

Poussin and Claude Gellée (also known as Claude Lorrain), were the
French counterparts of Velasquez and Rubens: all belong to the
Baroque Age, although to different sides of it. Poussin’s style, like
Velasquez’, is cold and rational. His paintings are clearcut studies of
shapes set within deep space; the mood created by these forms may
be one of harmonious serenity. Claude’s art, by contrast, is full of
dramatic shadows and unexpected events. Both these French masters
spent their working years in Rome, which was not only the foun-
tainhead of Baroque style but also the home of the Late Renaissance.
Poussin was influenced especially by such works of Raphael’s as the
Vatican frescoes. Carefully composed, Poussin’s great landscape and
figure paintings generally focus upon some central image, or a major
figure toward which all the other elements are drawn by stately
diagonal lines or swinging chains of linked bodies (see pages 192—
193). Thus, the eye is drawn in a slow sequence, from shape to shape
in the painting above (Fig. 1), until it comes to rest upon the stately
Classical temple in the background, just as a series of musical chords
will finally resolve themselves into a dominant one. In the detail at
left from this large painting, one can see how each shape is clearly
delineated, like a stone block in sunlight. Later French painters like
Corot and Cézanne would learn from Poussin’s manner of painting.
Yet in spirit these works belong very much to the France of Poussin’s
time, in which court playwrights like Racine and Corneille were

composing dramas based on Classical themes in which their heroes
spoke in stately, balanced measures.




Claude, too, composed light-fill
g L g e A scapes set with ruins of Roman 1
1 : But the light itself is golden instead
white; it blurs and softens the edg:
things instead of marking them off sharply
and it falls, here and there, upon strange,
a moss-covered

half-recognizable shapes
tower, a fragment of ruined columns, a
plunder-laden ship from some Oriental
port. The manner in which these two artists
observed nature differed profoundly.

For Poussin, a study drawing (Fig. 3) was
almost a scientific aid to the understanding
of solid forms in light. For Claude, how-
ever, the drawing (Fig. 6) was an expression
of the ¢bb and flow of the elements, swept
onto the paper in dark washes from a looscly
held brush. Then, once back in his studio,
Claude made more imposing, carefully or-
ganized works, with all the forms majes-
tically drawn together toward a single focus
deep in the background. Poussin, however,
usually set an clegantly drawn subject just
at that focal point; Claude might leave the
space entircly open, as though only distant
horizons lay where the eye finally rested
(Fig. 5). This kind of composition may leave
one feeling vaguely suspended, as though
the last note in a scale hung in the air, un-
sounded. In this, Claude prefigures the Ro-
mantics of the 19th century. But before
then, his art was to have its influence upon
the landscape painters of Holland and Eng-
land (see pages 200, 222).

4. Detail of (5).

5. Claudce Lorrain: The Embarkation of the Queen of Sheba. 1648.
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1. Nicolas Poussin: Rape of the Sabine Women, Before 163




1. Rembrandtvan Rijn: The Sampling Officials of the Drapers” Guild. 1662.

PROTESTANT BAROQUE

HOLLAND, ENGLAND, THE COLONIES

Seventeenth-century Holland had no need for the gran-
diosc arts of Baroque Italy, Spain, or France. There were
no courts to pay for such magnificence, nor Catholic
churches to be decorated with religious images. The
Protestant point of view went back to Moses™ law against
graven images. John Calvin himself put it this way: “Man
should not paint or carve anything except what he can see
around him, so that God’s majesty may not be corrupted
by fantasies.” So it was to the objects in the world around
him that the Dutch painter turned. Portraits of individuals
and of assembled guild members, officers of clubs and in-

stitutions were very popular. So were landscapes of the

placid Dutch countryside; and so were still-lifes and
“genre” scenes, intimate glimpses of middle-class home life.
A great flurry of picture production went on in Holland
along these rather modest lines; and several geniuses were
born into this world too, who ranked alongside other
Baroque masters of Flanders and southern Europe like
Rubens, Velasquez, and Bernini.

Across the Channel in England, the reigning genius of
the century was the architect; in the other visual arts,
England was still slowly absorbing the Italian Renaissance
and Baroque lessons and transmitting them far afield, to her

colonies in the New World.




Rembrandt was the greatest artist of th Baroque North. His art,
like that of Titian, Michelangelo, and Leonardo, overleapt bound-
aries of place and style and foreshadowed many future develop-
ments in art. He first won considerable success in his portraits of
sleck, well-scrubbed Dutchmen and their wives. In these years,
Rembrandt was married to the lovely Saskia, whom he often
painted in mythological or poetic costume. In this picture (Fig. 2)
she wears the headdress of Ceres, the Roman goddess of the ficlds.
After Saskia’s death, Rembrandt gradually withdrew from the
world of commissions, although now and then he was called on
to make a group portrait, like The Sampling O fficials of the
Drapers’ Guild (Fig. 1). But his subjects are no longer scrubbed and
tidy. Now, deep golden shadows wash the faces, light-splashed
and drawn into moving patterns like those of Italian Baroque
paintings. These faces do not secem complacent; they are men
troubled and saddened by experience. At this time, Rembrandt
found many moving subjects among the Jews in Amsterdam’s
Ghetto; and within the deepening shadows of his own face, he
examined the gradual encroachment of age and melancholy. Like
his contemporary in Italy, Claude Lorrain, Rembrandt loved
suggestions of exotic foreign lands: turbaned Arabs or costumed
Romans with great golden swords (pages 198-199); strange
architecture reaching up into the dark sky. He broke the rigid
Protestant rule against religious subjects and painted many scenes
of the Old and New Testament.

In these forcign and forbidden images, Rembrandt must have
found intimations of a wider, moodicr, more heroic world than
the Dutch one he had apparently outgrown. As this mood of
estrangement deepencd, his pictures grew darker. Billowing
shadows congeal behind the figures, forcing them into the fore-
ground. Sometimes Rembrandt built ridges and bumps of paint
like clay onto the canvas to make the surface richer. This kind of
surface is called “impasto.” Many later painters used it to cnrich
the cffect of their lights and shadows. Rembrandt never ceased to
be absorbed by the natural world around him. If his paintings
could be so very complex and full of mysterious suggestions of

forms, his drawing could be as simple and precise as a Sung ink

2. Rembrandt van Rijn: Saskia as Flora. 1634.

sketch (Fig. 3). In years to come, Rembrandt’s art was despised
for its dark and somber unquict; not until the 19th century, when
the Romantic Movement reawakened interest in dark colors

and brooding subjects, was Rembrandt’s genius acknowledged.

3, Rembrandt

van Ruyn: A Winter Land









1. Frans Hals: The Jester. Before 1626.

One of the main portals through which
Italian Baroque style entered Holland was
the workshop of Peter Paul Rubens in
Flanders. The Dutch painter Frans Hals had
known and admired Rubens when both
were students. Later, after the example of
Rubens’ work, Hals developed a particular
zest for painting and a brushstroke that
made him famous. With a square, loaded
brush, he slapped on color, drawing in
brisk, angular dashes that seem almost alive.
His specialty was the portrait, and though
his moment of popularity was brief, he
made some of the most personal, lively
images in history, catching the glint of his
sitter’s eye, the rumpled fabric of his shirt,
the turn of his shoulders (Fig. 1). But like
Rembrandt, Hals had independence of style
which appealed little to Dutch taste, and
he died in poverty. In Holland, which was
overpopulated with painters anxious to
please the common taste, these great artists

went Ullﬂ})}‘]'t‘t‘iﬂtcd in their own dll}'.
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