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About this eBook

Due to the complex integration of images
and text, this DK eBook has been formatted
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DEFINING
ART



What is Art?

Art encompasses a diverse range of creative human
expression and activity, which results in the production
of works that variously display technical skills, aesthetic
decisions, emotional power, intellectual theories, and

conceptual ideas.

A way of thinking

Trying Lo explain in words the
overwhelmingly visual medium of
arl is no easy maller—especially
as there is no universally agreed
definition of what art actually

i5. There have been allempls
throughout history and across
cultures, bul these explanations
have themselves shiflled as Limes
have changed. Art's elusive nature
is partly due 1o its subjectlivily—il
means different things Lo different
people. Arlists themselves have

FROM 1912 TO 1952,
ART WAS AN EVENT
IN THE OLYMPICS

different views on whal art is, with
some believing it is an inherently
political undertaking, while others
view il as an activity that has value
in and of itsell. Then there are
those who see arl as a process,
the act of making forms and the
expression of visual gualities.

It might be safer to say that art
is a way of thinking. Arlists are
curious by nature and want Lo
guestion the world. For the artist,
arl never stops; it is a lifelong
commilment Lo learning and
maslering a visual language
and material vocabulary.

As a praclice, L is separale
from decorative arts and is often
referred to as fine art because
of ils subject matter and aesthetic




and conceptual content. Art
appeals to the human need Lo
make things and Lo express
emotion. Art describes life and the
imagination, poses philosophical
gquestions, and communicates on
a deep visual level.

A powerful force
Art can consist of craflled objects,
such as paintings and sculptures,
or it can be performed. Arl can be
made for a gallery, for the outdoor
environment, for a domestlic space,
or for the digital world. It can be
made Lo last or Lemporary.
Art may also be seen as
dangerous, giving expression
Lo powerful ideas. It has been
suppressed by authorities for being
“degenerate.” Arl can represent
the ineffable and the intangible
or lurn an idea into something
concrele and compelling. ArL
makes connections across cullures
and across Lime, and it is carried
ever forward by those who make
it—and those who enjoy iL.

WHY IS SOME
ART SO EXPENSIVE?

Artworks by a small
number of famous artists have
become a prestigious form of
investment for the super-rich.
However, most artists’
% work is sold for much
\ smaller sums.




What Does
Art Do?

A successful artwork is one that makes

the viewer think and ask questions—abhout

what the work means, what it is trying to

say, and how it is saying it. More personally,
it should provoke the viewer into thinking
about their relationship with the work and

why they are affected by it.

The role of art

Arl is a complex language made up of visual qualities,
malerial processes, and subject matler and content. It
also incorporales the identity of the artist thal makes il
Arl can be mystlerious or direcl, beautiful or grolesque,
but it always communicales in some way wilth the
viewer. Some art is intended o be appreciated for the
gualities of its form and its use of crafl and skill, giving
Lhe viewer an assthelic experience. Socially engaged
art is meant Lo communicale a particular point of view
Lo the audience and Lo effect change. Expressive
artworks connect emotionally with the viewer and
creale a sense of empathy. Narralive artworks creale
worlds and scenarios that might be real or imaginary,
but which draw in the viewer.

It was only from the early 1400s
that artists began to be known

by name and celebrated for g
their creativity. Before then, |f.
art was made by nameless L

artisans who were viewed as
craftsmen rather than artists.

Tells a story
Art can tell a story and take
the viewer into an imaginative,
fictional world or an enhanced
reality. Storytelling can be explored
through a series of images, where
the viewer “reads” the tale through
sequential compositions or
through the use of narrative
imagery or metaphor in
single artworks.

meaning
Art conveys meaning by the
way it is made, its appearance,
and its context. The exact meaning
of an artwork can be difficult to
identify, as artists often try not to be
obvious or literal, aiming for a
more subtle approach that
encourages the viewer to
spend time considening
the work.
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SHOULD ART
BE BEAUTIFUL?

Expresses feeling
Art is particularly suited to
expressing feeling and emotion
as it communicates on a deep
visual level The artist might express
their own emotions through the

work, or suggest a particular

mood, which the viewer can
then feel through their
experience of the piece.

Art reflects and comments on
life, so it should be beautiful—
but it should also be ugly,
confusing, happy, sad, strange,
and any other human quality
it is possible to think
of, too.

Provides
aesthetic pleasure
Whilst some art is deliberately
difficult, provocative, or “ughy®,
other art is intended to be
experienced as beautiful or

aesthetically pleasing. This gives
the viewer a sense of pleasure,
space to rgﬂett, and a Mmm
connection to the aice. Public art is effective in
artwork. conveying messages to a wide
audience, while individual artists
tend to use a more personal, allusive
approach to share their concerns,
engaging in more of a dialogue
with viewers than state-
sponsored or corporate

art can offer.

Reflects the
world around it
One of art’s maost powerful
and useful gualities is that it can
be used to hold a mirror up to
society. Some art asks people to
think about difficult subjects, such
as death, loss, conflict, or poverty,
often through creating or using
confronting or disturbing
images to provoke
a response.

Explores pure line,
color, or shape
Art does not have to contain a
message. It can be purely formal,
an exerdse in exploring a work's
wvisual or physical qualities and how
they affect the viewer through
elements such as the
arrangement of shape,
color, scale, and the
rmaterials used.




MIXED

The art of the material world
Textiles are now widely used in art, in “soft sculpture”
processes such as quilting and sewing. Paper art
includes the genre of artists’ books, which artists
often make and bind themselves, and paper
sculpture. Installation art is where the artist creates
an ervironment in which the viewer moves and
interacts. Mixed media combines elements of
different art forms into individual
pieces or works.

OTHER

Art as an experience

TWO-DIMENSIONAL

Picturing the world
Two-dimensional art forms encompass mark
making, color, line, gesture, and surface.
Surfaces range from paper and canvas to wood
and even walls. Painting and drawing have a
spontaneous, immediate quality and are closely
related, with artists often working with both
media Printmaking is more prooess- based,
with the use of print presses. Murals can be
large-scale indoor and outdoor works.

Conceptual art and performance art
ariginated in the early 20th century but
became more widespread in the 1960s, when
artists guestioned the meaning and the role
of art itself in a time of intense social and
political unrest. Performance uses the human
body as a medium and can be interactive,
and digital and film explore how cinematic
processes and computer technologies can

convey artistic ideas.

&

CAN SOUND
BE ART?

In 1913-1930, the Futurist Luigi
Russolo built the first sound art
pieces—"noise machines.” Since
then, sound has been used in
installations, performance art,
kinetic sculptures, digital
art, and more.

Fine art was once distinguished

from craft as it was seen as having |1 . 1.
an intellectual content that its more | I 1 N
functional counterpart lacked. I 1 .
Today, it is agreed that utilitarian B B R
objects, whether it is a pot, a chair, I 1
or piece of embroidery, can have | T 1
artistic merit, or simply be a work N ] . |
of art in their own right.




DEFINING ART

Forms of Art

Art can embody many forms, having evolved
from ancient practices of painting, drawing, and
sculpture, to encompass contemporary art forms
such as performance and video. The 20th century
produced a radical transformation and expansion
in what could be considered art.

How artists choose their art form
Artists select their chosen media for many
different reasons. For some arlists, the idea or
concepl is the principle thal decides the form that
Lhe artwork should take. Other artists feel an
affiliation with a particular medium or material
process, or they may prefer o work in Lwo or three
dimensions. Many artists work across media,
using and even combining different arl forms

Lo creale mixed media works or environments.
Becoming skilled in any art form requires study
and practice Lo build experience and [acility.

e

Forms of Art

THREE-DIMEMSIOMAL

Embaodied art you can feel and touch
Sculpture can be made out of any material.
Conternporary sculpture often combines

different and unuswal iterns, such as found
objects or building matenals. Traditional
sculpting matter includes marble and stone, as
well as bronee and plaster, which require a
casting process. Once made as purely functional

HUMANS HAVE BEEN MAKING R~ mdew e

FIGURATIVE SCULPTURES FOR
AT LEAST 35,000 YEARS
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Although they are mainly used for s
mixing paint on palettes, paint knives “ SLOW, TEXTURED -
can also be used to make marks by s EXPRESSIVE
applying paint directly to a painting.
BROAD,
This tends to create the kind of thick, CESTURAL MARK MARKS
heavy marks typically used in impasto, ;
giving a work an expressive and -. FLUID. RAPID
heavily textured quality. MARK
- i
Head isimplied
using simplified
11-..‘-" mark making in
?1. twwo tones
!F' Paint
is applied
peneroushy

Making

Mark making describes the
visible actions used in creating
an artwork and how those
actions are carried out through
gesture and strokes.

Approaches to mark making

Mark making is inherent to both a work's overall
slyle and (o its emolional impacl—marks are the
Langible link between the artist and the viewer.
Mark making expresses emolion and physical
action: it can be spontaneous, showing speed and
intuition, or planned, using line qualily or repelilion

With drawing materials such as charcoal (see pp.22—

23), loose marks and smudges create immediacy,
while pencil is often used for smaller, more detailed
lines and patterns. In painting,

Gestural strokes using brushes with
coarse hairs can be used to imply
texture, solidity, or movernent. This
also helps establish the "cone”
elements of the image.

Broad, fast
strokes convey
a feeling of
immediacy

mark making can incorporale .Pg\ﬁ'
poured paint, drips, Q‘t'
or flatness as well -b" Use of dry brush
brushstrok # e effect suggests
a6 retEmEe &'-‘h.. = mﬁ'“& MOVement
B
0
Mark making with oils

il paint has a versatility
that embraces many
types of mark making.

A few examples are
shown here, illustrating
principles that artists
can apply across a range
of other drawing and
painting media.

Dry brush marks can be made with
coarse brushes, often using repetitive
movermnents. This creates mottled,
textured effects, with indisidual
marks blending topether.



£
ﬂ@u"
e/
Small ﬁ‘-ﬂl

details
Unfinished .
quality adds
dynamism

Fine detail is added wsing controlled, slow
rmarks with a small brush. Lines,
patterns, or fine dots can also be

added in this way. Fine marks can
gve a work detail and
visual interest

Farm is
imipressionistic
rather than

detailed

Exprassive mark
miaking shows
the artist's hand
at work

Looser, more wigorous marks can be used
to show the physical act of painting or
drawing on the canvas and suggest

expression, feeling, and action.

ELEMENTS OF ART

Mark Making 1 8 f 1 9

IS MARK MAKING
PURELY VISUAL?

Mark making can be aural
as much as visual. 5ound artists
often use particular sounds,
noises, and “glitches” to
enhance their work or make

it identifiably theirs.

Mark making in sculpture

In sculpture, artists can choose whether Lo
disguise the physical act of mark making

or draw allention Lo it as part of the work.
Movement can be implied by using visible
marks, for example, leaving hand marks in
clay or emphasizing rough carving marks in
wood or stone. In structural processes such
as welding or casting, the arlist may leave
their mark making in place or smooth it off
Lo creale a “cleaner” effect.

Incised marks
reveal material
beneath

Smiooth, lifelike
areas contrast
with rough
marks

confident ‘&‘

miark ‘%

. A Fine finish
= hoes art of
ia echioes art o

the past
’

_.;ﬂ.—...—l-—-"

Scarring and sgraffito

Sculptor Henry Moore “scarred” some of his plaster
works, cutting in lines to gree the pieces a feeling of
fragility. Sgraffito is where the sculptor scratches away a
top layer of matenal to reveal a contrasting underlayer.
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FIX
A CANDLE

Short-bristled,
flat-headed brush
wsed fior short,
controlled strokes
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AMNGULAR FLAT ]
BRUSH g
=
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Stick with a pad on one end,
used by the artist to steady or
rest their arm against the
canvas when painting

Fine brush used for
miaking wariable lines,
where prassure is
adjusted to alter

— the thickness
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Any brush can be used Lo

apply any kind of paint. The

main consideration when

selecting one is the kind of

mark the artist wants Lo
make. Flal head brushes
creals fine lines and flat
marks; round head brushes
move paint around softly;
decoralor brushes make
large, sweeping geslures;
and fan brushes create sofl
edges and blurring effects.

HAMMER

File used to smooth
down inaccessible
areas in soulpturas
made from hard
miaterial

Hard materials such as
slone and wood require
carving tools such as
chisels and mallels and
abrasive finishing Lools
Lo creale Lthe required
Lexture. Sofl malerials
such as clay require
modeling tools. Metal
modeling tools creale a
sharper, more incisive
mark, while plastic tools
make softer marks.

2

. Sharp tool used for
cutting, trimming,
and sculpting clay
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Tools

There are certain key tools that traditionally

form the backbone of an artist’s toolbox. In practice,
however, an artist can make use of any object that
can be employed to make a mark.

From brushes to chain saws

It is useful Lo have a wide range of conventional tools when
making arl. A painter, for example, will usually have a wide
selection of brushes, ranging rom fine to large, decorator-style
examples. Sculptors should have a selection of carving or modeling
Lools suitable for the materials Lthey wish o use. Beyond these
expected ilems, however, artists also use unconventional Lools

Lo help them in their work. Artist Helen Frankenthaler used large
foor brushes and mops Lo creale huge swaths of luminous color an
canvas, and Germany’s Georg Baselitz used a chain saw and axes
Lo carve expressive large-scale heads and fligures in wood.

Using flat surfaces

Flal surfaces [or painting and drawing provide CEWES;;
are cotton

supporl and resistance Lo mark making and ar linen

brushstrokes. The particular type of surface helps
determine the Quidity and texture of the paint |
applied. In addition to wood, canvas, and paper, "
unusual surfaces that have interesting lextures
or lransparencies can be used, such as Perspex or
acrylic sheels, glass, and even melal.

Thick, absorbent paper
works best for sketch pads

MDF is compressed wood
fiber, wax, and resin

Sketch pads
Sketch pads are used to MODF or wood is treated with
note ideas and jot down a primer such a pesso to give
experiments. Charcoal, chalk,  a hard finish; unprimed MDF
and pastels can smudge so and wood have a raw feel
require a fixative spray. and are more absorbent.

Board Canvas

and is very durable. Its
absorbency helps protect

against paint chipping.

Stretched and primed canvas
has a pood level of resistance

DOES A BRUSH'S
HAIR TYPE MATTER?

Natural hairs, especially sable,

are porous and flexible, making
them ideal for use with oil-
based paints; synthetic fibers,

being stiffer and less
absorbent, work better
for watercolors.

Household tools are an inexpensive
and inventive way to create
interesting marks. Large floor
brushes, scourers, or steel wool

can be used to create abrasions,
texture, and surface details in
painting and sculpture.

Sponges

Sponges create a
mottled effect and
can be used to erase
or swipe paint.

Scourers

Scourers create

a scratchy texture that
works with paint, clay,
or plaster.

Paint roller

A roller covers large
areas quickly, creating
a flat surface without
visible brushstrokes.




Pencils and Charcoal

Drawing is one of the oldest forms of visual art, with the Line and texture
Initial sketches allow the artist bo map

first known charcoal sketches dating from the Paleolithic out the composition, and lines can be
. easily erased and edited; later in the
era, 30,000 years ago. The most common and widespread | . fuding and crosshatching

drawing tool today is the pencil, comprised of a graphite Eﬂ:ﬁ:;ﬂ,ﬂﬂ{f. ;;ﬂ'umﬂ to
core enclosed in a wooden shell. '

Instant marks Ellipse used to mark _ Light, soft areas
First developed during the 16th out parspective in " of blending tones
) rough sketches "-.,_ TITTL add highlights and

and 17th centuries, the pencil is a
versalile drawing tool and provides
the most immediale, responsive
form of drawing. It instantaneously
records the movements of the hand, First marks set _
leaving a physical mark thal is outlinesand
. larpe shapes
waler-resistant and reasonably
durable but that can also be erased
il required. Graphile comes in varying
degrees of hardness (see right)).

™ give the impression
s *‘ —.l i ! of reflections
-

Shading with hatching . -
Multaple lines can be used to create =
the illusion of shade, shape, depth,

shadow, and more. Spacing can be 1
increased or decreased to adjust how '\
dark the area will be. This is typically

done with dark, clear lines.

Linear hatching
adds depth

Layered . —
lines used ;
for shadows L
=,
L

Intersecting
lines can depict
[elalyiallly |

Initial lines often made
with the pencil held
DOUBLE lightly halfway down the
CROSSHATCHING shaft to keep marks loose




Hard graphite makes
pale lines

M=

“H" indicates hardness

i~
I~

Medium hardness creates a
versatile, mid-grey line

"B indicates black color

119
:

Dense lines from dark,
soft graphite

;
:

HOW WERE THE
FIRST PENCILS MADE?

Graphite pencils were
originally bound with
string before hollow wood
casings were invented and J
mass-produced during the /
Industrial Revolution.

MEDIA AND MATERIALS
Pencils and Charcoal

22123
ONCE FINISHED, CHARCOAL
DRAWINGS

FIXATIVE SPRAY;
SMUDGE

Charcoal

The earliest drawing tools in the
Paleolithic era (see pp.144—45) were
made using whalever malerials were
on hand, and, as a by-product of wood
fires, charcoal was widely available. It
remains a key part of an artist’s tool Kit;

its texture allows for a range of marks Medium sticks
and makes it perfect for capluring the of charcoal
human form (see pp 68—69). Smudging  mark making

effects (“sweelening™) can be achieved Thinsticks held at the tip

create fine limes, while
rougher areas are made
with the longer edge.
Both can be smudged.

with a tortillon (a tool made of rolled
paper) or a finger, while highlights are
made with a pully eraser.

Soft smudpes
imply shadow

Precize,
dark lines

The Roman stylus was an early precursor of the pencil. A
pointed instrument made from lead, it could make marks
on parchment, papyrus, or wax-coated tablets. A scraper
at the other end was used for rubbing marks out.

Flat edge for
rubbing ouwt

Pointed tip for

mark-mizking ROMAM STYLI




Brush handle i traditionally
n s made from bamboo

Inks have various uses in art,

and painting with ink is mostly
associated with the traditional art
of east Asia, notably China, where
it has been practiced for millennia.
Mixed with water, the ink is
applied using a brush.

Fine tradition

Calligraphy (Lhe arl of decorative wriling)

and painting were two Lraditional art The brush

forms that the Chinese scholar was Atraditional Chinece
expected Lo master. Both practices mﬁﬁ::n"::b ﬂa
required ink, brushes, and an absorbent anirmal hairs for bristles,
surface, such as rice paper or silk. The closely packed to hold a
earliest surviving ink paintings date from Bpcet aSonum: ofinic
around 700ce. Subjects for raditional

Chinese ink paintings include plants and

fNowers, landseapes, animals, and _ Weightoliithe
religious scenes, depicled in a variely of

slyles thal accentuale Lthe different marks

and Lonal variation the artist can

make with the brush and ink.

!

\

L Loop enables
washed brush to
be hung up to dry

Brush is held
vertically, not
touching the palm
of the hand, when
writing calligraphy

Tip, dipped in ink,
tapers to a fine point




Daarker outline i Ink wash is Using a seal

made using a fine applied using the The artist may use two seals—one representing
side of the brush  yin, the other, yang— to sign their name. They
press each seal block into the red paste, then

brush tip

make a mark on the painting.

Making marks
Skilled application of
varying pressure allows the
same brush to be used to
make different types of
strokes, from fine to broad.

Brush is held so

the side of the

.‘Ikl.:l!)ﬁ! l-ﬂ Iﬂstic_k ) ) Bristles can make
Tradibonal ink comes in a solid stick contact with

form. The inkstick is ground in a
stane mortar (inkstone) and mixed
with water to create a liquid ink

the paper

Fresh water Ground inkstick
inwell mixes with water

Ink is contained

INKSTICK IN INKSTOME

CROSS5-SECTION OF INKSTOME

WHEN WAS INK
FIRST DEVELOPED?

Chinese ink paintings were
not always designed to

hang on walls; instead, they
decorated everyday objects
or were painted onto scrolls
of silk or paper for private
contemplation. These scrolls
were read from right to left
or top to bottom, or both.

It is thought that the first
inks were invented by the
Chinese and the Egyptians
around the same time—

approximately
2,500 BeE.

THE OLDEST
INK BRUSH
DATES FROM
475-221 BcE
e




e $70 million
THE AUCTION PRICEIN
US DOLLARS FOR A CHALK

Material consists of dry,

powdery pigment held
together with binder

Pastels
and Chalks

Chalk has been used to make artwork since Stone Age
times, available as a naturally occurring mineral that
leaves a crumbly white, red, or black mark. Pastels were
developed during the Renaissance period, created by
combining colored pigments with gum Arabic and fillers
bound together to form a finger-size stick.

Uses and movements R
Chalk's ready availability has made it a Natura;dfmpusits ng.au.;
cheap and accessible drawing malterial for R

it a perfect drawing material
millennia (see pp.144—458). It was used by fo create cave art.
Renaissance arlists (see pp.176-79) [or
preliminary studies on paper or vellum
(Lrealed animal skin). The colorful pastel
became popular in the 1700s, particularly
in French portraiture, and later with 19th
century Impressionists (see pp.192-93).

Renaissance

Subtle and erasable, chalk
wias used by the Renaiszance
masters to make rapid.
working studies of form.

PAINTING BY CY TWOMBLY SOLD IN 2015

Paper must hawve
enough "tooth”
{texture) for the

pastel to grip

Contact with the

drawing surface makes
crumbdly, challky marks

Portrait

The soft, saturated colors

of pastel were well suited to
capturing the skin tones in
some 18th-century portraits.

Impressionists

The broad color range and
portability of pastels made
them a favorite art medium
amang some |mpressionists.



MEDIA AND MATERIALS

Black, red, or
broswn color

Mamed after its inventor, Micolas-
Jacques Conté, the conté crayon

is a drawing material commonly
used alongside pastels and chalk.
Made from colored pigments
mixed with graphite and clay, it is
harder than both pastel and chalk
and allows the user to create more
defined, less crumbly lines.

CONTE CRAYON

Pastels and Chalks

WORKS PROTECTED?

Pastel and chalk drawings
can become easily blurred
or smudged, which means
finished works need to be
protected by glassor a

glue- or gum-based

Painting in dry color

Both pastels and chalk are quicker Lo use and
easler Lo transport than paint, while allowing
more painterly effects than pencil or charcoal,
making them perfect for capluring subjectls

on its side and dragging it across the drawing
surface. It can be repeated wsing different colors o
create a combinabion of hues that are not
cormplebely mixed.

Pastel tip forms T:-b i

fixative spray.

from life. With technigques such as layering,
blending, and crosshalching, they enable the
rapid buildup of form to create subtle, yet
[ull-bodied, effects and are a popular medium
among beginners and professional artists.

defimed line

i

of color
P -
Ll 1\';:1:3 1:
N
0 T
;\\%&j{' ‘*':‘h
i -,I..a;lﬁ‘-‘n,
Edge or tip

Thinner, bolder, and more precise lines

are achieved using the tip of the chalk or
jpastel. To cover greater areas of the drawing
surface, the long edge of a large block of
pigment can be used.

Finger blends two Crossed parallel
colors together lines create a
woven effect

Blending (“sweetening”) i Crosshatching ;

This process s similar to layering and is achieved
using a fingertip or the edpe of the pastel or
chalk stick to rub two or more colors together.
The technique can create completely new hues.

This technique involves using the tip of the chalk or
jpastel to form a series of parallel lines (hatching).
These lines are overlapped at an angle with other
colors to create dense areas of color or shade.
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Brushes and blocks & .
: ; Working from
Watercolors can be applied wn}_l broad, light to dark, the artist Blurred ocutline
flat, or fan brushes Lo creale wide washes may leave patches of the pives the
ar with thin, pointed brushes for fine unpainted surface visible o impression of .
detail Rougher brushes can be used achieve areas of white highlights. movement

Lo creale a scratchy, stippled eflect.

FIME ROUMND SABLE BRUSH

FLAT HOG BRISTLE BRUSH

ROUND SABLE BRUSH

& Blended tones and

% L] colors create
- = o s
= -y
FLAT SYMTHETIC BRUSH
Thick and thin —_
filaments A
[ - p
2 Washes can be
SYNTHETIC FAN BLENDER . used to cover large areas

with a swath of color
of varying intensity. The artist
can then paint over the

surface when it is dry. I

/

PAINT BLOCKS

Paint pans

Liguid watercolor paint can be dried, stored
in pans, then rewetted. This makes it a useful
medium for working outside without the
paint drying out.

WHEN DID
WATERCOLORS
BECOME POFPULAR?

Woatercolors can also be encased
as pencils, combining their fluid -
wersatility with the controlled precision

of a drawing tool. They can be used

directly on wet surfaces to create

blended effects or applied dry, -8
to create defined lines of color

that can then be wetted Sharpened paint

by a brush later. creates precise lines

Watercolor gained
popularity in the 1700s as
new, portable equipment
meant that artists
could work outside
their studios.

-y
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|
'Watercolor s
* Walercolors are created by binding colored

. . g pigments with gum arabic, which can then be _
Used since medieval times, watercolor dissolved in waler Lo creale semilransparent

paint's fluid, translucent qualities make paint. Varying levels of color saturation can

it a perfect medium for building up be achieved by mixing this paint with differing
btle 1 ] amounts of waler Lo creale grealer or lesser
su € layers ol color. translucency. Artists apply watercolor paints

Lo absorbent paper containing cotton fibers,

TRADITIONAL preventing distortion when the paint dries.
English painter JM.W. Turner (see pp.188-189)
WATERCOLOR y was one of the most prolific watercolor painters,
REC' PES 1 HON EY often using the wel-on-wel lechnigue (see below).

Color applied with
less water for added
intensity

Combining techniques

By combining various methods
of applying watercolors, an artist
cafn quickly and easily achieve
different effects. This makes
watercolors well suited for
captuning the natural world.

We,
aQ,
+
- 0 q? Finely tipped As the artist &:‘:\
.é:; Using a dry, firm Q-é brushes are used for applies watercolor to a
& brush, the artist ficks and painting precise detail, wet surface, the paint "bleeds®
Frd splatters watercolor paint warking over dried areas of and blends together to create a
5.- onto the surface. broader color washes. ‘ Muid “wet-on-wet” effect.
a
[




‘Watercolor Wood Cardboard Canwvas

Gouache

Gouache paint is produced by mixing
watercolors with white pigment and
gum to create a paint that is more
opacue than watercolor.

Properties of gouache
The opacity of gouache depends on the amount of Acrylic can Ink can be used
waler it is mixed with, so it can perform in a similar :E:ﬁfﬂ':; st
way Lo both watercolor and more opagque media such —
as oils and acrylics. Unlike acrylics, which cannot

be reworked once dried, gouache painl can be 9
“reactivated” with water. This versaltile painl can be
applied with a range of brushes on a variely of
surfaces and worked alongside other mixed media.

Charcoal provides texture

— Applying paint directly creates heavy lines and solid colors

Pencils can provide detail and shading
-
-

Thinned paint produces a light consistency and translucent colors

S
/ .~ Soft watercolor brushes create subtle effects
Range of tones from
dense to subtle enabled &5 Mylon brushes allow smooth strokes
— by heavy pigment content -~ .
’ - _— Stiff bristle brushes add texture
1
Varying tones Surfaces, tools, and mixed media
Water-soluble pouache can create thick, | Wet brush Gouache works well on vanous surfaces
heavy lines and blocks of color or can be reactivates and with a variety of tools. Itis a popular
thinned to create subtle tones and washes dried paint paint for use in mixed media art, alongside

that resernble watercolor. inks, pencils, charcoal, and other paints.




MEDIA AND MATERIALS
Gouache

Techniques

Gouache's versalility allows artists Lo implement a wider
range of techniques than is possible with most other
paints on their own. Gouache can be thinned Lo creale
walercolor-like washes, but it can also be applied in opague
layers of color like acrylics. With thickened gouache, the
color lies on top in a continwous layer, allowing the artist

Lo build up consistent opague areas.

WHERE DOES THE
NAME GOUACHE
COME FROM?

The French term gouache,
which also used to known
as "“bodycolor,” comes from

Layers can be worked
from dark to light

Highlighting
Unlike normal watercolors, gouache
can be used to pick out highlights over
the top of previous paint layers, once
the earlier layers have dred.

Adds dark and
light values

Dry brushing
When a minimal amount of water is
used, pouache remains a very thick
paint, perfect for dry brushing and
building up areas of textured impasto.

Gouache can be thinned with different

the ltalian word guazzo,
meaning “puddle”
or “pool”

Paint can be
blended directhy

HENRI MATISSE
USED GOUACHE TO
MAKE HIS FAMOUS
CUTOUTS

Gradients

The flexibility and transportability
of gouache make it a useful material
to employ outside of a traditional
artist studio. It was particularly
favored by artists making scientific
illustrations of the natural world,
from the 1/00s until the present day.

amounts of water to create gradients
of translucency that range from
opaque to almost entirely transparent.

Washes create backgrounds
or build layers of color

White pouache
used for highlights

Bright colors and
matte chalky finish

Washes
Once the desired level of translucency
is achieved, pouache can be used to
cover large areas of a surface, using

BOTAMICAL ILLUSTRATION
washes applied with wide brushes. % &




A new kind of paint
Acrylic paint is durable, versatile, and,
unlike oil paint, can be mixed with
waler. This gives it a faster drying
time, allowing artists to work quickly
without having Lo wail long periods Lo
apply new layers of paint. Acrylics can
be used on surfaces nol suitable for oils
and do not require chemical solvents Lo
thin, making them safer and more
convenient. They can also be mixed
with additives and gels to achieve
different effects.

© 0

CHEAI“I‘G EASY TO MIX

Acrylic colors tend to be
bright, bold and opagque
when undiluted

I Acrylic paints can retain
their strength of color
even when diluted

Diried paint can

FASTDRYING MNOMFLAMMABLE e

commect mistakes
KEY CHARACTERISTICS

/n
Acrylic Paint

Acrylic paints were developed in the 1940s and
1950s, initially for industrial use. They soon became
popular with artists for their bold, flat colors, opacity,
and crisp finish, as well as their versatility—they can

be diluted to create large, watercolor-like washes
or used undiluted like oil paints.

WHO INVENTED
ACRYLIC PAINT?

German chemist
Otto Rohm was one of
the first to develop acrylic
emulsions specifically
for painting, introducing
. it commercially in

¢ DAVID HOCKNEY WAS ONE OF THE the 1950s.
EARLIEST ARTISTS TO USE ACRYLIC

PAINT EXTENSIVELY



What's in acrylic?

Acrylic paints are made from

a synthetic resin derived [rom
acrylic acid, a by-product of
gasoline production. The resin is
bound with colored pigment

Lo creale a paint. Pigmenls are
ground down Lo very small
particles and then are combined
with an acrylic polymer binder,
both of which are carried in a
vehicle (usually waler) Lo creale
an emulsion. After paint is
applied, the vehicle dries and
evaporales, leaving a film of
binder and pigment on the
painting surface.

A e 32 /33
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Pouring

Acrylics do not need to be
applied with a brush or knife—
they can be poured straight
from a tube or can.

POURING AND

‘ MIXING

ml.! Acrylics are cheaper to produce than cil paints and are
more resistant to changes in humidity and temperature.
Their affordability and stability make them useful for
waorking on a large scale, allowing 20th-century artists
such as Bridget Riley to create striking, immersive
paintings several feet in length and height without

40% the surface cracking, as might happen with oils.

BINDER

LARGE ABSTRACT CANVAS

ACRYLIC

COMPOSITION - 4




— Heawy object used
to grind pigment

il is added slowly

. Historically, the artist would grind the
pigments into fine particles on a marble slab;
today, a mortar and pestle would be wsed.
They mixed the color pigment with a small
amount of oil to create a paste.

Paste into paint

The artist added more oil and
kept folding with a spatula until the
thick, doughy paste became buttery in
consistency. In modern times, a flat glass
miing tool called a muller is used.

Paint-making then and now

0il painls are created by grinding colored pigments and mixing them together with
plant oils, such as linseed, poppy, or walnut oll, which are occasionally combined
with additional chemical binders Lo help incerase the painl's stability. Properties such
as the thickness, viscosity (luidity), drying times, and transparency of the paint can
be controlled by adjusting the relative amounts of these components.

Oil Paint

Popularized in the Netherlands during the 15th century,

oil paints revolutionized painting, becoming the dominant
medium in the following centuries. With water-based or
egg tempera paints, an artist has to work quickly
before they dry; however, the slower drying time
of oil paints allows artists to gradually build
up a picture in stages.



MEDIA AND MATERIALS
0il Paint

Technigues

01l paints can be opaque or Lransparent,

Lhe latter quality allowing the artist to build

up different layers of color Lo luminous effect.

The flexibility and slow drying time of oil paint
allows arlists Lo represent nature in greater detail
than ever before: [rom creating the effect of dark
shadows Lo capturing the glint of light on metal;
and [rom recreating the soft folds of fabric,

Lo rendering lifelike skin tones.

WHO FIRST
MADE OIL
PAINTS POPULAR?

Oil paints were pioneered
by artist Jan van Eyck in
the 15th century. His
painting techniques soon
spread throughout

-I 470 Europe.

7

YEARS: THE

AGE OF THE

OLDEST KNOWN : . -

0“_ PAINTI NGS By mlrf;?r;m?:rfwiﬂ'l a The mﬁ:t.:rgu?‘tﬁmb

DISCOVERED IN CAVES

solvent such as turpentine,
artists can apply paint in thin
glazes to create delicate

rmakes it possible for artists to
create, for example, metallic
looking surfaces by adding

]N AFG HANIST.&N gradients of color. precise highlights.

4

Paint can be mixed
directly on the

s

made from pig bladder—or in
modern times, in paint tubes.

Adding colors to the palette

The paint could be placed directly
onto a palette without it drying out quickly.
Alternatively, it was stored in a bag

cb‘ﬂns

Dark to light
Using oil paints of varying
opacity (lack of transparency),
artists can build up combined
layers of color, usually working
from dark to light.

amounts of detail.

VISUAL ALCHEMY

compared the oil medium to

Glurgm Vasari was a 16th-century Italian
painter and writer who wrote biographies
of many Renaissance artists and painters
of the 1500s (see pp.176-179). Vasari

alchemy that allowed pictures
to be mirrorlike with huge

==

“Fat” over “thin”

As paints with a greater oil
content (*fat”) dry slower than
paints mixed with turpentine
("thin”), artists paint thin ayers
first, so they dry more quickly.




WHERE DOES
THE WORD “TEMPERA"
COME FROM?

Egg Tempera

Before the invention of oil paints, egg tempera was
one of the most common painting mediums. Relatively
simple to make with readily available ingredients, it
was used in the ancient civilizations of Mesopotamia from distemperare, the
and Egypt and was employed in medieval European Old Latin word for “soak”
panel painting and the creation of Byzantine church . or“mix thoroughly.”
icons. The 20th century saw a revival of the technique

and it is still used today.

Borrowed from Italian,
“tempera” originally derives

Spﬂ 1 and detail Pc.»unt._'ln!:: may ha.l.'e been Egp ter.nperz lends itself to
: o used: pricking holbes in paper creating lines rather than
Egg lempera is made by mixing egg and pushing a powder mixing or blending,

yolk with water and pigment Lo create through to create an outline because it dries so fast
a paint with a very [ast drying time. Since

it starts Lo dry rapidly soon alter being

mixed, it cannol be stored. This means

that artists must work quickly but also

methodically, applying very small amounts

of paint at a time in layers, ofllen using

particularly fine brushes. As a result,

paintings created in this way can Lake

months to finish. Because of iLs [ragility and

lendency Lo ake, egy lempera requires a > 1
strong, inflexible painting surface, most

commonly a wood panel, as a supporl. Artisls \
paint directly onto this, crealing a fine flm.

CERTAIN EGGS ARE
SOMETIMES UsiD S

FOR DIFFERENT

e
ARESAID TOVARY IN HUE v
Preparing the panel . Transfer drawing Crosshatching
Purpose-made wood panels are coated with A transfer in charcoal, Color can be mixed only on the
a smooth layer of white pesso (white pigment made graphite or pencil is often necessary painting surface by crosshatching in
fram chalk or gypsurm mixed with glue). The lightness tey show the artist where to paint, thin layers, so the tempera does not
of the base layer allows subsequently applied colors as they need to work quickly before crack once it has dried. This can be

to retain their brightress and appear luminows. their paint dries out. very time-consuming for the artist
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Egg tempera ingredients
and preparation

Egg tempera is made by separating a

yolk from ils eqg white, draining it into -
a container, and diluting it with water.

These elements are then combined

d ' with colored pigment to create the finished
naturally occurring pigments, either

Egg tempera was used by the R ?
paint mixture. It L then be used
sourced locally or imported from i e =

Ancient Egyptians (see pp.152-53) to
decarate the interior walls of tombs,
as well as sarcophagi. They used
readily available eggs mixed with
distant lands. quicl-t.l]r belore it dries, in small quantities
L 'y al a time. Egg tempera must be prepared
freshly before each use and cannol be
stored, meaning it is a more process-

Rermismnrs ot wad The it & et intensive medium than other forms of paint.
pigment called "terre verte™ transparent so layers need
(green earth) to underpaint to be built up to create

flesh tones rich color

Yolk separated
The artist punctures
the egg yolk to
release the Auid and
discards the
membrane.

Yolk must
be fresh

Mixing

Eqqual parts water,
then pigment, are
added to the yolk.
This is then mied to
the desired
consstency.

,
\._ ‘Water amount
can be adjusted
to vary texture

Tempera pigments
Medieval pigments
were often highly
toxic. Today they
b tend to be synthetic
. Underpainting Applying final color :t:;:;“:"; mf It;-he
Underpainting is used to create Once the underpainting has
varying effects, such as a green earth dried, final layers can be applied,
underlayer to create lifelike skin tones.  the shght translucency of the egg
In older paintings, these have often tempera allowing the undercolors Selection of
discolored over bme (see far left). to faintly show through. micdarn pigments



Olay can be air-dned or __~
fired in 2 kiln to make it

intricate details.

Woop

Matural resource

There are many different types

of wood available for sculpting.
Hardwoods are more durable

and have greater huster
but are difficult to carve;
softwoods are easier to
shape but have less
durability. Wood
can be carved or
constructed.
WOODEMN
BUDDHA

i also one of the oldest known_ It & very

malleable. it's easily shaped by hand,
and its surface can support

Sculptural materials
A sculpture can be made from
anything that can be shaped in
three dimensions. Bronze, wood,
marble, and dlay are traditional
materials, while others such
as Jesmonite have only
recently come nto wse.
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Sculpture Basics

Sculpture is a three-dimensional art form made by carving,
casting, modeling, or constructing hard or soft materials. A
huge variety of media can be used to make sculpture, from
the traditional marble, bronze, and clay to wax, fabric, and
even “found objects.” It is one of the oldest forms of visual

art and also one of the most publicly visible.

WHAT ARE

Flexible forms FOUND OBJECTS?

Sculptures are traditionally freestanding objects

in space or reliefs that protrude outward from a
background. However, contemporary sculplors

now have an almost total freedom in materials and
technigues. The type of material used will delermine
whal process the work goes through; its location—
indoors or outdoors—will also have a bearing on the
malerials used, as some are more durable than others.
Colors can be natural or applied, and the final shape
can Lake almost any [orm—Irom microscopic forms
on top of a pin to ephemeral ice sculplures.

P ———————— e —————
R RELIEFSCULPTURE

From the French term
“objet trouvé,” or found art,
found objects are usually
repurposed, ordinary,
everyday items that
artists decide are art.

The earliesl T.h:eej-duneqsi_anal ﬁ.gu.tj.['_lEB dale hﬂﬂ]-i Lo A relief is a sculpture of varying
the Stone Age, with traditions of casting and carving levels that projects from a
emerging from the ancient Medilerranean civilizations. background surface. High relief has
The depiction of the human form was a conslant in a degree of definition that is almost

three-dimensional; bas-relief has a
relatively shallow projection and
extends only slightly from the base.

Western art, and many sculptural
maslerpieces were crealed. In
Lthe 20th century, artists moved
away [rom naturalism in favor of
abstract shapes.

__ Ancient

rd . Assyrian
—— / carving
soulptures can be

S
polished to highlight E(' >
patterns in the stone THE SMALLEST SCULPTURE g\g
IN THE WORLD IS A CARVING '
OF AN EMBERYO 78 MICRONS
TALL AND 53 MICRONS WIDE, \ premmniE
MADE BY WILLARD WIGAN \ J

\, Finished marble ABSTRACT SCULPTURE

a—




— Crucible fired
by furnace melts

K

MCHT _ g metal ingots
involves pouring a liquid material
such as plastic, molten metal, rubber,
or fiberglass into a mold and allowing
it Lo harden. The finished, solid [orm is
the “ecasl.” Flexible molds of rubber or
silicone can be used more than once, so Sand casting
multiple impressions or “editions" of E'andkr_a:,l&rq:: i5a rulatl:uly :
QUICKE ared C 1l'.‘-H.Fl W-H.'f Cafar L
the EEI]II.E ﬂ..IT.WQIE can bE made. The bronee and other metals.
artist begins by shaping a model or Casting sand with added
“pattern” of the final piece in clay, wax, h|r1dﬂ1|_:|r:. I:"F;_Ju”:dﬁnlu aLdrriuld
. - ar Tas WEICallY mels
or plaster, which Is then used to or wood) and packed
creale a mold Lo cast [rom. around a model.
]
Techniques e
CARVED “DAVID”
Sculptors may use one of two types of process: FROM REJECTED
subtractive, where material is removed, or additive, MARBLE, LEFT
where material is added. Casting, modeling, and OUTSIDE FOR
carving are some of the most common techniques. 25 YEARS

Carved Flask Sand stops bronze
features
1 Cast model 2 Making the sand 3 Finishing the mold 4 Pouring in
The artist starts the mold The flask is rotated the bronze
process by making a replica Casting sand is packed into and split, and the model is The two halves of the flask
of the: fintshed artwork. The one half of the flask, the removed, leaving a negative are reassernbled and
model needs to be slightly madel i laid on top, and mark from which a positive tightened up with threaded
bigper to account for any muore sand is packed around can form. An armature is metal bars. Molten bronze
shrinkage that occurs it. The twa halves are joined fitted, draining channels are is poured into the mold
dunng the casting. and mare sand added to il cut, and more sand added. cavity and left to set.
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Modeling

Modeling is an additive
process in which a sofl material
such as clay or wax is worked

WHATIS
ASSEMBLAGE?

by hand into the desired shape. Assemblage is sculpture
Soft malerials are pliable, 5o : made from elements such as
maodels can be altered and *.___ Fine detail

everyday items, found objects,

reshaped many Limes before added once g B

. il shape is or scrap materials. It originates
they harden Although not as complete . , )
permanent as wood or stone, : from Pablo Picasso's Cubist
models can be reproduced in \ creations of 1912.
melal by casting, or in slone Clay modeling
by pointing (Lransposing Mary clay models have an inner frame

or armature that acts as a support. The

measurements from the clay 15 then gradually built up around

model's surface o a copy). it tey form shape and detail.
Carving
Carving is the act of chipping or culling away at Flat chisel for
a shape [rom a block of stone, wood, or other hard working wood — “ e
material. It is a sublractive process, which means the k
block is progressively whittled down from the oulside in.
Large portions are knocked off first during the “roughing Carving tools
oul” stage, and the excess is removed gradually and These vary
evenly. Some artists carve directly onto the material ‘JEPL‘;"‘JEE”“ the

- - mialered I
without a model; others build a small maquelle (see carved. Elat ch.cl:.
below) and transpose Lthe lorm over using calipers. and hammers are
Once the approximate shape has been determined, "Ltfd“g o sl -

- . - SLOne, Tor wiod, )

the form is then refined using special Wools Lo creale mallets and chisels -

detlails, before being polished. are used. WOOD TOOLS STOME TOOLS

Finished sculpture

Artists often make three-
dimensional sketches called
maquettes before starting a
larger piece of work. These
serve as a way of figuring
out different ideas and
materials and allow
Fettling the bronze Patinating and the artist to visualize
il polishing the final design.
cold, the Mask i taken apart Chemicals are painted onto
and the sculpture is taken the sculpture and bonded
oul It then needs to be with heat to achieve the
“fettled” (channels sawn off, desired eolor. Onee cooled,
any pits filled in, flaws made wax is applied and the MAQUETTE

pood, and eleaned up). seulpture is polished. . J




Different strokes
Various tools are required lor

- " Gouge
culting away al the woodblock. " GOUGE
For bigger, emply areas, a large “IF Gouge
chizsel with a straight edge is
most efficient. Gouges work well

for incising lines and for quickly

removing wood, and Liny knives o
are useful for intricate details.
Some printmakers prefer the Carving lines .

. V" pouges make precise lines; “U
feathery Lexlure of Lthe carved goupes make broader lines; and flat “U*
areas Lo show on the final print. “U” GOUGE (FLAT) poupes carve out big areas.

S

AS
) (]

The printmaker either draws the Areas that will be blank on the final The printmaler brishes away amy
design directly onto the block or transfers image are carved away with a gouge and excess shavings with a stiff brush and applies
it by tracing it onto the block using a sheet ather finer tnols for more intricate details ink onto the refief areas of the blodk using a
of carbon paper. These are the areas that will not be inked . roller that is evenly covered with printing ink.

Transposing the

Woodcuts Moaat stegia
Woodcut printing is an art of relief and reversal

Unlike etching or lithography, the image Lo be
The oldest known form of printing, printed “stands up” on the matrix, and the final
woodcut prints are made by carving image will be the reverse of Lhe design as il appears

the block. Woodcul prints show the inleraction
a wooden block (known as the s
{ between mark making and the grain of the wood

“matrix”) to create a raised image. block, often exploiling this as a stylistic feature.
This is then placed in a printing It was used to produce images for early books,
press with a sheet of paper, and and as it is relatively cheap, quick, and durable, it

played a vital role in the proliferation of Mlustrated

PIESSUNC IS ap plled. newspapers in the 19th century.



Colourful depictions

Dkiyo-e are woodoul prints that were produced in
Japan during the Edo and Meiji periods (1615-1912),
depicting life in the racy inner cities during a period
of peace and prosperity. In 1765, printers perfected
a lechnique of using multiple woodblocks Lo layer
colours, creating vibrant images thal were cheap

Lo reproduce (see pp.168-169). The prinl markel
burgeoned alongside domestic lourism, and Ukiyo-e
prints wentl on Lo have a greal influence oulside
Japan, including in Art Nouveau (see pp.200-201).

MEDIA AND MATERIALS
Woodcuts

Each color was
on a different block

Multiple subjects
Images of actors,
romantic scenes, heroic
and mythological figures,
and dramatic landscapes
were popular subjects

for Ukiyo-e.

Putting through press

The block is run through the: printing After the press, the printmaker
press with a sheet of dampened paper. The carefully peels the paper off the block to
high pressure forces an even application of reveal the final image, which will appear as
ink from the block onto the paper. the reverse of the block

WHICH TYPES
OF WOOD MAKE THE

BEST BLOCKS? ALBRECHT limoleum in place of a wooden block. The

.s artist carves into the lino to create a relief

Historically, hard fruit woods DURER print, and as the lino is more flexible than

- wood, and does not have a grain, the results
h:au;e hi&l"l pnpular:lth WOODBLOCK are sharper and less textured than woodcuts.
rintmakers. pear, chnerry,
P P Y WAS STILLBEING | . ioenotrve . IS
and apple all allow for 3

detailing, because of /

their fine grain. AFTER IT WAS any direction =~ 4 \
FIRST CARVED \ LINO PRINT )

AN

USED 100 YEARS | =mnimer (5 She

Similar to woodcuts, linocuts use a layer of

be carved in




Etching

Etching is the most widespread “intaglio™ process.
Intaglio is a form of printmaking that involves
carving an image into a metal plate, applying

ink, and printing the plate under pressure. Other

processes include engraving, drypoint, and agquatint.

Metal plates

Etching first developed oul of metalwork and decorative design on suils
of armor in the 15th century. The process uses acid Lo incise or “bite"
an image into a metal plate, which is then inked up and the surface
cleaned, leaving the remaining ink in the depressed grooves. Unlike
reliefl printing, which works by printing from raised areas, etchings can
have very sublle tones, depending on how heavily the plate is inked.

Force of the press

Etching requires a roller press, which can exert tons
of pressure. This creates a “plate mark,” an outline of

the plate on the paper, on the final image.

Paper should be
damp with no drips —

Felt blankets cushion
the impact of the roller

Pressure spindle Il'.
adjusts the roller 1
COHMPression II'-

o~

Plate mark shows filed
or beveled edge of
plate {beveling removes
sharp edpes)

Final image
is reversed

In 1513, an artist from
Switzerland named Urs
Graf made the first known

etched prints, using
iron plates. /

Etching plates can

be made of copper,
wrhich bites smoaothby;
zinc, which is cheaper;
or steel, which is the
maost durable



The etching process

The process of making an elching is
detailed and methodical It is crucial that
the paper used for printing is damp, as
this helps to pull out all the ink from the
incised areas of the metal plate. The main
slages are delailed here.

Waney ground
(base layer} &
acid resistant
N
*._ Dark ground
maakes scratched
image easy 1o see

Prepare and etch plate

A plate of zinc, copper, or steel
& cleaned and covered wath a layer of
beeswax_ The artict then scratches into
the wax using a burin, or stylus tool.

Etching arid ___
Eknownas
“miardant”,
which is
French
for hiting” -
the plate
B leftin
the adid, the
deeper the
fines
. Submerge in acid
The plate & submerged in a bath of
weak acd solution that eats away at the
exposed areas. The plate & then washed
and treated wath sobvent to remove the wan
Ink is leftin
the ncised,
depressed
arezs
Ink is rubbed off
the plate with
cheesedioth

. Ink up and rub off

The artrst apples ink evenly across the
plate then rubs the ink off, leaving it only in
the scratched areas. The plate & ready to run
through the press wath a damp sheet of paper.

MEDIA AND MATERIALS
Erching
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Engraving

A technique older than etching for making images with
metal engraving dispenses with acid and allows the
printmaker Lo carve directly into the plate using a sharp
metal tool with a beveled tip, known as a burin. French
artist Claude Mellan's “Sudarium of Saint Veronica™ (1649)
15 a nolable example of this skilled process, as the enlire
plate was engraved with one continuous line.

Master of the plate
Rembrandl van Rijn (1606—69)

was a pioneer of many experimental
processes in elching and drypoint,
producing over 300 plates belween
1626—65. He would apply ink

and unique printed works, and virtuosao
would often rework earlier plates Rembrandt’s 32 etched
with fresh drypoint 10 INCINAE NEW so grroe doptopof
figures and details in scenes. human emotion.
REMBRANDT'S ETCHINGS,

AS WELL AS HIS PAINTINGS,
MADE HIM FAMOUS
IN HIS OWN LIFETIME

Artists make drypoints by scratching with a pointed stylus directly
into a copper plate. As the copper is a relatively soft metal, the
scratches leave bits of metal behind. Known as the “bur,” these
raised edges catch extra ink, giving the print a soft appearance.

Bumr Stylus is also Ink remains in
called a “grawver” the sunken lmes
E - 1 | - T
Short run Ink wells

The pressure of the printing
process will quickly deform
the burr, meaning that
drypoint print runs are short

The ncsed depressions hold
a larpe amount of ink, which

during printing makes rich,
deep lines.




WHY IS SCREEN
PRINTING KNOWN AS
"SILK SCREEN PRINTING"?

Screen Printing
and Lithography

These printing processes are planographic, meaning
the surface used to print is flat. Screen printing uses
stencils, while lithography uses a flat stone.

Developed in around 1900,
the name comes from the
fine, woven silk that was
fixed to the frame and
used as a support for
the paper.

Vibrant images Exposing the emulsion
Screen printing is the process of Lransferring a stenciled image onto a In this method, the artist creates

. . . a high-contrast image on acetate,
surface such as paper or fabric using a screen, ink, and a squeegee. The which they will then place onto the

method involves crealing a drawing on a fine, mesh screen, and then mesh screen; the whole thing is then
pushing ink through to create an imprint of the image on the surface exposed under very bright light. Areas
I ) : N g covered by the stencil are then washed
beneath. Screen printing is valued for its vivid colors and Lactile away, leaving a dear image on the
gualities. Separale screens are needed for each layer of colored ink. screen for the ink to pass through.
Light -reactive Areas of l::m-.lﬁi.'.-r' Artist applies
emulsion is pulled exposed to light pressure to
will harden angled squeegee

;rrns the screen

/‘ Y.

f
1 Coating the screen 2 Revealing the image 3 Ink applied
The screen is covered with a thin, The acetate stencil is placed onto The soreen s washed, removing
even layer of light-reactive emulsion. the screen and both screen and stencil any unhardened emulsion. Ink is poured
This can be household emulsion with are put info an exposure cabinet to be along one edge. As itis pulled across, it
added reactor for light-sensitivity. exposed under bright light. seeps through the stencil onto the paper.
Screens can be Ink is thin and dries more Orptimum angle to hold the Screen mesh requires the
reused thousands slowly than paint. so image squeegee is between &5-75 correct tension

of times can be reprinted many times — degrees off the screen _"'.,




The lithography process

The image & drawn on the ithograph surface
using a greasy medium, such as crayon or ink.
The surface is then covered with gum arabic,
and an ail-based ink is applied with a roller,
adhering only to the drawing.

e‘*ée
1} Damp paper is then
? . placed on top of the
stone, followed by a board, and the

stone is run through the printing press.

& =
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Image is
reversed

Ink is repelled
by water

g
=
<
)
Z
T
pd
F2

American artist and activist Corita Kent,
also known as Sister Mary Corita, made
around 800 screen prints. She used
advertising slogans, biblical verses,
literature, and song lyrics in her work,

which became increasingly political
during the 1960s.

The greasy image is wiped off with

a solvent and the stone is dampened

with water. Ink is rolled on, sticking
only to areas that were greased.
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A slab of limestone,

used as a printing surface, E.;;
must first be “grained” (washed and A
ground down to remove previous image). 'E._

! Zz
Finiched stone has a A
g e —
will hold new image -,.

Ny o
-‘-’!4&?
The desired image is %

then drawn or painted

onto the surface of the stone
wsing an oil-based ink or

- | lithographic crayon.

Lithography Ink is made of

Lithography is a printing compressed grease
process based on the premise
that oil and water do not mix.

It was [avoured by Spanish
Romantic painter and

printmaker Francisco Goya (see
pp.186-187). Lithography

creales prints with a rich,

soltly textured look.

Gum arabic mixed with

water is applied to the
stone creating a chemical reaction that

etches the drawn image onto the stone.

Gum arabic
will attract
water and so

repel the
greasy ink

%
S
2
(2]

-
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racism

A PRINTING
-~ b
o CAN BE
\ Wﬁ/{f?) EMPLOYED
Wi W TO DECORATE FOOD
D A UG RICE PAPER

AND CHOCOLATE “INK”




Rollers can
be used to
spread ink or
as part of an
assemblage

Old polaroids
can be cut
up and used
in collage

——

Pencils can
be glued to a
@ base to make
a sculptural
collage

Mixed Media

Mixed media describes art that combines multiple
materials and techniques in the same work, creating
complex and visually stimulating art. Collage, the
cutting and pasting of paper, is a common example.

Combining fragments

Any material is polentially available

for use in mixed media. Artists often

use discarded “bits of the world," from
newspapers and bus tickels Lo [abric

and broken machines. They join these
fragments together 1o make a new whole,
which can acl as a reference point for
different times, places, and spaces. Mixed
media can challenge or subvert the idea
of the painted canvas or sculpled object,
and artists have oflten turned Lo it in limes

WHY IS MIXED
MEDIA IMPORTANT IN
AFRICAN DIASPORA ART?

Some African diaspora artists
use items from different places
in one visual space as a way
of showing cross-cultural
connection and identity.

of social and political crisis.
Mixed effects

S . Soft pastels can
Each painting medium has be smudged
its own material properties using a tissue
go when combined, they ora finger

either work with or against

each other in inleresting

ways—oil resists water for shiny finish
. i and take a long

example, so oil paint and time to dry

walercolor will create

interesting effects. Painters

have learned Lo utilize these  Delicate, precise

il bars give a

reaclions and combinations lines added in
A marker after
Lo creale new and original b s

visual ellects.

Materials and meaning

Mixed media practice is all about juxtaposing and

combining different materials together - many of
which may mean something to the artist. The
mixing of media combined with symbolism

is what makes these works so powerful.

Wallpaper can be drawn
or painted on, or cut up
and used for collage

Watercolor and pastels
Once a watercolor painting
is dry, high- and lowlights
can be picked aut with

soft pastels.

Acrylics and oil bars

Oil bars applied over

dry acrylic paint can be
especially vibrant and can
b worked owver impasto.

Acrylics and acrylic
markers

Markers can add extra
definition and detail to
acrylic paintings.

Acrylic or gouache

paint creates saturated
color; old tubes can be
used for collage




Assemblage

Used Lo describe mixed-media
works construcled from disparale
elemenlts, assemblage can be
lraced back Lo Pablo Picasso's
Cubist creations of 1912, and artists
have explored ils possibilities ever
since. Robert Rauschenberg's
“Combines” were parl painting,
part sculpture, and Phyllida Barlow
creales Llemporary struclures
painted in bright colors.

PAPER COLLE IS A
FORM OF COLLAGE
THAT IS CLOSE

TO DRAWING

Artists in Weimar Germany
(1918-1933), including Raoul
Hausmann, Hannah Hach,

George Grosz, and John Heartfield,
picneered photomontage (cutting
and pasting together pieces of
printed photographs). By montaging
photographed objects together, the
artists aimed not to portray reality
but rather to visualize “invisible”
social forces in turbulent interwar
Germany and to use art as a
weapon against Fascism.

MEDIA AND MATERIALS
Mixed Media

Found items are
‘Works may be comprised presented with the

same gravitas as
traditional paintings

of everyday items or
more unusual objects

LSoft pastels used
for drawing and
sketching

Wood can be used
for assemblage

or creating
“rubbing” effects

Artists may subwvert
expectations by
using trash

Ephemeral constructions

Assemblage can be put together in many
ways, from mailing and welding to balancing
and gluing. Many works are imperrmanent,
and artists often recycle old pieces.

Striking,
disparate
imagery used
as protest

Different

photographic
elements from - Ne'-vspa!:ners can
varied sources be painted on
or cut up

Architects of photography
Artists saw themselves as engineers
and their work as construction.

- =

Different materiaks

Mapgazines can be
collaged or rolled or
scrunched up for
sculptural effects

require different scissors
Rough or smooth
surface papers

0il pastels give instant
add texture pasei B

color and textural marks

Wire is wersatile
and can be made
into sculptures
or used to apply
paint to create
interesting marks

o
‘-—-“'—'-"':
a4~



1

he potter throws LM

of day onto the center of a rotating
base. Keeping the clay wet, they
manipulate it into a pot shape.

Making a pot
Throwing is just one of
several pottery technigues,
including building up
layers of rings or coils,
pinching and squeesing
the clay into shapes, using
molds, and carving into
clay slabes.

2 Adding color
After the pot has hardened,
the potter decorates it with a
slip (clay slurry mixed with
Colored glaze can
be poured or brushed

3 Firing and glazing
Once the pot has had its
first (“bisque”) firing in the kiln, the
potter applies a glare. Glazes are
chemical compounds that oxidize
at high ternperatures, creating
clear or colorful surfaces.




MEDIA AND MATERIALS
Ceramics

Ceramics

Ceramics are made by shaping and modeling clay,
most commonly in the form of pots and other vessels;
it can also take the form of sculptures or figurines.
The clay is then dried and fired in a kiln (a special
furnace) at very high temperatures. There are
three main types of ceramics: earthenware,
stoneware, and porcelain.

HOW OLD IS5
THE OLDEST KNOWN
POTTERY?

Fragments of pottery found
in a cave in Jiangxi province,
southern China, are believed
to be around 20,000
years old.

Earthenware and sioneware
Fired al temperatures up to 2,102°F (1,150°C), earthenware
has a slightly porous surface and requires glazing to make
it waterproofl and durable. As well as in art, it is used in
objects such as plant pots and roof Liles. Stoneware is fired
at a higher temperature, up to 2, 282°F (1,250°C), resulting
in the clay vitrifying (achieving an almost glasslike quality).
Sloneware pols can be used in cooking.

“WHITE GOLD” .l.
WAS THE NAME mAR
GIVEN TO PORCELAIN
BY EUROPEAN TRADERS

Petuntse (china stone) and

kaolin (white china clay) are

mixed, molded, and fired above
2,282°F (1,250°C) to create a strong,
glassy ceramic. The Chinese kept
its chemical

composition

(below) secret

for years.

Examples old and new
Humans have been making decorative and functional
clay objects for thousands of years, [rom the Lerracolla army
of the Qin dynasty (see p.167) Lo the distinctively styled
Staffordshire polleries and beyond. Since the mid-20th
century, pollery and ceramics have increasingly been seen as
expressive practices. Decoralive technigues include painting,
where paint 1s applied with a brush; incision, where decoration
is cut into the soft surface; and pouring, when paint is poured
over the pol to creale pallems.
AUSINPD4

Chinese porcelain Ottoman tile Staffordshire pottery
This was developed in lznik, in modemn-day Stoke-on-Trent has been
China during the Tang Turkey, produced the home of English

(618-907 CE), Song
(960-1279), and Ming
(1368-164H) dynasties.

Gillian Lowndes
Pioneering sculptor
Lowndes (1936-2010)
used clay and found
objects, such as string,
to create her sculptures.

ornate, colorful tiles
in the 16th and 17th
centuries.

Shaéji Hamada
Hamada (1894-1978)
was a celebrated
Japanese potter, with
an influential studio
in Mashiko.

pottery for 300 years.
Manufacturers such as
Spode are based there.

Ladi Kwali

Kwali (c.1925-1984) was
an expert at traditional

methods of coiling and
pinching clay to create

pots in Migeria.
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Textile Art

MEDIA AND MATERIALS
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Paper Arts

For around 2,000 years, paper has been
used as a medium on which to write,
paint, draw, and print. In the modern
period, artists have turned to paper as
an expressive medium in its own right.

Dynamic medium

Paper is dynamic and variable. Even in drawings
in graphite or ink where paper serves as a
“ground” or surface, il is an actlive component in
the creation of the work and can be used in
highlights. Paper can be worked into sculptural
forms through cutting, folding, embossing,
layering, and engineering and treated with a
range of materials, including washes and pastes,
Lo make it malleable and textured. Below are
some common cultural and artistic uses of paper.

. | ‘\\ %
'\.\\

Posters Papyrus Mewsprint
Paper graphic art In Ancient Egypt, Cheap paper made “— Dragon head is built from
and agitprop sheets of papyrus from groundwood & complex arrangement
[propaganda) posters  were prepared wsing pulp is suitable for of bamboo sticks
are pasted in the stems of an printing newspapers and paper
civic spaces. anuatic plant. in larpe volumes.
AV
Yy | }
S k"‘,_*d
“’ﬂt«;xfn; y Kites are @
— traditionally
Wallpaper Origami painted in bold,
The first relatively The ancient Japanese bright colors
high-guality art of folding colored
wallpapers were paper to make
produced using sculptural forms is still
woodblock printing. popular today.




MEDIA AND MATERIALS
Paper Arts

= “ THEWORD ORIGAMI
| !Hg;

COMES FROM “ORI”
MEANING FOLDING
WHAT IS
DECOUPAGE?

\

AND "KAMI" MEANING PAPER

Decoupage is the name given
to the craft practice of affixing
decorative paper cutouts to
objects or surfaces. It has
been used as a way of
decorating furniture
and interiors.

Chinese paper kite

Haborate kites and lanterns, often resembling
birds and dragons, have been raditionally
constructed from paper and bamboo in
China—especially during the Ming (1368-
1644) and Qing {1644-1912) dynasties.

The art book, a piece of art in itself,
is like an artist’s workshop of ideas.
In modern times, art books may
consist of curated compilations

of drawings, text, and prints. A
notable example is Twentysix
Gasoline Stations by Ed Ruscha.

“Centipede” body consists
of colorful paper segments
connected with string.

Modern innovative art

Since World War II, modern and contemporary artists have worked with
paper in innovative ways. Some examples of this include Brazilian artist
Mira Schendel, who made sculptures she called droguinhas from damp,
knoited rice paper; Robert Rauschenberg, who used newspaper

in his artwork that featured a combination of painting and

sculpture (dubbed “Combines™); and Mark Bradford, who

uses found paper [rom streel posters and hair salons.

S
Ti 0 '. ?%.

from ceiling, giving
Droguinhas
Found materials

Meaning “litthe
nothings,” Mira
Schendels
droguinhas pieces

it a teardrop shape
Mark Bradford gathers the "end papers®
from hair salons to create abstract paintings
that reflect his early life as a hairdresser.

use rice paper to
explore the idea of
fleeting things.




Non-Fungible Tokens (NFTs)

An NFT is a unigue, non-interchangeable piece of
data that is stored on a public, digital ledger and is
used as the certificate of ownership of a digital
artwork. Any artwork that exists in digital form
can polentially be sold as an NFT. NFTs have
allowed artists grealer autonomy when selling
work but have also been criticized for contributing
Lo the commodification of art and for their
environmentally uniriendly energy usage.

In recent years, traditional artists
have started to embrace digital
methods. British artist David
Hockney “paints” using his iPad,
choosing between different
digital brushmarks. His paintings
of the West Yorkshire landscape
are made using this technology.

pro
the

Artis

Digital Art

Digital art can describe any art created using digital and
computer technology. It relies on either hardware or software

interchangeable (fungible).

using the onscreen

Digital exchange
The
blockchain, records the MFT's

digital ledger, or

venance, preventing
unit of data from being

t chooses and
adjusts colors

color palette

for production or display—for example, art that is created
using a computer, displayed on a screen in a gallery, or

created via 3-D printing. Some digital art in galleries is also

now interactive and allows interaction with viewers.

New media

The earliest experiments with computer-produced arl
began in the 19505 and were, in [act, close Lo weaving
(looms can also be “programmed” using a punch card).
With the advent of home computers and the internel in
the 1980s and "90s, digital art, or “new media art,”
became widespread. Today, arlisls use plalforms such
as Instagram (see p.67) and YouTube to reflect on digital
processes of information transfer and Lo critique aspects
of contemporary lifestyle, politics, and consumer cullure.

AL-DA IS
THE WORLD'S
FIRST ROBOT
ARTIST-IT

MAKES ART

USING Al

Different digital
brushmarks can
be selected

Early digital art
In the mid-1990s, early
digital artists began
creating works on the
new Internet, often using
interactive programs.
The movemnent was called
“netart” and bypassed
traditional pallery spaces.
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brushstrokes or can be B _
flat and simplified ablets are widely used
im digital art as they
enable natural drawing
technigues

Fine screen resolution
allows a high beve
of detail

Stylus is often used

both as a familiar
drawing implement
and for interacting
with the software

WHAT DOES
THE "ELECTRONIC
SUPERHIGHWAY"” MEAN?

The Korean American artist

Mam June Paik was a pioneer
of new media art and coined /

[vigital art can wse technology to mimic the . |

malena dr'.}(.!l’(]'d'.-\' Mg or FL:IIIUT'I: Or o2 the phraSE tD descr]bﬁ

user coding as the mediurm itself. Artists networked, d igjt;ﬂ

can use moving image, incorporating .
digitized film and video. communications.

Digital art forms \



. Preparing the surface
The artist prepares the wall

Section of wet plaster onto
which artist will paint

surface with layers of plaster, which are
left to dry and then brushed clean.

small patches.

Mexican muralists
In 1921, [ollowing the Mexican
revolution, the new Minister for
Education, Jose Vasconcelos, sponsored
a program of mural painting across Mexico
that celebrated the power of workers and

the mix of Indigenous and Latin cultures. Eey
artists were José Clemente Orozeo, David Alfaro
Siqueiros, and Diego Rivera (the husband of artist
Frida Eahlo). Rivera worked in [resco, lamously
painting the National Palace in Mexico City. By the
1930s, Mexican muralists were commissioned to make
works in the US—some of which sparked conlroversy.

=
S _A-

Mural Art

Murals are large-scale works of

art, commonly paintings or mosaics,
which can be found in royal palaces,
government buildings, holy sites, public
spaces, and private houses. The context
of display determines the content and
style of each mural.

1[5

Transferring the cartoon

Using a cartoon—a full-scale
drawing on transfer paper—the artist
traces the design onto the wall. A final
fresh layer of plaster is applied in

Basic form of design

Historic subjects were
rendered using bold,
madern styles

A new look at history
Although the new wave
of murals was mainly
historic in subject, the
artists drew on modern
influences, including
European Modernism,
Cubism (see pp.204-205),
and Expressionism

(see pp.202-203).
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Imposing wall paintings

Murals can be painted on the interior or exterior walls of
buildings. Artists need to design the mural Lo integrate
available light and complementing the function of the
of a particular area. The “buon” [resco technigque,
applying pigment onto wel plaster before it dries,

was first developed in ancient Greece. Today, leams of
artists may work together to complete complex murals.

| it dries, binding the painting onto the wall

| and so making the fresco durable.

| Retouches can be added after drying but
will be much less durable.

; Fe Painting onto wet plaster
i Waorking quickly, the artist applies
i~ water-based pigment onto the wet plaster.
/ e — I pem— The artist paints in sections; if the whole wall
Water-based Artist must wark fast was plastered at once, parts of itwould dry
paint used before plaster dries out before the artist could get to them.

Some of the finest surviving

HOW LONGDID IT

waorks from the Italian
Renaissance (see pp. 176-177)
are frescoes, including works
by Masaccio and Fra Angelico
in Florence, and Michelangelo
and Raphael in the Vatican
City. Venetian painters did not
make frescoes because of the
humidity in Venice—the plaster

would not dry properly. ITALIAMN CHAPEL

hy

TAKE MICHELANGELO TO
PAINT THE SISTINE CHAPEL?

The work took four years,
between 1508 and 1512, due
to its large scale, and the
technical demands
of fresco painting.




Sound works
surmound the
audience with
a narrative,
giving an
all-around
experience

Unexpected
environments
are created

in traditional
gallery spaces

Video works
ask viewers
to sit for a
while and

contemplate

In the 1970s, artists began seff-supporting
to make installations by sl i S
working directly with the

earth, digging into it, and
building works onto it, in
a movement called land
art, which was site
specific. Key artists
included Mancy Haolt
and Andy Goldsworthy. MNATURAL INSPIRATION

Interactivity or observation
Installation arl can invite viewer inleraction,
and one strand of such work has been identified
as “relational aesthelics,” where viewers are
encouraged Lo participale in the production of
the work as a social evenl or experiment. In
1971, for example, Gordon Maltta-Clark roasted
a pig under a New York bridge, giving away 500
pork sandwiches as parl
of the performance.

Swings generated
wind that propelled
a large-scale curtain

nd
Ann Hamilton's installation
invited people to revisit their
childhood by riding swings in
her 2012 ade to human relation.
|

k=
F

| m—————

‘Walls of light acd Traditional forms such
different moods, instilling as paintings may be
emaotion in the viewer inconporated

Large sculptures jut into
the space commanding
viewer's attention

Visitors are often asked to walk
through entire sculptures, their
actions becoming part of the art
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Installation Art

Installation art is a temporary or permanent
environment created using a varied range of
materials, tools, and objects, which the viewer is
invited to move through as an immersive experience.

Contesting the commercial

Installation art was pioneered by anti-war artists during the First World
War. They included Marcel Duchamp and Eurl Schwitters, who created
his “Merzbau," an environmenlt of junk, in his German house in 1933. In
the 19505 and '60s, sculptors, performance artists, and conceptual arlists
began Lo [ocus on ephemeral installations Lo challenge Lhe increasing
commercialism of the art world. The crucial element of these works was
Lhat Lthey were designed for a specific sile; many were never remade,
surviving only as photographs. Since Lthe 1990s, works have become less
site-specific, as artists often move them across Lhe globalized art world.

Traditional forms
such as paintings All-encompassing environments
may be i ted Sculptural Large wsun_a::wmdam epic wuﬂcs
constructions such as mirrors, light pieces, and even entire
disrupt the playgrounds, with visitors encouraged to
rhythm of the navigate across and around displays. Light
I interior space and sound effects are also a common feature.

ARTIST ANDY
GOLDSWORTHY MADE
“RAIN SHADOWS"

_ BYLYINGIN
THERAIN

‘-_"‘ R HOW DID YOKO
W\ ONO AND JOHN
A\ LENNON CREATE
\ .h‘ IIEI'AI.I.A'I'IIIII:H

\\\ The couple stayed in a hotel
bed for two weeks in 1969 for a
performance called “Bed-ins
for Peace” in protest at
the Vietnam War.

Floor pieces demand
attention by interrupting
the viewer's path
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CATEGORIES



Portraits

A portrait is an artistic representation of a single,
real person or group of people and remains one of
the most popular genres of painting, although it can
also be expressed using other art forms. Famous
portraits such as the Mona Lisa have captivated
and mystified viewers for centuries.

WHY WERE PHOTO
PORTRAITS POPULAR
IN THE 19TH CENTURY?

In 19th-century Europe,
photographic portraits were
made of figures who, it was
believed, had contributed
to various fields of
achievement.

Likeness and identity
A portrait is commonly understood as an artistic rendering of a sitler’s
likeness that also conveys aspectls of their identity. Historically, some i i
. N o . . Portraits through history
porlrails were seen as having greal power: in Roman Umes, porlrail Busls  yhe meaning of a portrait is tied to

of the emperor were senl across the empire as a substitute for the ruler its function, which has changed over
himself, as a physical extension of his authority. Today, subjects still sit the course of history, from images of

. : . . . . divine power or aristocratic nobility
wilh artists for painted portraits on occasion, even if smartphones allow tes complex, modem explorations
casual photographic portraits to be taken and circulated rapidly. of subjectivity.

A

Scepter was
a symbuol
of divine
royaly
— The seated
three-
quarter
viEW Was
commnly
The sitter's used for
likeness may members of
not be truky the clergy,
represented scholars, or
scientists
Rich fabrics __ Books could
and outfits represent
indicated kniowledge
status and
education

Historic Realistic
In medieval Europe, monarchs, nobles, and From the 16th century onward, artists began to pay
religious figures were depicted and identified using increasing attention to the individual likenesses of
conventional symbols, such as coats of arms or saintly their sitters, even as maost portraits still conformed
attributes, rather than by individualized features. to conventional formats.

\ 7




Techniques and
approaches

Portrait artists employ a wide range
of techniques. Portrail galleries are
full of honorific portraits, designed
Lo emphasize the dignily and power
of the sitter, which usually [ollow
sel formal conventions: bust,
hali-length, three-gquarter length,
and full length. Caricature is a
popular type of portraiture, used
subversively to mock the authorily
of politiclans and other figures

of power, by exaggeraling and
emphasizing certain facial or bodily
[eatures. The mood, pose, and
Intended meaning of the portrail

all contribute to its overall impact.

Sitters
often posed
against plain
backgrounds -
-
L
Formal pose
was typical
of early
photograhic
portraits

SUBJECTS AND CATEGORIES
Portraits

Cuban American artist

Félix Gonzalez-Torres made
MooD portraits out of piles of
sweets, the overall weight
matching that of the sitter,
as a comment on the AIDS
crisis. Viewers were offered
a free sweet, meaning the
pile gradually diminished. SWEETS AS MEDIUM

POSE

PORTRAITURE FLOURISHED
B 3 IN ANCIENT EGYPT AROUND
MEANING 5,000 YEARS AGO ”

Sitter

may be
represented in
umrecognizable
Ways

Limple shapes
combine

to give the
impression

of a likeness

Facial

features may
be arranged
in strange
configurations




Chiristlike pose

Religious themes

Artists have historically used
Lheir [aces Lo model character
Lypes in Biblical and mythological
narralive painlings — even, once,
using the artist's face as a model
for Christ (Direr, famously in his
1500 sell-portrait). The “insertion”
of the artist as a figure into
religious paintings can have
various different meanings;
perhaps Lo please a particular
palron, Lo represent Ltheir own
devolion, to convey an allegorical
message, or simply to bulk out

the crowd in a scene.

Messianic image
Albrecht Direr (1471
1528) was a pioneering
and prolific painter

of sell-portraits, wha
portrayed himself as

a Chirist-like figure.

Rembrandt painted

Religious scenes
Rembrandt van
Rijn {1606-1665)
created over 80
innovative self
portraits, including
Biblical scenes.

Self-portraits

A self-portrait is an artist's portrait of their own figure.
This outwardly simple exercise can lend itself to a wide "x,
range of different styles, representational conventions, \
and media and can convey complex meaning.

The figure of the artist
Sell-portraits emerged as an artistic genre during
lthe Renaissance (see pp. 176—-179), when arlisls were
mncreasingly viewed as significant social figures
endowed with particular attributes, such as crealivily,
ability, vision, and “genius.” Artists would insert
sell-portrails into painted narrative scenes, oflen as
a figure in the crowd turning Lo look at the viewer
(see above). Artists have since used sell-portrails
for many purposes—IUo figure oul their particular style
and experiment (Lhe artist’s own gure is the most
readily available model), to promote their own status
and interests, and Lo contemplate subjectivily,
selfhood, and perceplion.

Particular configurations of apparatus and tools
are needed Lo make sell-portrails. For paintings, the
artist will often use a mirror. For chemical photography,
the artist needed Lo hold the camera’s shuller release;
digital cameras now oflen have a limer. For sculplure,
the artist may work [rom photos of themselves.

himself as a bystander _

VINCENT VAN
GOGH PAINTED
SELF-PORTRAITS
BECAUSE HE
COULD NOT
AFFORD
MODELS

\,

Y

Using a mikrror is a
simiple way for the
artist to become

the maodel

Reflecting the self

Self- portraits are often believed to
reveal sormething about the “true”
peychology of the artist. They can be
better understood as attempls to create
an artistic self through representation
and to find meaning in the process.

The artist waorks
betweaen mirror,
canvas, and palette

WHO WAS THE
MOST NOTABLE SELF-
PORTRAIT ARTIST OF THE
20TH CENTURY?

Frida Kahlo painted around 55
self-portraits, many of which
addressed themes of feminine
subjectivity and Mexican
~.  politics and identity. -
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- Self-portraits
A i

enle of pnting Anr alstamct Other ty_pes of salf-pc_:m:rmts
may be used to approach lends Sell-porirails may Lake various
e —— itself to a portrayal different forms, with the artist

imply meaning of the inner self

creating coded likenesses,
abstract representations, or
allegories of their own sell. Since
1900, alternative sell-portraits have
become increasingly commonplace
in art and feature more forms.

Sculpture
Helen Chadwick's Ego

Geormetnia Sum 15 a sernes
of wooden blocks with
photopraphs of significant

Often the self objects printed on the sides.

portrait depicts
the artist in
mirror image . Personal

objects
In her installation Bed, Tracey
it - Emin displayed detritus from
n her life (dirty clothes, empty
-‘ wodka bottles) from a bout of
depression.

Photography

Oladélé Bamgboyé uses
multiple exposures, which
comment on the complexity
of identity constructed in the
Alrican diaspora.

“SELFIES”

Modern smartphone and digital camera
software means that most people

are able to take good self-portrait
photographs ("selfies”) easily. Artists
have addressed how selfies on social
media can create relatively autonomous
digital identities. In her work Excellences
& Perfections, photographer Amalia
Ulman “staged” a lifestyle makeover
over several months on Instagram by
manipulating selfies using Photoshop.

.|
9"
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Still life and mortality \
In French, still life is known as nature _ _ Skulls can be
morte (“dead nature”), which points to juxtaposed

-y
the genre's connection with mortality. . ] :f':u;ﬂdfj
Skulls and other memenlo mori (ses p.141) Q r"' excess
[requently appear in still life paintings, Lo H '
remind the viewer of the fragile nature of ‘}*:ﬁ:‘ y
human life. A vanitas still life included :
these and other symbols such as ~ Symbols of death
. Skulls, hourglasses, and candles
wine and books Lo represent feature in still lifes, notably Hars

the vanity of worldly pursuits. Holbein's The Ambassadors.

THE EARLIEST STILL
LIFE PAINTINGS WERE
MADE IN ANCIENT EGYPT

Objects are selected and placed deliberately within the
frame to give the composition shape and meaning

Light and shade
can add a sense of
drama to the image

Commodities and symbolism

SLill life grew in popularity as global pallerns
of trade were becoming established [rom the
17th century. Exotic commodities flowed into
the prosperous Low Countries of colonial

Europe and began Lo appear in paintings. Lobster Gold cup Shall

aning parti i Lobster was expensive, Manufactured objects Exotic but empty, shells
T}“." — = of an!f . ,cu'lar ub]&;;l depends so signified wealth. It testified to wealth and could mean tension
on its place In a painting’s system, bul some o yivedatapatron’s global trade, as well as between wealth and

have more general symbolic meanings. lintk with sea frade. to decadence. spiritual vacuity.
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Still Life

Still Life MoDERNSTILUFE

The post-Waorld War Il boom in

Still life describes a type of image making that consumption in North America
developed as a genre in early modern Northern provoked artists to contemplate the
: : p . . social ubigquity of commodities.
Europe, in which a group of inanimate objects, Mass-producerd consumer goads
man-made or natural, are depicted together. became the subject of works of Pop

Art, from tins of soup to road signs

- . . and hamburgers (see pp.212-213)
Relationship between objects and can be understood < a modern

A sLill life is best understood as a system, or the relationships belween form of still life painting.
a seleclion of objects sel In a particular space. Still life was initially b
considered inferior to historical and religious painting, portraiture, _"
and landscape. However, artists in the 17th and 18th centuries began L
producing beautiful still lifes, exploring technigques and meaning. By

the end of the 19th century, avant-garde painlters were rying Lo push “
boundaries and break norms and turned to still life to experiment with

form and content. Modern and contemporary arlists have used collage, “MS_PNMEDE:QQDS
assemblage, readymades, industrial objects, and sculplures. \. r

The scene is often lit very strongly Background and setting add to the
from a particular direction image's aesthetics and message

WHO IS
CONSIDERED THE
MASTER OF STILL LIFE
PAINTING?

Paul Cézanne's still life
work, including Still Life with

Plaster Cupid (1895), are some
of the most influential
in the history of art.

Candle Wine

Butterfly Apple Flower
Butterflies could Fresh produce often Flowers' fertility and Burning candles, with A Chrristian symbal,
symbuolize resurrection symbuolized earthly quick decay linked the implication of wine alsa implied
and the emergence beauty, fecundity, and sexual pleasure with time-bound, finite light, wealth and trade, and

of new life. life—even if flecting. life's fraglity. are memento mon. pleasure and excess.



Landscapes

landscapes can use almost _ _
medium, but painting remains its — -

most popular form. Aruslsmayd.epmt fm:;rmmnﬂﬁ mmr:uum
a landscape to convey a particular lakes and can include man- s e

made structures the changes.

Cc W
=

message or feeling, or they may simply
be inspired by the beauty of the land.

L]

||:II|l||.!
Lol the arl of many cultures.

2d in the West in the 17th

painting, with artists
mw DCAalLOns
3 reworking ol L

15LS mm

[ "nature.”

BACKGROUND
~dnn pr

|
Layers of background, 1
middle ground, and

foreground create depth
Trees can act asa

framing device,
and add color
and texture to
the scene
Hurman figure providies
scale and can be used to
create social commentary



WHATIS A
SURREALIST
LANDSCAPE?

Surrealist artists attempt to
represent the landscape of the
mind by depicting uncanny
imagery and fantastic symbols
populating invented
outdoor scenes.

i\'

The center of the
composition is the
brightest part of

the image, creating
a sense of depth

Gaps in foliage add
unexpected color

contrasts

D CATEGORIES
Landscapes

Ruckenfigur
The German lerm Rickenfigur
(meaning “fgure from behind”),
describes the use of a figure ina
landscape painting with its back Lo
Lhe viewer, looking oul at the scene.
The Rickenfigur posillons viewers as
speclalors Lo the act of contemplating
the landscape. The trope
was [irst popularized by
German Romanticism,

in particular the painter
Caspar David Friedrich,
and has since been
adopled across
olther genres of arl.

Contemplative figure

Landscape painting, especially during the Romantic
movermnent, often aimed to depict massive scenes of
nature and turbulent weather. This contrasted with
the tiny scale of the individual, who may be watching
in awed and overwhelmed contemplation.

THE AMERICAN ARTIST
GEORGIA O’KEEFFE
HELPED PIONEER

THE CITYSCAPE

Artists can make man-made objects
central to a landscape. British artist

Tacita Dean has created films that

archive redundant human structures

in landscapes. Sound Mirrors (1999)
features obsolete concrete “sound mirrors”
designed to detect aircraft.

FAEBRICATED OBJECTS




Ajneaq Jaylsae se LD UMY 34

[ 58 3Ny E J u| Ajreadq jo suogeu
JE) USRI EISUSS B f [ezisse|2 padep
uame] sEM A EI TR p uayo aunidines

n e HEJO Wy enoFsaud
e 1Y INIA T s usas sem Bujuey

.tm..m\.._ﬁaumn..Eutm_.m::.. .,.1:
meEmn_:u_n_}_u___r.Eun_Emtnom_._uB .*_“ ‘r- :.
m:_umm__.mn_a;m_L_co:mu:umtmu:m_u:b
mﬁﬂmfoam__tmn__.q._._ummcnmm:.mEFm
m_.__f__.__.hn_tmm_._u:uumtummu...u_.__mEmE_._u
mﬁE%?ﬁ.&z.:tﬁ_qmﬁ_smm &Fgﬁﬁmm
uas yiewdjod ayy ‘sauaia)d o) Suiyiap ghiagey sy sajeapu
HEeaulq USAGUD |EUBCILL | UE|SENY
S1UVY JAILYYH0D3d :
.ﬂ—
1
‘Aymuabur pue ‘[iys ‘digsuewsyjern airnbail yjog
preuofes Aq (co1) Sums oy, | "UOTIOUNJ PUE AINEA] YIIM PAUISIUOD SBM 1Ie DAIJEIONAP
se Yans 'sBunguied Auew jo i

aiA1s a3 pasuanyUy 3| uSisap a[Iym ‘(3s131e a1[1) [eNpPIATPUL PaUAYBI[US U JO HIoM aY)
JOLEIUI PUE "alBAIaA|Is 'BIn3IuINny SE U2as SeM Ue auy—aouessieuay al Huump paysiqelsa
'S2|WIBIED paysl|jaquia a|Als 03020y SeM SLIE | SATIEBIODSD, puUe  oll, Usamlad a0UaIaJJIpP o],

SO7LL Ayl U acuesq u) padlawe

(5J00 ¥30. pUE [|Y5EAS JO 85N

a1 o1 Bunlagas ‘a)oaod yauald augl
11y 9AI}RI029(]

L

NI d3sn A13dIM SYM Ny3llvd
srarmdwns Euawens Ay v

JIANYIW HIFUD LNJIDNY dHL
020301 pue aulLj
u

‘2INJI8YDIE SE [[8M 5B

‘ammadmos pue Bupued se

ans S0} 1 morquing Afeuoiipe) ol s1ajal

"“1srIjuoo Ul ‘4 surg ‘Acelsusbap pue ssaoxa Jo ulils B 5B
UONEJUSUIEUIC PEIUNOUSD 128)0IE UBMISNY UR 'S00]
Jopy 8wy pue jusweuiQ, Aesse [£6] STy U] ‘swelqo
[eUonaun Ing 'anetises jo efusl 2 jo uononpoid ayg ug
usuwEio pue ubsep Jo asn e} 03 18]81 SUE aAnBIoa]

Jriey)sae ng [euonoung

MN21530 3¥I1
020204




‘Aepoj aninans
253yl JO i J4noD
ueissny ay) Joy sdda a)se3
[euadw) ps apew 'dingsiajad

‘15 ul paseq ‘a81aqed e
‘L16L PUB SLEL Usamiag

19a/q0 swes au) uo
o AELL SUBSILE

pue s1siue ajdgny
ssaseud sjeym ayl

10 J0UIUE3 U) J5ILE SUE

e S

£AFHNLOVANNYIN ‘STII0L [BUIUe pus
FIYIM s9913 yurerd eyeornur Buperodioot ‘seqixe) pue
39¥38V4 TVIdIdWI 1adediiesm se UONS SWSY] 118 SANIEI0NED SpEW
ANYW MOH Auedwos 5TH 0D § SIION PEPUNO] STLION

wennm (LF-051 dd sas) Justaaotr 835810
PUE S1IY S JO A28 8173 18 ‘1981 ur ‘erluexe
104 "SUBS|HE PUE S1S[UE [BI8ASE JO [[I4S

a3 Burnnber 'sdoysilom Ul 9pEU U810 818
s12aldo e aaneIooep pue pandde ‘118 suy jo
g0 peltdsur Areuosiad Buanpold

15710e 8U0[ 911 Jo Bapl 811 0} 158U Ul

sdoysyiom

‘s128lqo Je ul axes uwwo 5)

18 UGIIRIOISE paIpOgWE SUS (L3 58 43RS
s88a afiagey Ajamal pue ainyuing se
YINS SWa)] S3pN[IULHE SAIEI008 JaW
JaLsae aaey 18y} s1aalqo jeuaiaung
s3qu3sap pue (Ayinesq o wope o)
SJJO33P UET SU) WO} SBAIER LWIE) SIY L
He aapesodag

Fine and Decorative Art

SUBJECTS AND CATEGORIES

LYV 3INILYH0D3d

Y35 pUED puE
sdna se yans g3zalge
PAEN| I SEMELSLY

ua|sadxa sjjaue
J0) adeas jealf

Bua Buppsompoom
pUR S3) 1xa] 5w

L3NS 5145 paUguw e
Busew ainyusndg

Admuas uig| aul
uj Jajnded auesag
Bugyl spewg -

Hujweaw aicda

£ LA |pSw 8l pasn
S15(1E s30E pUE
Junjuas ying ‘espaesd
AJUEw palapisuoo sem
s3jwedas ulneyy



Types of realism

The use of realism has uctuated
throughout the course of history.
In the medieval period, painting
and sculpture depicted more detail
and facial expression than before—
although the main focus was on
symbolic images—and this carried
through into the Renaissance.
However, it was in the mid-1800s
that true realism in art began.

19th-century Realism
Gustave Courbet painted
people’s daily lives instead
of religious themes (see
pp190-91)—the Realism
movement referred to
subjects, not depictions.

Socialist realism
Soviet artists practiced
“constructed realism,”
portraying workers and
citizens in naturalistic but
very idealized ways.

Photography
Photography and other

lens-based media capture
the real world but can also
be used to make social,

political, or artistic points.

HOW DO ARTISTS
PLAY WITH REALISM?

A work such as Edouard
Manet's Bar at the Folies-Bergére,
with lifelike figures shown in
impossible symmetry and
unfeasible angles, implies
that even realistic art
is never truly real.

In the 19th century, the new Shows hiow all four feet Ie.ame
process of phﬂtﬂgmph‘r Was the ground at the same time
claimed to provide a purely
objective and neutral
reproduction of subjects. It
wenton to have a huge impact
both in society and in the art
world; however, both artists
and photographers in general
soon realized that it could be
used to misrepresent and

i

distort what was “real” just Capturing motion
as much as any other Im 1878, Eadweard Muybridge used photography to
visual medium. acourately capture a horse in motion for the first time.

FRENCH SCIENTIST
JOSEPH NICEPHORE
NIEPCE TOOK THE FIRST
PHOTOGRAPH IN 1826

Contemporary realism

In the 1990s, “critical realism” emerged as an arl movement that
guestionad the truth of visual imagery and used Llext alongside
photography Lo prompl viewers Lo question whal they were seeing.
Contemporary artist Trevor Paglen uses military and intelligence agency
images Lo challenge perceplions of reality. Other artists have used

Llechnigues such as drone pholography of landscapes Lo explore new
methods of depicting reality.

Drone landscape
While most realism
works are figurative
and focus on peaple,
some artists have
turned their attention
to landscapes and how
to represent the natural
world honestly and

meaningfully.

Drone maps the
landscape accurately

Reproducing nature
realistically highlights
its abstract qualities



“Old Man”, Franko Clun (2011)
Realism must address the idea that a work
of art is not real and that it s only a copy
of the thing it depicts. Realist works atternpt
toy bradpe this gap by making that depiction
as close in appearance as possible to the
ariginal object.

Technical mastery challenges
perception, making it unclear

to the viewer whether they are
seeing a photograph or a drawing

Intense detailing draws
in the viewer, making an
emotional connection

Lifelike rendition of features
invites deep conternplation
of the subject

Realism

Realism is usually understood as
describing art that seeks to depict
the world in a recognizable way.

Representing the real
Realism can mean depicting objecls “as they appear,”
making explicit and accurale representations of people
and things. However, il can also reler Lo artistic
allempls Lo visualize “invisible” social forces and

Lo challenge generally accepled ideas of subjeclivily,
politics, and human life. These differing approaches
can resull in works of art that look wildly

different. In both cases, however, realist

compositions share the common Lrait

of Lrying Lo engage with the world

by using clearly execuled imagery.



Limited color ——
palette, aiming
to elicit spiritual
or emotional
reaction

Large patches —
of glowing
pigment, with
nio narrative or
descriptive

Camvas hung ——
low to create

relationship
with viewear

Abstraction on a large canvas
Artists such as Mark Rothko
(1903-70), who was associated
with the Abstract Expressionists
(see pp210-11), used large areas
of color and subtle tonal
variations to elicit emotional
responses from viewers.

LOWER PANEL WITH YELLOW HUE

. Canvas painted

on a large scale
to fully immerse
the viewer

Detailed
brushwork
becomes
apparent
only on close
inspection
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WHAT KIND OF
UNCONVENTIONAL
MATERIALS HAVE BEEN
USED IN ABSTRACT ART?

In 1970s Mew York, Howardena

Pindell used chads (hole-punch

offcuts) and perfume to
create her abstract /

Abstraction

Abstraction describes art that does not represent
things, objects, and people in recognizable form
but rather foregrounds formal elements, including
shape, line, color, pattern, composition, texture,
and surface. “Abstract art” encompasses an
extraordinary range of practices that are not
unified by any single theory, use of material,

or sociopolitical intention.

Nonrepresentational art Elements not
Abstraction is defined in opposition to figuration or representation. commonly found

Abstract patlerns have been used Lo embellish objects and buildings

paintings.

Form: emphasis Figuration: representation
around the world for thousands of years, and many mosques are o the: material of figures and objects
decorated with abstract designs in Islamic arl (see pp. 164—65). construction of from the world
Modern and contemporary abstract artworks, however, are B
requently closer (o representation Lthan they might like to admit ; T Narrative: abstract
for example, Helen Frankenthaler's poured color field canvases relationship of parts art does not generally tell
flirt with landscape painting. to each other, and to stories in the way that

the whole ather forms of art may do

Real vs abstract

Abstract art may seem far from

reality, but can be closer to

representation than first appears. Connotation: shapes, Denotation: elements
marks, and colors of the work in abstract
may have particular art do not represent

Abstract painting
resembling a sun
Eoing dowmn

owver a field

aszociations or meaning specific objects

Lot ot The origins of abstraction

Japanese artist Kusama uses Rather than having a single “inventor”, modern abstraction developed in
repetition of abstract forms, multiple locales al onece, in the wake of Cubism and Futurism (see pp.204—
famously dots. In 1969, she painted 05). In Russia, artists turned away from depicling “nature” toward pure
dots on naked, dancing performers, shape, color, and line o find a new anti-elilist aesthetic, matching Lthe
during a “happening” on Wall aims of the 1917 October Revolution. Dada artists in Zurich, such as Hans

Street to protest the Vietnam War. Arp and Sophie Taeuber-Arp, rejected representation in disgust at what

Lthey saw as Lthe bourgeois values thatl had caused the mindless slaughter

. . . of World War L. Debales ek e Rarie
belween arlisls over realism Malevich, 1913
and abslraclion at particular In 1915, Malevich exhibited
moments have been decisive this piece at the exhibition
that launched Suprematism,
for the development of or what he called
modern art. "monobjective” art.




Religious Art

Across history, religions around the world have used art
to express their systems of belief, using various forms,

including architecture, sculpture, dance, and music.

Devotion and ritual

To understand religious art, it is crucial to consider any particular object in

its context of devolion and ritual. Spaces, objects, smells, and sounds are

often experienced all al once in practices of worship, unlike the experience of
viewing individual pieces of art in museums. Shown below are the six mostL

populous world religions, which all use art in this way.

Depictions of

Christian art

Christianity

Christian art is defined by church
architecture, prayer books, and figurative
representation of holy figures, notably Christ
and the Virgin Mary, as aids to worship.

Other religions

Many religions around the world
have developed artistic praclices Lo
convey beliels and spread messages.

Jesus dominate

g

MICHELANGELO
TOOK FOUR
YEARS TO PAINT
343 BIBLICAL
FIGURES IN THE
SISTINE CHAPEL

Geometric patterns often Dieities are often
decorate mosgues represented with multiple —
armes. indicating power b~ 4
< o
O >

Geometric patterns, callipraphy, and pottery
are commaon in lslamic art (see ppl64-165).
Figurative images are rare, but Sunni and
Shi'a Muslims have varying views on this.

Some of these are now entirely historic,

such as Ancient Greek and Roman,

Aztec, and Mayan religions, and remain

as relics only. However, living religious
arl practices continue o have a huge

influence on the conlemporary ark
world. A nonexhaustive selection
of these is shown here.

Jainism
Temples and sculpted
figures of jinas,
warshipped souls freed
from perpetual
reincarnation, scatter the
Indian subcontinent.

Developed in Japan,
Shinto shrines, buildings,
and monuments enable

connection and harmony
with karmi, supernatural
spirit-beings.

Hinduism

Hindu's myriad deities are represented

using vibrant color and ornamentation

and are designed to enable darshan, direct
communion with the divine (see ppl60-161).

3

Taoism
Originating in China,
Taoism wses calligraphy,
architecture, and
symbals, such as the
yin yang, to promote
balance and harmony.

Shinto



Buddha is -

often depicted
with a serene
EXpression

Buddhism

Buddhist art is incredibly diverse; initially
characterized by symbuols of journeying and
enlightenment (trees, wheels, footprints, and
lotus), images of the Buddha now proliferate.

Baha'i
Emerging out of Iranian
Shi'tte Islam, the
monotheistic Baha'i
faith understands art as
spiritually uplifting and

promoting world unity.

WHERE 1S THE
WORLD'S OLDEST
KNOWN TEMPLE?

The 11,000-year-old Gébekli
Tepe in Turkey was possibly
designed to worship Sirius,
the "dog star.” Its pillars are
carved with vultures, lions,
and scorpions.

Gurus' poriraits,
are for inspiration
only and are niot
objects of worship

Sikhism

Sikh art centers on symbols but also
includes portraits of prominent gurus,
illurminated manuscripts, as well as coinage,
Jewelry, and clothing.

- L]

o

Zoroastrianism
This religion from
ancient Iran has no art
associated with it Its
religious symbaol is the
Faravahar, a bearded
figure with wings.
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Religious Art
CHILA KUMARI BURMAN
Chila Kumari Burman, a Punjabi- ‘Modern
Liverpudlian, uses gods and stories Fepresentanion using
neon lights

from Hindu mythology to address
issues in the postcolonial world, in
paintings, installations, photography,
and printmaking. For example, she
models herself in photographs

as Kali, the goddess of power, to
represent her own commitment

to feminism.

Menorahs and
other cbjects
are decorated

to uplift
spiritually

udaism

D &

Cao Dai
Caodaism uses the eye
of God in a triangle as

its main symbaol. s
central, colorfully
arnamental emple is
based in Vietnam.

Confucianism
Confucian art includes
calligraphy, paintings,
and ceramics and uses
symbuols to promote
ethics, such as the
anchid for morality.

EYE OF SHIVA

4hz Ten Commandments forbid the
reproduction of icons. However, synagogues,
and objects are often beautifully constructed
and decorated with fine ormament.

Mavajo
The Mavajo use sand
paintings in rituals. The
paintings have an
active role in soliciting
the gods’ help for
healing and harvest.



Figures of lower status are Line of
gven lesser imporiance in the Compasition is

The Art
of History

Civilizations across the world have
used art to represent events and
figures from history. In Western
art in the 15th-19th centuries,
history painting was regarded

as the highest genre of art.

Nlustrating history

History exists mainly in the form of stories. This
includes artistic representations, which play

an active role in how we see the past. History
paintings are narralive paintings of historic, Biblical,
or mythological evenls—large-scale, complex
compositions of multiple figures, illustrating
moments of drama and significance. Often they
reveal more aboul the political conditions at the Lme
of their creation than aboul the events they depict.

HOW DO encourages viewers to see historical
MODERN ARTISTS
MAKE HISTORICAL ART?

Contemporary artists such
as Tessa Boffin and Isaac Julien
use photography and film
to recreate fantasy versions
of histories that have
been marginalized.

~ FATALSHIPWRECKIN 1816 part of the
WAS PAINTED AS AN
IDEALIZED SCENE
‘N “THE RAFT OF
THE MEDUSA”
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Central, triangular
glory of the figure at the apex
. Sculptures and history
- | Seulpture has been a vital medium

for depicting historical and other
slories, scenes, and fgures in many
cultures; one of the most famous
examples is Michelangelo's “David,”
completed in 1504. Classical styles of
sculplure are often used Lo represent
civic figures as public statues. These
works exemplify the stories thal a
sociely wishes Lo Lell aboul itself,
and some statues of controversial
figures (for example, those involved
in the slave trade) have sparked
backlash and protest.

Exapgperated features

Inuit stories

Inuit peoples have been making carvings

for thousands of years fram whalebone and other
matenals. Modern Inuk artist Karoo Ashevak
adopted an expressionistic style and made many
pieces inspired by Inuit tradition and stories.

TV AND NEWS MEDIA

The representation of a historical
event on television can enter people’s
minds as their own visual memory
(for example, the assassination of US
president |. F. Kennedy). Mews media
plays an active role in constructing the
stories of modern history.

Garmenits and

other details often J Visual media affects
reflected the time ; { collective memory
of creation, not the

era being depicted

MODERN
MEDIA




Political,
Social,and ™
Propaganda art

Art is inherently social and political,

because it is a tool used by humans to

represent the world and communicate

ideas to each other. Used to express
political discontent, create slogans

- of solidarity, and promote social
change, art has been at the heart
of protest and revolution for
hundreds of years.

Artistic revolutions . -
Artists are often also aclivists. For example, {
Dadaism emerged in Europe and North America
_in protest at the horrors of World War I Marcel
Duchamp's Fountain (see pp.216—217), one of
the most famous works of modern art, has
also been interpreled as a protest work. The |
Situationist International was a group of artists
and intellectuals who were involved in protests
in Paris in 1968, and in 1969, the Art Workers’
Coalition withdrew works [rom a Paris museum
in protest against the Vietnam War.

IMPACTFUL SIMPLE

BRIGHTLY COLORED BOLD

Characteristics
Protest art and activism often rely on simple
and powerful graphics to convey their message.
In the age of the internet, such graphics can
spread very quickly.
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Types of protest art

Effective protest arl works through using familiar
methods of communication. Posters in civic spaces
have been widely used, bul since the advent of
television and the internet, art activism has also had to
concentrate on the production of actions and graphics
that can reach audiences through these channels of
communication. Artists may also use more raditional
formats and spaces—American artist and AlDs activist
Eeith Haring exhibited his paintings and drawings

HOW CAN ART
TACKLE SPECIFIC ISSUES?

American photographer Nan
Goldin founded Prescription
Addiction Intervention Now
(P.A.LLN.) in 2017, a group
that uses performance
art to protest the

.

opioid industry. widely in galleries and created murals and sculptures.
ACTIVISTS THE “
| GUERRILLA GIRLS OFTEN
USE STATISTICS TO PROTEST Installations
Posters are publicly  Interactive and immersive,
SEXISM IN THE ART WORLD visble, effective,and  Installaions can evoke
cheap to make. strong emations.
Protest media
Modern protest art Mﬂv:tli;tun
Conlemporary climale activist groups, such as ::10:1‘! m"é::'ﬁ:'e
Extinetion Rebellion or Wretched of the Earth, have but works best
become known mainly through the power of their mr‘b:'tﬁ? :ﬂd
. - . R R I ]
visual campaigns. Extinction Rebellion’s Projections Graffiti a way that will
graphic logo is reminiscent of that of the Large images can Painted in public reach large
Campaign for Nuclear Disarmament (CND) be projected onto spaces, praffiti reaches numbers of
’ public buildings. a broad audience. people.

and they have engaged in performance arl
protests, including blocking the streels of

RS owonners

Many political artists work in exile
from their home countries. In 1973,
Cecilia Vicufia was exiled from Chile
when the dictator Augusto Pinochet
took power. Vicuna continues to make
feminist work with poetry, paintings,
and textile installations in protest
against dictatorship.

Symbolic colors are
used in performance

e

Art protest
In 2019, Extinction
Rebellion deliberately
used blood red robes
and white face makeup
to create a powerful
visual impact and
impress the gravity

of the climate erisis.

Vicufia used red wool to
create “a poem in space” T

TEXTILES AS
PROTEST
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How Color Works

ELEMENTS OF ART
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Pigments

Pigments are substances that impart
color to painting mediums. They
can be natural or synthetic in origin
and consist of insoluble particles
mixed in a water- or oil-based

binder and applied to surfaces.
NAPOLEON IS SAID TO HAVE DIED

FROM THE ARSENIC IN A

HIS GREEN WALLPAPER

The lifeblood of art
The discovery of color
pigments has been key
Lo the evolution of art.
The earliest artists’
pigments came [rom easily
accessible natural sources.
These could be inorganic,
such as clay, rocks, and
charcoal, or organic, which
includes snail shells, plant
parts, and insects. Today,
pigments may be of either
natural or synthelic origin.
Most modern pigments

are mostly either inorganic
or synthetic organic (made
in a laboratory). Several
early pigments contained
dangerously Loxic
substlances.

PAINTS

MAMES

SOURCES

USES

Symbolic color

Colors can have symbolic meanings, which may
vary between cultures. While may represent
hope or purity. Black can suggesl despair or
death. Red implies anger or danger, while blue
may mean calm or holiness. Purple can symbolize
royally, magic, or power. Green can signify
fertility, growth, or healing, while yellow may
mean warmth, happiness, or positivily.

DANGER

Prussian blue was used by
Picasso during his Blue Period
from 1907 to 1904,

Coe

ROYALTY

MNATURE

YELLOW

Lemon yellow, cadmium yellow,
yellow ocher, chrome yellow,
aureolin {or cobalt yellow).

The first yellow color was
yellow ocher, an earth pigment;
gold was used in some cultures;
orpiment (or King's yellow) was

made using arsenic.

Yellow pigment made from
gold leaf was used in Egyptian,
Roman, Byzantine, medieval, and
Renaissance art and in Japan in
the 16th and 17th centuries.



WHICH
INVENTION HAD AN
EFFECT ON THE PRACTISE
OF PAINTING?

Metal paint tubes meant that
artists could leave their studios
and paint outside; they also
meant that paint could be
mass-produced. 4
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Discovered by chemist William Henry
Perkin in 1856 as he sought a treatment
for malaria, mauveine was one
of the first synthetic chemical
dyes to be mass-produced.

Its popularity led to the

1890s being called

“The Mauve Decade."

e

Mauwve paint

MAS5-FRODUCED COLOR

Mughal artists in India and
Persia in the 17th and 18th
centuries used minium; some
“miniztures” after the pigment.

Pre-Raphaelites. Impressionists
and Post-lmpressionists often
placed orange next to
complementary blue, to
create vibranoy.



\ Line effects
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of details. Shades of tone can also be
suggested through line.

Stippling indicates texture

Small marks are made to
create am impression of
owverlapping feathers

Hatching indicates
areas of dense tone

LINE ART
75,000 YEARS

Contouning traces the curves
of the feathers, giving volume
to the drawing

— Heawy line weight
creates emphasis
on the edges

Looser, more sketch-like
lines give a ruffled feel
to the feathers

Hatching is overlaid in
contrasting directions
to create density




ELEMENTS OF ART
Line

Line

The use of line is a way of articulating
and defining form and space and is an
expressive, gestural action. Line is an
important consideration in all mediums.

Line drawing

Line drawing can be used Lo race conlours, creale
space and structure, and suggest Lonal variation. The
malerials used, techniques employed, and choice of
line weight each give drawings different qualilies.
Pencil and graphite produce accuracy of form, while
charcoal creales a suggestive line thal can be blurred
and layered (see pp.22—23). Monoprinting gives a sofl
line, and ink creates a calligraphic and expressive

5 - — - Line weight Line quality p I
line (see pp.24—25). Working within constraints helps The darkness or The feal of the line,
mdeue]nps]:[l]s for EIIHIII[HB in continuous line mdﬁn wrhich could be

- N . is referred to as the rough, smooth, soft,
drawings, where the drawing implement stays on weight. A thicker ine oo bl = dearyihed
Lhe page surface throughout. suggests strength. as the line quality.
Actual line is a physical, linear mark on the page
that makes a solid connection between points. It is
the direct result of pulting a drawing implement in " "’""1!‘
contact with a page surface and moving it 1o make a
continuous mark With an implied line, marks are made Actual line Implied line
to suggest contours and tonal changes. The variation in ﬂ“‘:;ﬁ*ﬁm:m’w Wlmﬁmm

. - - - dﬂﬂ'l‘lg Bl:ﬂ'm realte rones Fl:l!i'lm

#mm@ﬁm_ Yﬂ&ﬂl&ﬁ- a"_:lmil ession of a line, & not a real person, but a negative space that are shaped
with the viewer's visual mind filling in the gaps. drawing of a line is a real line” Lo suggest a line.

WHY ARE
PICASSO'S LINE
DRAWINGS SO POPULAR?

Line can be taken from two
dimensions into three
dimensions. Using wire or a

Picasso’s deceptively simple similarly fine material, an

line drawings capture a
playfulness and simplicity
that express joy through
intuitive, dextrous
marks.

artist can take a line drawing
and realize it as a spatial
object. The Venezuelan artist
Gego is noted for wire
drawing installations.

LIME IN 3D




At the end of his career, Henri
Matisse began to use paper
shapes as a way of drawing

directly in color, using simple

cutouts as a joyful and
immediate form
of expression.

Organic shapes Contours are used 1o create

Organic shapes can be defined as = of

[resform shapes that often relale o

natural forms, including the hody. 5

They can be ireqular, curved, and

flowing, giving an asymmeltrical and o s
ORGANIC ARCHITECTURE

unpredictable fesling to a work. French-
drawings use organic, interlocking
shapes to convey movement, connection,
and a sense of nature and the body. The
paintings of English ahstract artist
Gillain Ayres play with Qowing,
entwined organic shapes that deny
background and foreground.

Simplified shapes

An effectve way to understand
structural shapes within complex
h_rrr_lsisH'nrmagl'm:.i‘an?caﬂarL
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- Shape

simplified into
an irregular,
oval-like shape

A shape can be defined in art as a two-
dimensional, enclosed space. It can be geometric
and mathematically defined, such as a circle,
square, or triangle, or organic, asymmetrical,
and free flowing.

Organic and geometric negative shapes or space.

Whetlher geomelric or organic, By obszerving and recording

shapes embody specific qualilies, negative shape as well as positive
such as structure, symmelry, shape, the artist can gain a beller
Muidity, or spontaneily, which the understanding of how forms ocoupy
artist can use in a representational space. Shape is related Lo [orm (ses

or abstract work. In abstraction pp.96—97), with form combining
(see pp.78-79), geomelric and both shape and three-dimensional
organic forms can be combined Lo properties.

creale different visual velocilies -
across Lhe work. In representational ANTD NI GAUDI*S
art, shapes play an integral role in ARCHITECTU RE
how the artist understands whal

they are observing, and how Lthey WAS IN SP I RED
translate this into the artwork. BY NATURE AND
Shapes thal are formed by objects ITS ORG AN lc

are posilive shapes, and the space

around objects 15 reflerred Lo as SHAPES

ints Uncomnwentional Painting becomes
Joints are sculptural

represented e
by circles ‘ I
LARGE, SHAPED CANVASES

Some artists question the conventional rectilinear shape of the canvas
itself, exploring other shapes that draw attention to the edges of the work,
and the relationship of the canvas to the surrounding space. The canvases
of American artist Ellsworth Kelly pushed painting towards sculpture, and
created an extra dimension of shadows on the wall.




Form

Form in artwork is related to shape but also
encompasses mass and volume, weight, and
structure. There are two ways of understanding
form—first, as the overall form and physical nature
of the artwork itself, and second, as the expression
and description of forms within the work.

Working with form

A form is a shape (see pp.94-95) In three dimensions, either suggested
in painting and drawing, or realized in sculpture. In two-dimensional
arlwork, form can be described using tone, modeling, scale, and spatial
relationships. Artists employ the effects of light and shadow Lo suggest
form, using the contrast of varying degrees of lightness or darkness

Lo creale the sense of a three-dimensional form. Form in sculpture is

a solid object that is created by ils shape, structure, and size and the
arrangement of components such as length, width, and depth.

WHAT IS
FORMALISM?

Formalism is a movement
that states that form and visual
quality are the most important
aspects of a work. It emphasizes

the composition of formal
elements—line, shape,

space, and form.

Sculptural form

This partial depiction of a figure is
rendered in three dimensions at a great
scale, creating visual impact. A soulptural
form's physical presence in a space
affects the way people interpret it

Scale Contrast Juxtaposition
A1 scale favors Using the contrast In painting, juxtaposing Plinith
realism, while scaling of light and shadow forms apainst flat o
: . . elevates the
up considerably on & form increases areas of paint :
increases the impact the sense of solidity increases their three- o ptu.re.
i . . affecting
af the form. and presence. dimensional quality. .
how viewers
perceive
Found objects Modelling from life Abstract forms e
Artists draw attention Working from life in In abstraction, form is ,
to the form of painting and sculpture non-representational \\
ready-made objects gives the artist a direct Abstract art uses shape, k
to highlight cultural connection with the color, and gesture to
associations. subject’s form (see right). denote forms.

DISRUPTING FORM

Some sculptors play with
perceptions of form by manipulating
materials to behave in unexpected

ways. British sculptor Julian Wild Sinuous, SeaH
uses industrial materials such as organic form - anoend the sspture
byl to contemplate it
stainless steel to depict forms and  #toddswith from all angles,
colors found in nature, bending I knawn as sculpture
metal into sinuous knots or peeling in-the-round
it away from the central form to KMOTTED
reveal a hidden color. STEEL



Drawing from
observation
Drawing from life helps artists
to understand form and how form
occupy space. Still life painting (see
- I-mandre;lmmtaﬂﬂn
of limensional form in Lwo
dimensions, rendered realistically
or in abstract. Drawing an object
or figure [rom different angles
increases understanding of its form,
and identifying negalive space helps
siluale iL in ils environment.

PATTERNS AND COLORS
CAN BE USED IN THREE-
DIMENSIONAL ART TO
DISGUISE OR CONCEAL
AN OBJECT'S VOLUME
AND MASS

1/, A\




Implied texture ANNI ALBERS USED

In painting, implied texture can be created through illusion, where the

artist paints the look of a texture. For example, using drips of solvent WEAVING TO CREATE
through oil paint can create the look of a rough surface such as a wall; REVOLUTIONARY

using small strokes and blurring techniques can creale a feeling of fur;

and using semitransparent acrylic layers can create the impression TEXTURED ARTWORKS
of glass. This approach allows the artist Lo suggest Lexture without INTHE 19208

adding substances or materials to the paint.

c

Cloud is suggested
using a soft taxture
with sweeping
brushstrokes

Combining textures

This painting shows a variety of implied
textures, with subtle differences between
each texture and the way it is painted.
This ersures that the painting “reads” as

a whole, while still creating a sense of
illusion and atmospheric place.

The grainy sand texture is
maide with rough
brushstrokes
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Texture

Texture is the appearance or sensation of a surface—
for example, rough and abrasive, or smooth and flat.
It can be implied or physically created, depending on
the type of artwork and the desired effect.

Actual texiure
Actual Lexture is using the real,

Fine testture
and detail can e

tangible Lexture of objects and ma‘ﬁ;ﬁ:‘;
surfaces in an artwork Lo convey

emotions, ideas, and sensations.

Sculptural materials each have

their own “language.” For example,

clay can be modeled but also Vishle madks __
suggesls immediacy as il picks up may allowthe
the impression of the hand; plaster viewer to feel
has a cool quietness and can be m:;szt'iiﬂrf;
used to pick up fine details in process
casling; melals such as steel can

be mirror polished or lefl with

an industrial feel.

Smoothness in

tric plames
Rough vs. smooth i

The artist’s use of texture in a sculpture can ;:i:ngle:
affect how the viewer “reads” it. A smooth, ) AN SUERES
industrial objects

polished texture can create a sense of
serenity or blankness, while a rough texture
can suggest dynamism and immediacy.

Materials and effects

In painting, a range of tools can be used Lo create different actual
surface Lextures. Palelle knives, scourers, and sandpaper are used
Lo scrape and erase paint. Substances such as marble dust and
beeswax can be added Lo paint Lo create body.

098 #9390

Texture

ABSTRACT OR UNUSUAL

Texture can also be used

in an abstract way to create
unexpected effects. The
transition across an abstract
painting between impasto (see
below) and flat areas creates the
feeling of different visual speeds.
In sculpture, abstract texture
suggests tactile sensations.

Wisual impact caused by
uniusual miaterial

UMEXPECTED TEXTURE

HOW DID VINCENT
VAN GOGH CREATE
HIS TEXTURED WORKS?

Van Gogh used small
brushstrokes with impasto
paint in complementary
colors to create paintings
full of movement.

Palette knife impasto Thick paint Combing Deense,

Impasto is thickly applied o Readymade or bespoke repeated
ol : projects from ) : ) g

paint, and palette knives are - brushes and combs can lines create

often used for layering in be raked through paint, uniformity

impasto oil painting. creating parallel groowves.

Sand and grit Granular Paper and cloth Cloth

Sand, fine grit, and even texture Textiles and papers absorb

cement can be added sugpests paint differently, creating

to paint to create an 7 stone surfaces texture—from fine silk to Paper

architectural feel.

rough handmade paper.



vAg ITISHARDEST TO DISTINGUISH High contrast

b The use of high contrast shows how drama
"M DISTANCE AT DUSK AS THE i e
TONAL CONTRAST IS AT ITS LOWEST strongly juxtaposed light and shade. The
dark staircase leads down to the highly
lit area drawing on Expressionist

LIGHT IN INSTALLATIONS dark and unusnal anales to ceate tens

Installation artists often use The figures are, therefore, in silhouette

light directly a 5 Bﬂmmmm Wh_iﬂlﬂﬂﬂm
projection to t orm L mystery and implied narrative.

Dramatic scene

Thiss image shows a simple urban scene of figunes
approaching a staircase. However, due to the use
af high contrast, the scene becomes dramatic and
foreboding, suggesting an event is about to happen.

-

In the background
the tonal range
lessens to create



genas MDA

]
Light, Shade,
CHIAROSCURO IN ART?

and contraSt Chiaroscuro is the use of

- light and shadow to define
Light, shade, a.nd mmmmmmssaﬂ three-dimensional objects. In
art forms to variously create f_om’ dmma’ illusion, painting, it was made famous
and atmosphere. Some materials are particularly by Renaissance (see pp.176-
suited to creating strong contrasting effects such 177) and Baroque artists
as charcoal and chalk, as well as spray paints and (see pp.182-183).
stencils. Digital manipulation of images can also
be used to exaggerate contrast.

Expanding tonal range S
In drawing and painting, it is important to explore the power of
light and shadow and to move beyond a limited tonal range. When
drawing from observation, an effective way for the artist to perceive
the tonal differences is to half close their eyes. These differences
can then be exaggerated to create drama. Identifying the
darkest and lightest areas of the scene, then working
between these parameters, is a great way of
expanding the tonal range. Working with
onto a scene, or a lit object within FLATTER SCENE

a dark space all help explore Light and dark
h‘- the range. Here, the contrast between light and dark is.

exagperated across the two images. The second
image creates more of a sense of depth and
invites the viewer into the scene through the

use of light at the center.



T Space and environmental art

body creates Artists may use the natural world as a space for making work, even

tEnsion using the landscape and outdoors as a medium in itselfl (see p.115). Often
drawing atlenlion Lo environmenlal issues, artists can use the landscape
as a way of expanding the conventional scale of an artwork into epic

Matural proportions, and of changing expectations aboul how an artwork is

Emrenment seen and experenced. Artisls may also explore space using the body.
Multi-disciplinary artist Ana Mendiela created over 200 works in which
she placed hersell in an culside environment, using space and her

ENVIROMMEMNTAL SPACE suwrroundings as sculptural and performance mediums.

Space e

The creation, suggestion, and manipulation of space
is used across all art forms. Space can be used to
create the illusion of depth and can be a medium

in itself within three-dimensional art.

. . Artists break down Eachan
Pictorial space theeir view into surface ;:T;s arole
“Piclorial space” describes the plznes in depicting depth
suggestion of space created within '

the flat picture plane, which is ‘

the surface of the picture as if

transparent, held parallel to the

artist's face, showing imaginary I(—)

space. The depiction of illusory

Shace apaining emergec olowind AN

the development of geomelric = s
fsmls.:ﬂmﬂg 1ot %Ena:rl[:ﬂ, Planes Icﬁgsa;"::'d at diIFFL*rL-nl perspectival

angles create a sense of space and distance
space can be constructed in ways by receding into the picture plane.

such as using perspeclive, crealing

middle ground, and background; Artists may wse elements such as perspective,
using layers of recessive and varying F"“""_—";j e “’M

- . ; create pectonal space in a pantng or other
dominant colors; overlapping, two-dimensional work. Figures can lend the
and using objects of relalive size. space tension and meaning.

CONCEPTS OF SPACE, IMMERSING

‘ ART INSTALLATIONS PLAY WITH
I THE VIEWER FOR A FULLER EXPERIENCE
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INTERIOR AND EXTERIOR SPACE

HOW IS SPACE
Installation artists often explore  Lines between USED IN SCULPTURE?
and highlight the feeling and art, nature. and .
character of particular spaces, a;:':;j::;; Sculptures may contain
and the relationship between areas of negative space, such
interior and exterior. James Turrell creates as the holes formed in HEI‘II‘f

spaces for contemplation by framing the
sky from within a calm, minimal interior.

Moore's figures. Alternatively,
works may interact with the

space they inhabit.

FRAMING THE SKY

Showing a view outside the window
extends the feeling of space and depth

AMNGLED PLAMNE

Rectilinear Figure looking out Shutters project

forms used adds narrative into the space of

throughout the scene

Composition Picture on a diagonal
plane shows the
depth of the room

USE OF GRIDS TO SHOW

RECEDING FLOOR

Larger figure
anchors
foreground of
composition

ANGLED



ALBRECHT DURER %,
TWO- %%
POINT PERSPECTIVE e

1525 BOOK

Back wall is on the same
plane as the vanishing point

Geometric lines

of painting frames VANISHING
help emphasize POINT
orthogonals
HORIZON LINE
]
W
Sculpture in the

i middle distance

] L .
Vantage point
Linear Perspective .
point from which the scene

i5 viewed. The height of the

Creating the illusion of depth in a painting or drawing e
. = - _ Ve 'H\'_" o el grdaliyl
relies on particular techniques and the skillful use of line is higher, the viewer

has the feeling of being able

perspective. Artists use the system of linear perspective b waall ey e scne lonar
to convey the illusion of spatial depth in scenes with Hf‘lﬂ::;;"i;':fr:“':r'flfﬁ
straight lines, enabling them to accurately translate A central horizon line

gives balanoe to
a composition.

the real world onto paper or canvas.

How linear perspective works

In perceiving depth, objects closer Lo Lthe viewer appear larger than those

further away. For example, a tree in Lthe foreground of a painting might be

larger than a mountain in the distance. On a two-dimensional surface this

disparity in size gives the impression of receding space, and in order o

replicate this artists need Lo employ three components: a horizon line,

which acls as a divide between the sky and ground, orthogonals

(diagonal lines) that recede into the distance, and a vanishing

point, which is the point at which all orthogonals converge. VIEWER



‘i“* Multiple perspectives

g Linear Pergge;ﬁrz 1 04

Pictures that have only one vanishing point on the horizon
line use the one-point perspective system. An artist would
use Lhis method if they wanted Lo accurately render a road,
corridor, or a building with the front directly facing them.
Early perspectlive methods used one vanishing point, and
more were added later Lo creale more realistic scenes.

105

VANISHING g Eizﬁ:tﬁ VANISHING
POINT POINT
T * HEIGHT LINE ¢
to project
towwards viewer
VANISHING VANISHING
POINT POINT
L o
Orthogonals
Two-point perspective Three-point perspective
This method uses two receding points This method i used for pictures with a vantape
on the horizon line to create an advancing point from above, or below the object. Vertical
view—ideal for architectural landscapes. height lines run towards a third vanishing point.
L
VANISHING
POINT
WHICH FILIPPO BRUNELLESCHI
ARTESTS USED Perspective was known to the
BRUNELLESCHI'S ancient Greeks and Romans, but lost
FINDINGS ON PERSPECTIVE? during the Middle Ages. The Italian
) . Renaissance architect Filippo Brunelleschi
Renaissance artists such as theorized linear perspective around 1415, 8 8
Michelan geng Leonardo da when he demonstrated the concept of a I [] | . | i i

Vinci, and Botticelli used
this system to create
celebrated paintings.

.

single vanishing point by accurately
rendering Florence Baptistery in two
paintings. Brunelleschi’s findings
changed painting, ushering in an

era of increased realism.

0 0

FLORENCE BAFTISTERY



Perspective
Illusions

Leonardo da Vinci was one of the first to note
that when a landscape recedes into the distance,
its appearance changes in tone and color. In
painting and drawing, this is called aerial or
atmospheric perspective. Objects and figures
are also susceptible to distortion in the form

of foreshortening and other optical illusions.

Aerial perspective

When viewed [rom a distance, buildings,
lrees, and other elements in a landscape
look hazy, outlines and delails are
indistinct, and colors become weaker

and veiled in a bluish hue. With subtle
adjustments of color, combined with a
gradual change in tone belween the warm
foreground and eooler background, artists
can replicate the phenomenon of asrial
perspective and creale the llusion of

depth in a painting or drawing.

WHAT MEDIA
CAN BE USED IN
AERIAL PERSPECTIVE?

Oil paint can be used for thin
glazes for the gradual changes
in tone, with impasto for
the foreground textures.
Watercolour can create
washes of color.

BACKGROUND

MIDDLE
GROUND




Foreshortening
The technigque of

[oreshortening is used Lo
depict an object or figure

in depth. It is the distortion
perceived by the eye when
somelhing is viewed [rom
afar or from an odd angle.
For example, if a reclining
figure is depicted with

Lthe [esl closest o the
viewer, the [eel will appear

Foreshortened

abnormally large; the parls m‘m figurelslegs and
ortened ligure an

of the hody farthest away, chest appear shorter, creating an

unnaturally small. impression of depth.

ELEMENTS OF ART

Perspective Nlusions 1 O 6 1 07
(IMPOSSBLEFGURE

Designed by Oscar Reutersvard

in 1934, the Penrose triangle is an
impossible figure—an inconsistent
shape that gives a disorienting
sense of perspective. The

bars appear to be going in
opposite directions, but they
seem to connect.

THE PEMROSE

TRIAMGLE
\ r

.~~~ ~~, ARTIST .M.W. TURNER
'“<” ! TAUGHT PERSPECTIVE
W27V FOR 30 YEARS

Particles in the air
Muoisture and tiny particles of dust in the
atmosphere cause light to scatter as it

S e strikes them, and as blue light is scattered
E Mh'; e the mast, the buildings in the distance
are hfginnhgmlad detail el

Figures in extreme
foreground are same
size az buildings on the
same plane

Distant buildings
look washed out
and lack clarity, with
almaost no tonal
contrast between
light and shade




HOW DO TITLES RELATE
TO SUBJECT MATTER?

The title of an artwork may

be directly descriptive, or it

may be deliberately ironic,

atmospheric, or obscure. A

title may even add another
layer of meaning to

Main types of subject matter “ —

Artists may choose the subject of their work by asking themselves

guestions aboul the issues and inleresis that concern them. Some arlisls

combine autobiography with wider themes, [or example, connecting their ! ﬂN [M ALS AR E

Subject

Subject is the main element that an artwork
depicts. It can shape the work in terms of
materials, visual language, scale, and viewer
experience and is what distinguishes a studio
exercise from a meaningful artwork.

identity and past with issues such as race and gender. Other artists may
be politically motivated or make artworks that draw [rom history. Some AM O NG TH E
arlists consider the nature of the materials they use Lo be the subject and FIRST KNOWN

explore ideas of Lime or Lransformation through the action of the ART SU BJ ECTS, PAINTED

malerials themselves. Analyzing the visual language that the artist
employs can help the viewer understand the subject maller more clearly. D N CﬂVE WALLS

Still lifes may be rich in
e symbols such as flowers

Painting exact
likenesses was
part of early
portraiture

Portraits must
capture their
sitters essence



Historically, subject matter lended to be drawn on
commaonly known legendary themes and stories.
Gradually, artists widened their horizons, embracing
more everyday subjects and nonnarrative themes, a
development that allowed them Lo beller express their
own identities and make more inclusive art.

S 108 /109

Artists are the products of their environment.
External factors such as the media they
consume, the people they interact with, and
the places they live, combine with intemnal
influences, induding their memories, thoughts,
and psychological state, to inform their work

PERSOMAL
THOUGHTS AND
FEELINGS
-
External and
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The rule of thirds is a simple
compositional tool for
two-dimensional artwork.
To use it, the artist splits the
image into a hypothetical
three-by-three grid and
arranges the focal points

of the piece to follow this
structure. This creates a
balanced, intriguing, and
visually pleasing arrangement
of elements.
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Compositional devices

A number of lundamental
compositional devices, or
slralegies, have been used in art
through the ages. These siralegies
creale the main structure of the
painting, with other elements
such as figures or objects, colors,
and space placed within this
structure. Modern composition
somelimes incorporales or subverls
these technigues, or adopls a
combination of different stralegies
within the same painting.
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Triangular

Often seen in
Renaissance painting,
the triangle is the
nrganiziriq_.: principle
around which
elements are placed

to create a dynamic
compasition.



L SR RS

Objects in the
background create
a feeling of distance
and depth
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ELEMENTS OF ART
Composition

Composition

The term composition describes how an artwork is
structured and how individual elements within it
are arranged and organized to create an overall
visual impression. An artist will consider the
composition of a piece before they begin work.

Deliberate structure
Most commonly used to describe
two-dimensional work, composition

i5s the artist's way of guiding the
viewer around the work, using
the structure of pictorial space Lo
creale movemenl and deliberale
points of interest. Composilion
encompasses more than the
arrangement of elements on a

110/111

HOW DO ARTISTS
USE COMPOSITION WHEN
WORKING FROM REAL LIFE?

When drawing or painting a
real scene, an artist may use
a rectangular viewfinder to
“frame” different views

surface and includes structure to find the best
in terms of how a painting is put composition.
Logether and the relationship
between the illusion of depth
and surface.
BALANCED

Combaiegilimens. lIM’CDMPOSITIDNS ‘

ompasition combines different elemen
create the desired effect. Perspective, planes CR E.ATE A FEELI N G
of depth, contrasting sizes, and angled lines
all help give a scene drama and visual impact. OF HAR MO NY

gda”
- g~ « e
€% %e)e
‘ a 0ge %%
4 dgedy
fage e
e’ %
Centered Diagonal Vertical Focal point Mo focal point
A common method Diagonals are used to Blements of the Using perspective or A feeling of imegularity  This composition
of compaosing a create dynamic forces painting are arranged sense of distance can can create an exciting becomes surface-
portrait, this style of across the artwork. to emphasize vertical draw the viewer's eye composition that based rather than
compasition is simple They lead the eye from  lines, creating the deliberately toward forces the eye to move spatial. The repetitive
amd the attention is cormer to corner and impression of height a focal point. This around the painting at mark making across
drawn to the figure sugpest that the image  or length, which can can become maore different speeds and its surface creates
through its placemenit continues beyond the be either unsettling complex and invohe suggests disruption thie impression
in the center. edges of the painting. or imposing. multiple focal points. or change. of movement.



Ll L
Viewpoint - oo
The angle from which a viewer sees can be
. . ) manipulated by the artist Lo creale a particular effect
Viewpoint refers to the way the artist in an artwork. In painting and drawing, devices such
presents a work and its subject in as geomelric perspeclive, cropping, and multiple
relation to the viewer. This can be both ~ mages can be used Lo creale specific viewpoints

ithi . - within the [rame of the artwork itsell. In sculpture and
“fl the 'r.!mrk, R?I .::ample, implied installation art, the viewer's approach to the work and
viewpoints in a painting, and also the the way they move around it in three-dimensional

placement of the art object itself. space become key parts of the way they experience iL.

VIEW FROM VIEW FROM ABOVE
BENEATH Elevated viewpoint can make
Low viewpoint emphasizes the subjects seem small
or create a feeling of space

Unusual viewpoints
Viewpoint in painting and drawing is
closely linked 1o the use of perspectlive (see

pp.104-107), which can be manipulated to o
creale a distorted sense of space or multiple
viewpoinls. Depicting different spaces in r
the same painting can shift the viewpoint bt
around the composition, subverting I .
conventions of fa.regmund,_ middle gmu_m_i, Close crop View past View through
and background. Some artisls use invenlive Close cropping or Shifting the viewpoint Highlighting the space
viewpoints such as cropping or framing ZOOMING in can suggest a past the foreground behind or beyond
- - - - fragment of a wider scene,  and into the distance draws the viewer to
the main view with a closer object Lo add creating a dramatic and helps place the viewer the painting by creating

narrative or a sense of drama to the art piece. cinematic viewpaint. in the space. a feeling of layers.
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ANAMORPHOSIS REFERS @
TO A DISTORTED IMAGE
THAT LOOKS NORMAL FROM
A SPECIFIC VIEWPOINT

HOW DID VERMEER
ACHIEVE SUCH REALISTIC
VIEWPOINTS?

In installation art (see pp.60-61), artists
often have more scope to play with
viewpoint. As the viewer moves around
the work, the viewpoint changes and
creates a shifting experience. Visual
artist Pipilotti Rist creates immersive
environments with hanging sheets

of organza onto which images are
projected. The viewer experiences a
dreamlike sense of changing viewpoints
that challenges their sense of space.

Vermeer may have used
a camera obscura to project
an image of a space onto his
canvas, allowing him to
capture the scene with

accuracy.




Weather into paint

Painl’s Muidity makes il an ideal medium for conveying
wealher and its effects on a landscape. Capluring

sublle atmospheric conditions, such as dusk, can be

Sun
achieved using gentle variations of color and tone, Effects of sunlight, such as dappled
while bright sunlight can be suggested using high light or strong shadow contrasts, can

contrast and juxtapositions of color. Atmospheric

be depicted in colors varying from
cool and acidic to warm and

perspective (see pp.106—107) uses Lonal variation Lo glowing, depending on the

creale a sense of distance.

Rainbows
Watercolor is a popular medium for
capturing the luminosity and blur of a
rainbow. Using the illumination of
a white ground, the colors may
merge together to create an
ephemeral visual
quality.

season (see right).

——e
e
Wind

Wind can add dynamism and
movemnent (see ppl26-127) to

Mist and fog otherwise static scenes. Elements
The effect of mist and fog over a such as trees may be shown at an
landscape is often achieved by angle, or figures may seem to
layering with acrylic or oil glazing. It be battling the wind.

can convey a sense of uncertainty
ar etherwaddliness in an
otherwise ordinary
LEene.

Atmosphere

and Weather

Depicting weather can be an effective way for an
artist to capture and communicate mood. Atmospheric
light and darkness can be used to set the scene for

a narrative, to create feelings of elation or turmoil,

or to express a specific landscape or place.

THE ROMANTIC PERIOD SAW A
SURGE OF INTEREST IN ARTISTIC AND

WHATIS
“SKYING" IN
PAINTING?

The term “skying"—looking
at clouds—was coined by
19th-century painter John
Constable, who made
hundreds of studies
of clouds.

PERSONAL DEPICTIONS OF WEATHER
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Reflections

Reflections on water give a distorted
but recognizable imprint of familiar
surroundings, which may be
rendered in detail or reduced
to simple shapes or even
swashes of color.

Rain
Rain is often evoked through colors
such as inky blues and grays painted
as straight, diagonal ines. Some
artists brush water across a wet
painting. White highlights can
suggest rain splashes.

Storms

Stormy conditions may signify turmoil
or the power of nature. Artists may

use colors such as Payne's gray,

indigo, and Prussian blue mixed
with burnt umber to create a

brooding atmosphere.
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4 ENVIRONMENTAL ART S al pal Spring
_;:.--"'1‘ RS D tte Aridic colors such as leman
Land artists such as j'l.nd'y' The seasons have been depicted yellow, cerulean blue, and sap
Goldsworthy use natural forms— by artists as a way of evoking a T eness
leaves, wood, or stones—to create specific Lime, place, and allitude Lo e L
pieces within the landscape. Some toward the landscape. Arlists Summer
artists, sluch as Milton Becerra, may choose from a range of colors f;mnglg-l;::nlcc:sh:;c;: "
use environmental alrt to raise Lypically associated with a particular ca;:lage' h ; .
awareness of ecological issues. . . MILIM yeTlow convey
season, as seen in the rich, fall hues heat of summer.
& - in the paintings of the Canadian Fall
e ® L wilderness by the Group of Seven. Rich, warm colors of yellow
© Other color choices may be surprising, | * ocher, bumt umber, and
- crimson take the palette into
' 'ﬂ‘ however. In his snowscapes, Cla_ude e e
? Monel (see pp.192-93) used a wide
‘ range of purple and blue hues Lo render Winter
ART FROM : z : Inky colors such as Payne's
NATURAL snow and ice. Du:mg! the winter of eray. Prussian bive, and lamp
FORMS 1874-1875, Monel painled 18 snowy black contrasted with lilacs
scenes in Argentenil, France. suggest the coolness of winter.




Playing with scale

Large-scale work offers a sense of immersion and can relate Lo
space and architecture. Al the opposile end, working in miniature
creales an intimale viewing experience, and a fictional quality

or suspension of belief reminiscent of a dollhouse. Varying the
scale of subjects within a composition can be used (o convey

emphasis or imply relationships.

Similarly sized figures make
the scene believable

Larger middle figure
creates dynamism

Equal scale Altered scale
A consistent scale & used to create Scale is altered here to exapgerate
equality between figures and a the middle figure for emphases and
simple composition. a dynamic composition.
-
. Line goes
Plumb lines and through the
proportion cenlier o gty
Life drawing (see pp.68—69) is a
good way of developing a sense of Head, chest,
proportion, through ohservation. nizvel “I-?"
Ofl S3Mmie Hre
Plumb lines—threads with a
welght attached—can be used Lo
give a lrue vertical against which Proportions
Lo measure a fgure's proportion are centered
and alignment. To measure on the line
proportions more roughly by
eye, a pencil held oul at arm's
length can be used. PLUME LINE CENTER
p Lime can be
dropped
anywiere, not
\ \— just the center
Asymmetrical
‘I center of gravity

figure bearing their full weight
on one leg, with different

elements of the body facing

in opposite directions.

can be estimated
Shows knee

isin line with
8. | shoulder

In sculpture, working at large scale can be
used to invite or overwhelm the viewer.
Australian sculptor Ron Mueck plays with
the scale of the body, often making his
figures larger than life, which creates a
contradiction between their realism and
their strange proportions.

Large areas of color create an
immersive viewing experience
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Size Scale, and Proportion

Size, Scale, and
Proportion

Size, scale, and proportion are key aspects that an artist must consider
when creating an artwork, as they determine how a viewer physically
and psychologically relates to the piece of work.

Relationship to the body

People perceive scale, size, and proportion as relative
Lo their own size, and 50 a viewer's experience of

art has a relationship to the body, as well as (o the
dimensions of the surrounding space. Size refers Lo the
physical dimensions of an artwork; scale is the relative

Small objects portrayed at a larpe size
can create a distorted sense of scake
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size of an object in relation Lo another object,

Large scale

When a painting is made at a scale
larger than the body, the experience
becomes physical as well as optical,
and there is a sense of “walking into®
the work. The Abstract Expressionists
(see pp.210-211) embraced scale in
painting, creating immense works that
presented pure color as form and large
pestures that embodied the movement
of the artist’s hand.

Crverlapping shapes are
depicted at huge scale
with great detail

person, or a space; and proportion describes the
relationships between height, width, and depth, for
example, of a igure. Artists can adjust or manipulate
these elements Lo achieve a particular qualily,
narralive, or feeling.

THE WORLD'S
LARGEST
SCULPTURE

IS THE STATUE

OF UNITY IN
INDIA, AT 597 FT
(182M)TALL &£




Freeing it from its traditional role as a secondary
compositional element, artists across various disciplines
have adapted the use of negative space and made it

the focal point in their work. Wolfgang Tillmans used
positive space in photographs as a frame for the
negative space; Ana Mendieta made sculptures by
leaving negative traces of her body in sand; Rachel
Whiteread cast the interior of houses.

€9

SPACE BETWEEN
BUILDINGS

CAST OF THE SPACE
AROUND A STAIRWELL

HOW DO ARTISTS
DRAW NEGATIVE
SPACE?

An artist may focus on the
space between the objects in
the frame—for example, the

space between the leaves of
a plant, not the leaves
themselves.
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Musion is created by
three-dimensional

Hand implies the
illusion that an external

figure is disrupting the rendering of the hand,
scene, evoking a playful and by breaking out
and subversive feel of the frame

/4

-

used in illusory art

background provides \
humor, which is often

Subverting expectations

Hiwrsion i art relies on creating a sense

of “cognitive dissonance” in the viewer

by comvincingly combining contradictory
elements into a seemingly coherent whole.

Illusion

By its very nature, much representational art
is a form of illusion. However, in some works,
the artist deliberately sets out to use illusion
to trick or amuse the viewer, display technical

proficiency, or produce interesting visual effects.

Why use illusion in art?

DNlusion in art is employed o achieve dilferent effects, or
example, Lo transport Lthe viewer Lo an imaginary place, Lo play
with perception of an object or space, or Lo creale an oplical
ilusion. Perhaps most famowsly, rampe I'oed is the name for
the creation of illusions through highly rendered simulations
of objects or architectural spaces. This can be achieved with
photorealism—rendering the scene in minute detail—bul does
not rely on this. The artist’s brush marks can be expressive on
Lhe surface, bul when observed [rom a disltance, they can form
| a figurative, convincingly realistic Musion. Sculptures may also
use realism o creale illusion or may experiment with form and
perspective, such as in anamorphism (see above).

ANAMORPHISM

Anamorphism describes images or artworks
that are distorted so they can be understood
only when seen from a certain angle. A work
may at first appear random but, when viewed
from the right angle, resolves itself into a
coherent image. It is highly technical, relying
on a deep understanding of perspective and
visual perception on the part of the artist.

Head appears
complete from front Hollow outline

Q0000

Anamorphic sculpture

From the side, this sculpture appears as
“slices” of a face. Viewed head-on, it
“becomes” a complete head.

\ ©

“TROMPE LOEIL"
TRANSLATES
"DECEIVES
\THE EYE"

Image uses a
combination of
twao- and three-

dimensional

SN\

Realistically
depicted fabric is
part of the illusory
nature of the scene




Op art

Op art was a 1960s painling
movement that used geometric

forms Lo creale complex oplical eflects.
It also used color theory o explore
how color juxtaposilions creale visual
disturbance and how gradually
changing shapes suggesl movement,
distortion, and three-dimensional
space. Bridget Riley, the best-known
of the group, was inspired by the
Impressionists, who, rather than mix
colors on Lthe paletle, pul them directly
onto the canvas so that they would
blend in the viewer's eye.

WHAT I5
A KEY EXAMPLE OF
ANAMORPHIC ART?

A famous use of the technique
occurs in Hans Holbein's The
Ambassadors, a dual portrait

 that contains a skull image

. that can only be seen

from an angle.

Basic techniques

Arlisls use six basic lechnigues

Lo create illusion. These apply Lo
painting and drawing in particular,
although some of these approaches
are equally valid when making
sculptural works. Another, slightly
more advanced method for
manufacturing llusion is the
production of three-dimensional
magquelles or collages as source
malerial, o convey a more direct
sense of both depth and space.

ELEMENTS OF ART
Mus=ion

Some squares
appear to be
raised above
the surface

Using perspective
Straight, angled lines and
alternating colors suggest
the idea of convergence.

Perspective

One-, two-, and three-
point perspectives create
illusion by replicating
three-dimensional space.

Overlapping
Macing one element
overlapping another
creates a sense of
viewpoint and depth.

Size

‘ Depicting objects
of similar form at
different sizes produces
a believable idea of scale.
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INusion of movement

In this piece, the sugpestion
of a vartex is created
through the changing
gradation of asymmetnc
and off-center black

strips agamnst while.

White bands
close in to create
the illusion of
COHMPression

Strips become wider
as they appear to
advance toward

the viewer

y N

L “Cubes” are

created using
a pattern

of angled
diamonds

&

Challenging perception

A pattern sugpests cubes that
appear to change dimension
due to the color placement.

Placement

Positioning objects low
down in a picture makes
them appear closer than
those placed higher up.

Color and texture
Using graduating colors
suggests depth, while
adding texture can
create foreground.

Detail

Adding detail causes the
eye to foous on an area
of the picture and makes
it appear closer.




Symmetry and

Asymmetry

Symmetrical balance occurs within
a two- or three-dimensional work
when there is equal visual weight
on both sides of a composition.

Balanced or unbalanced

Bilateral symmelry in an artwork (see below)
resulls in & mirroring effect, where no single
part of the composition is dominant. The
effect is harmonious and the viewer's eye
moves around the artwork at a measured and
constant pace. Symmelry in an artwork is
often associated with order, structure, or
clarity, while asymmelry may represent
disorder, disruption, and imbalance and can
also be visually dynamic. When considering
symmelry in a work, an artist must question
whether they wanl Lo creale a balanced or
unbalanced composition and how ellectively
this communicates their ideas.

THE PARTHENON IN ATHENS
IS AN EARLY EXAMPLE

S5YMMETRY

..

Hands miirror each
other around the
central line

‘Widest point of
the shape fills the
frame equally on

each side

Middle of the body
is centered within
the comipasition

_______ "!"'"'E}'

Balanced Lower edge
O F T H E USE OF In this image, bilateral of the dress
symmetry is used to create echoes the upper
BILATE RA L a mirrared effect where the part of the image
SYMMET RY compaosition is balanced.
Types of visual balance Shapes are Iregular
. . anchiored shape gives an -
ﬁ_msts and p!:ulnsu;_)hem throughout o nformal and i
history have invesligaled and debated point relaed foal W F
symmelry and asymmeLlry, some {_“____:‘_..__:‘.:: _____ -
believing that the structure of symmelry
equales with beauly; others that it B ¥
is rigid and unrepresentalive of Lthe Visual weight is equal but LY
true form of the world around us. S
Different t of symmetry and Radial Asymmetrical balance
e . Ly Elements radiate from a central paint The two halves of an image may be

visual balance can be employed in
artworks Lo creale varying effects.

Ripples in water around a dropped stone
are an example of radial symmetry.

different but have equal visual weight and
interact to create a sense of balance.
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Symmelry and Asymmetry

Unbalanced
The figure is placed along
a central vertical axis, but
the pose moves differently
across each side.

Also known as the divine
proportion, the golden ratio is

a mathematical proportion of

1.168. In visual form, a rectangle

is continually subdivided into these
proportions, creating a natural spiral.
In artistic compaositions, elements
can be placed at key points within
the partitions, lending a harmonious
and infinite feel to the image.

Rectangle is divided according to
thie proportions of the polden ratic

A wisual tool

Although commonly used in paintings,
the golden ration can be employed

in almaost any visual medium.

WHAT ARETHE
ORIGINS OF THE
GOLDEN RATIO?

The ancient Greek
mathematician Euclid was

the first writer to mention

the golden ratio in
a published work,
Elements.

1227123 S




PATTERN DATES

BACK TO ROMAN

Some artists draw upon observable

pattemns in nature such as aystalline .

TIMES AND WAS orms,wes,r s My
USED IN MASONRY Wwhich repeat at increasingly fine

magnifications. Digital art forms

Pattern

The use of pattern in art is ancient and global. Pattern
is used variously as a decorative device, to create
optical effects, and to suggest philosophical ideas.

Search for patterns

Pallern is the visual arrangement of elementls in a sequence or repealed
design. Pallern recognilion is a human trail: viewers search for pallerns
in nature, in human behavior, and in art. Pallerns can also reflect
sequences from the natural world. They can be used in all mediums,

including textiles, painting and drawing, and sculplure.

Tessellated objects with Central point creates a
no gaps between sense of movement _

Repeating objects Central point

Here, a recognizable image & repeated and Using a central point to generate a pattern in
overlapped to create a “motil” The motif can an outward trajectory creates an illusionestic
then be altered by using different colors or 3-D effect (see pp.1.20-121) rather than

by changing the onentabon. appeanng two-dimensional

based
pattern

HOW HAVE
ISLAMIC PATTERNS
INFLUENCED OTHER
ART FORMS?

Dutch artist M. C. Escher
developed his ideas for optical
illusions from sketching the
tiles in the mosaics in
the Alhambra.

Straight lines create a
sense of order _

Line patterns

in repeated bne pattern, line wesgh

t and

trajectory gude the visual :||.1E|J|l]|I of the

pattern. Lines that gradually change across
a surface can create an optical ilhsion
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Domestic patterns

Patlerns in domestic forms such as lextiles, wallpaper, and
furnishings can be used by artists Lo express ideas around gender,
the home, and memory. Some conlemporary artists work with
existing patterned textiles, appropriating their form or adding

Lo them, involving images or olher patlerns. Historically, artisls
have used such pallerns as a way of exploring and queslioning
perspective and depth. The Post-Impressionist Jean-Edouard
Vuillard's paintings of interior scenes were inflluenced by

CLOTHING WALLPAPER

Y

Japanese prints and used domestic patlemns Lo blend figures CROCKERY FURNITURE
inlo spaces, crealing strange perspeclives.
Cultural approaches Kente weaving

Pallerns are requently culturally
significant and can be used Lo carry
specific meanings. Islamic art (see
pp.164-165) uses pallerm as a way
of depicting the infinite, without
using iconography or imagery, for
example, the beautifully repeated
patterning of the space within the

The colors and
symbols chosen

for each eloth can
sipnify common
motifs, religious
beliefs, and political
commentary.

Traditional

Green symbolizes
renewal, while gold

Kente cloth
Handwoven cloth made in
Ghana, it originated as cloth
for royals. Each pattern has a
specific name and meaning.

signifies status ____

Alhambra Palace in Spain. Artist
Yinka Shonibare uses Dulch-
produced patterned Alrican lextliles

Lo draw allention to colonialism. Blue sugmests harmomny

Shapes are outlined to
highlight irregularity

Mesmerizing repetition
creates elegant effect

Clashing colors create a
different visual effect —

li"

An irregular pattern creates a surface of
interlocking shapes that tessellate together
and sugpest complexity rather than order.
The way it is repeated may be unpredictable.

Repeating colors

Color juxtaposition is important as colors
behave differently according to their place
on the spectrum. Analogous or harmonious
colors create different visual sensations.

Irregular patterns Repeating shapes

Repetition is a way of creating a feeling of
arder, symmetry, and infinity. The repetition
can become mesmeric and psychologically
calming for the viewer.



Creating
Movement

The visual depiction of movement within
an artwork is intended to capture an

impression of an action, event, or dynamic

force and can also be a way of leading

the viewer through the pictorial space. It is
achieved using a few simple compositional

and technical elements.

Techniques used

Artists often suggest movement through a combination of
rhythm, line, color, and structure. Rhythm can be suggested
by using a repealed element or molil as a visual echo across an
arlwork. Dynamic lines that run diagonally o the edge of the
picture plane, or are irregular or expressive, evoke movement
by creating imbalance within the composition. Juxlaposing
complementary colors (see pp 88—89) can also creale the visual

sensalion of movement, as can expressive brush marks.

Implied motion
Motion can be implied by the particular
positioning of a figure or form. Capluring
a figure in motion is an effective way of
suggesling movement in art, and this
can be emphasized by using directional
lines or brushstrokes o describe the
form. Impressionist artist Edgar

guick pastel or paint strokes that caplured a

KINETIC ART

Kinetic art is an art form that
uses kinetic energy, or actual
motion, as a medium. Movement
is generated by using mechanical
elements that can be powered in ‘ h
various ways, including touch,

wind, water, gravity, or balance. MOBILE ART

Pose and gesture
The human body
Degas created many studies of dancers using ~ Provides artists with
a familiar form that
can be arranged to
sense of eeling movement and anticipation. imply motion.

HOW ARE
"MOVING PICTURES™
USED IN ART?

Artists have been using
film since the 1920s. It

enables artists to create pieces
that show actual movement,
and it is often used
in installations.

Texture
The texture of
mowving fabric is
suggested through its
billowing shape and the use
of light and dark shades of

the same color to
describe the changing
form.




Brushstrokes
Directional
brushstrokes create a
strong sense of movernent
across the depicted
landscape. Energetic,
blurred, or sweeping
brushwork embodies

pestures.

Color
A light color is
applied in a loose,
dynamic way, contrasted
with the darker red, which

suggests ever-changing
light falling onto the

Moving car.

Dynamic composition

The composition of the image
creates a sense of movement
through its dynamic orgamzation.
Strong perspective emphasizes the
movement of the car, and the
repeated shapes of the lampposts
lead the wiewer into the distance.




473§ IHLSLITNATH LY sedAjoasags pue suopejsadya
Japuall uopsanb jey syiomyle

M B3(EL 03 AJols|y [euostad

81| 595N U|LW3 Aesei) J5i3e

US|314g “BIe|as Ued adua|pne

JAPIME IYM O) [BSIaAIURN

Huaios o) Japew 1algns

[eaydeidojgoine waojsue)

Al | 'syJ0mIe aAssaudxs

4 ajeala o) sasualadia Umo

/. i JAL U MeIp ARLU 515 LY

JAILVHYEYN

NOILISOdNOD

ATOHINYTIN

vigaw

snonolwyY

' ‘ \ ‘g8 Asl) 18t m
- e uonsenb o3 I8Mmela 8yl

‘ﬁ' abBumoous puw enfipnu ejeslo ued

OMILHOI

AmBiquie Burysiqeise eiiym ‘poo
opoads B Aeauod diey ues joedu
reopaydesut 10 [eotBoloyadsd v yum
Arefeun Buen (ubu ees) sjusuodiuron
8,)10m ety Buisn sBufles) 161008
SNONIWO a1 sesseldye puw ylomie
U8 0] 0[suLI] 81 poo

Joompue

ASYHLNGD




128 /129

XPressuon

3
n
| )

he Art of

ELEMENTS OF ART

—- 1 dVYM
ATIOM 340434
1d0dN3 N43IHLYON
NI d3LVNIDIHO
WSINOISS3dd X3

WSIISE] Jo paney siy sseadie 01 Arebewr enbseiolb pue UOTHLOISIP pPesST
2501 ab1oen 15TUe uBwIen antuMm (s61-361 dd 2o8) 1ader reoiBojoyodsd
pappe ue sbunured sty Burath ‘seinfdy sny punolns o) sadeys
furdorasus puy SNOUIMIO PESN UOUN PIBADT 1STLE 81, "epell 51 JIoMUE
a1 Asat 8111 80UBNFUL 0F I8118W J0algns 1181[) 860 Ualj0 5151y 9[8as pue
uomsodexnl I0[oo 5B yons sjustiale ybnoiyl saels (eoiboroyodsd ssaidxa
ABUI 8151118 10BISE "APANEUIS)Y 591815 [BUOIOWS JUSIS]TD MOTYs 03 Apodg
a1y JO UOTHOISIP 81[1 81 U aAlssaldys Jo 1808] UOUIMIOD ¥ "SUIl] 81} JO S8nss]
1etoos a1} Bursodxa—reoniiod uayjo sem pue Ajiresl eorsiyd Uel) 18Uel
asusliadxa [euonolla Juasardal o] paule (goz-z0z dd aas) Juswaio
JTSIUE AIjuan-Ing e se wsiuossadxy ‘aidurexa 104 ‘eonoeid 18] jo
HEay 8] 18 593818 Iauul pue ‘Atpjedue ‘Suonons Jo UoiesTuniIoD 1aa0
a1 soe(d s1s1UE UTRIIED ‘Balssaldna SE padliossp o pinoo 118 e s

uonoura pue uoissaidxy

"Po0jsSIapun pue peal aq ued jei) abenbue|
[ensia e ojul uoissaidxa-jlas [[IISIP 1SN SISIUY
‘uorjoua pue asuauadxe [euosiad jo sjuawa[a
sassedurooua pue Ajiarioe aalssardxs ue s1 1y

UuoISsaIdxy
JO MY 94,

Jayew
ayj uo sduasy
umo Jiayy Ajuep pue
aso|dxa o3 ajqe ase Aayy 'Le
jo azaid e Bunyeasd Ag “algns
Jg|naiued e ynoqe pajioxa Jo
paulaiuod ag Aew ISIUE uy

{LHY NI NOIS53ddX3
TYNOILOWI 01
5av31 LYHM



Perception

Perception is the subjective experience of

the world and how we interpret the information
we receive through our senses. For most artists,
this means translating their own perception

of the world into something that can be

shared and interpreted.

IS IT POSSIBLE
TO “TRICK” OUR
PERCEPTION?

Yes—this is known as an optical
illusion and describes an image
that has been made visually
ambiguous so that the
brain cannot fully

perceive it.
Understanding perception
The Cubist artist George Brague once argued thatl “a thing
cannol be in two places al once. You can’t have it in your
head an_d hg[ore hy;;r :;LEE." _I—Iawe:;e:, this imff;y descri]:_res LEON ARDO D A 'U| NC'
perceplion, in w L rain needs Lo make connection
between the visible object and what the viewer understands it D I SS ECT E D H U M "ﬁ" N \
Lo be. This is done via a set of cognilive processes that draw on EYESTO UNDERSTAND =
memories, knowledge, and emotions. In art, these processes are
complicated by a painting or a sculpture being both an object in H OW BOTH S]G H T AN D \
itsell and a representation of something else, making the brain PE RCEPT'ON WDRKED

work harder in order Lo perceive it [ully.

Painting is both
an object and the
representation
1||:||fan.|'.'|l:|je|':t
Field of vision
The artwork

The artist depicts

the world as they
perceve it, using
visual elements such
as line, shape, color,
pattern, and form,
to make an artwork
ready to be analyzed
by the viewer.
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When we perceive the world, we use cenlral vision Lo [ocus on the

main details of a scene and peripheral vision Lo gather data about Artists somelimes use
the surroundings. Some artists use Lhis Lo creale effects in their perceplion-allering substances
work. The Impressionists (see pp 192-193) were interested in to influence their work. Surrealist
peripheral vision, using dashes of color away from their paintings' Jean Cocteau took opium when
central images to draw the eye and expand the field of vision. making some of his drawings, as
Some modern artists create works with no central main image did his [riend Pablo Picasso. The
and several [ocal points spread across the painting. This leads psychedelic paintings and poster
the viewer Lo shift their field of vision as they view the work. art of the 1960s were inspired by
hallueinogens such as LSD.
Human figures create '
miultiple natural focal

points within the
composition Bright colors
and swirling
Points of focus

A viewer's field of
vision—and their
experience of the
image—changes with
each focal point.

(84848 8d8

Telling a story Evoking emotion Delivering a message
The artist can arrange the work Some visual imagery can be used Artists may translate their
so that the viewer perceives a to engage with the viewer's feelings perception of the world into a
narrative. This may draw on and provoke emotional responses. specific message or idea, for
personal, cultural, or historical This can be achieved with elements example, personal or political. To
information, transmitted in visual perceived by the viewer such do this, they must engage with the
cues that the viewer must as colors, expressive marks, viewers own perceptions by using

understand and translate. compuosition, and light and shade. famniliar subjects or themes,




Telling a Story

Storytelling in art is often referred to as creating Lights in windows
a narrative. To do this, elements of a static artwork Lf:g';:;ﬁ;ﬁ:;;”;gm
can be arranged to suggest a wider series of events. behind the facades

Why tell stories in art?

Historically, storylelling was seen as the main

function of art; it is still used to play with the

ways viewers see Lthe world. An artwork may

give shape and character Lo real evenls,

imagined realilies, or social systems and )
behavior. Stories may be suggested through ﬁgfr'f'::
the arrangement of figures or the representation the viewer
of an action, or through mood, atmosphere, and know that the

the use of recognizable imagery and symbols. i”u?ﬁgni:
Although narrative was rejected by some
modern styles such as abstraction (see
pp.78-79), storylelling remains widely used Lo
convey meaning in arl. By presenting familiar
scenarios, storylelling allows the viewer Lo _ Crossing
“read” a work and gain a sense of it having a AEdE i
. . bottom of the
beginning, an end, and—perhaps—a meaning. foreground,
providing a
STORIES CAN BE TOLD —
IN SERIES, SUCH AS
% IN HOGARTH'S “THE
RAKE’'S PROGRESS,” Street scene at night _
This image uses the subject of a woman crossing
A M D RA L] T"'|"r TA L E a city street to imply a wider narrative, emphasized
by the dusky urban landscape and use of steep,
] N EIG HT PRI NTS one-point perspective.
Types of storytelling Mythic Historical

Historical art may
depict an event via a
specific |r||.r:rp-r1:lauur1.
designed to influence
the viewer [see

Ideas such as Greek
myths and religious
stories were often
retold through
statues and large,

Storylelling was one of the first forms
of arl, and our earliest ancestors used
cave walls in prehistory (see pp.144-145)
Lo record stories through imagery long

L ) balic paintings. B2-83).
before they developed wriling or literacy, SR A PP )
or lived in sellled societies. This communal
and narralive aspecl of arl Laps inlo Contempo Persomal
the [undamental human need Lo share — Today's artists may Telling personal stories
experiences and interprel or make sense é é tell stories using in art relies on using
of the world by visually representing it. E E modern forms of expression to forge a
) — . 2B expression such as bond with viewers,
As an arlislic method, storylelling can “" performance and creating a feeling

be grouped into four main calegories. digital media. of empathy.
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Huge city extends Headlights of the Diagonal lines create Artist has emphasized
into the distance, wehicles in the middle perspective, pushing the the traffic lights.
creating a sense of ground seem to watch subject to the foreground anticipating movemenit
place and setting __ the subject of the composition _ and a shift in the scene

Foreground figure drasws / x‘-. Hurried movement is Dark colorson "
the eye with bright color suggested in the figure’s the edpges of the
and provides the subject striding pose frame evoke a

af the implied narrative tense miood

AMBIGUITY IN STORYTELLING

HOW HAS CINEMA
Ambiguity is a way of intriguing

. [ INFLUENCED ART?
the viewer with alternative & Huﬁzbéf:;;
possibilities, forcing them to feeling of ! Edward Hopper's film noir-
guestion their interpretation mystery

inspired paintings suggest
suspenseful stories by using
cinematic devices, such as
cropping to imply action
taking place just

of a particular scenario.
Portuguese-British artist Paula
Rego, for example, creates
ominous drawings and paintings
that simultaneously present both
a sense of violence and

Facing the unknown

Ambiguity can use deliberate
a falr':.-'-tale atmcsphere. uncertainty Lo create tension. out of view.



Depicting Emotion

Creating emotion in art is a way of connecting with the

viewer on a fundamental and intuitive level. Artists create s ioaert- e

empathy in their work by accessing and representing background

emotions visually, using elements such as expression,

color, narrative, gesture, and technique. Shadow suggests The figure’s dothing
a shallow, almost disappears
enclosed space into the background

Ways of showing feeling

Artists have always depicted
emotions in different ways.
Expressionism (see pp 202—-203)
placed the representation of fesling
al the forefront of the work, with
artists such as Kdthe Eollwilz
using color, distorted forms,

and expressive mark making Lo
convey emolions such as despair
and introspection. Francisco
Goya (see pp. 186—187) used
darkness and strange, inhuman
characlers Lo portray the horror of
perseculion, while Henri Malisse
used simple cutouls of brightly
colored paper Lo give Lhe viewer
a childlike sense of joy.

Gray midtones integrate the
figure and background

USING LIGHT AND
SHADE, KNOWN
AS CHIAROSCURO,
IS ATECHNIQUE
FOR CONVEYING
DRAMAIN ART

“Memories,” George James Coates (1926)
This painting i full of expressive emotion,
and the artist has managed to create a
sense of empathy between the wiewer
and the panted figure.




Space around the
wiman is meutral

Composition

The compaosition is
centralized, focusing the
viewer's attention on
the figure and her face
and hands.

Impressionistic marks create
the sense of a fleeting moment

Brushstrokes or marks
The brushstrokes are loose,
suggesting a softness and
sensitivity. The scene is
depicted with compassion
through the mark making.

Moody shadows
created by
angled lighting

'3

Light and shade

The face i lit from an angle
as if by candle or gashght,
creating an introspective
maod. The darkness closes
in, sugpesting solitude.

Hooded eyes
Cconvey meaning

Expression

The face & pensive and
angled shghtly downward,
suggesting contemplation.
The downcast eyes may
signify sadness or regret.

ELEMENTS OF ART
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Cobalt-blue
headscarf
draws the eye

Caolors

The palette is melancholy,
with blues and grays
contrasting with the warm
skin tones. The pale collar

helps frame the face.

Figure looks away
from the viewer,

suggesting mystary

Pose

The hunched shoulders
indicate vulnerability,
while the clasped hands

resting below the face

imply deep thought

DEPICTIONS OF COMFLICT

Artists’ works concerning war often
carry powerful emotional weight.

In 1917, Christopher Mevinson's war
paintings were banned in Britain for
their upsetting content, while Peter
Howson's work on the 1990s Bosnian
conflict is noted for its impact.

+

Y
.-"" d

-

«

Abstract emotion
There is a strong history of
emolional expression through
nonfigurative forms of art.
Abstraction (see pp 78-79)
ollen explores the power of
pure color, composition, and shape
and uses the juxtaposition

of color, light, and shade to

create mood. The Absiracl
Expressionists (see pp.210-211)
used gesture o communicale
emolion; Mark Rothko painted
sofl, dark rectangles against

deep reds thal conveyed strong
emotions such as sadness. Wassily
Eandinsky’s paintings depicted
joyous, energelic emolions by
crealing a “dance” belween
luminous color and shape,
influenced by music.

. L .
Emotion without aface
Feeling can be depicted without
using figures or characters,
created instead by sugpesting

a sense of expression and the
use of color and light

AFFECT EMOTION?

Blue and purple are cool,
calming colors, while red,
orange, and yellow can evoke
strong emotional responses.
Green is the most
balanced color.




Conveying Information

An artist communicates with the viewer through their artwork.
Conveying information involves choosing subject matter, developing
the visual language to describe and convey the content, and deciding
on the medium, materials, size, and other aspects of the work.

In the past, people in powerful positions,
such as royalty or the Church, would
fund artists to create artwork for them.
The artist would often include visual
information referring to their patron.
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An artist communicates with the viewer through their artwork.
Conveying information involves choosing subject matter, developing
the visual language to describe and convey the content, and deciding
on the medium, materials, size, and other aspects of the work.

In the past, people in powerful positions,
such as royalty or the Church, would
fund artists to create artwork for them.
The artist would often include visual
information referring to their patron.




Fusing content and technique

In artworks, content and technigque are inextricably
linked. The way an artwork is made can communicale
as much information Lo the viewer as the visual
content or story of the work. The technical crafting

of a piece helps convey and shape the experience

Gomveying nemation. 130 / 137

Lhe viewer has of the artwork. The artist might,
for example, use gestural marks, hard edges,
smooth or rough surfaces, or a particular color
paletle—these elements should all be considerad
in terms of how they help convey Lthe content

of the work.




ADVERTISING AND ART

Advertising and art influence each
other, dating back to the Art Nouveau
movement (see pp.200-201). Art uses
the language of advertising to explore
themes such as leisure, consumer
culture, propaganda, and gender.
Advertising, meanwhile, borrows heavily
from art in its imagery and visual styling.

Communicating ideas in
art involves transmitting often

complex concepts to the viewer, whether
in a direct or a more subtle way.

How can artists convey ideas?

Most artworks consist of a number of different elements combined into a whole.
Some or all of these components can be used by the artist Lo communicale a
nuanced message or idea that transcends the work's superficial appearance.
Such elements may be simple and visual, or they may require a

deeper contemplation or understanding.

DOES ALL ART
HAVE A MESSAGE?

Art exists in its purest form
as an exercise in creativity and
self-expression="art for art's
sake." An artist is free to choose

whether to include a
message in their
work, or not.
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used t cates its MEsSage.

qum messages
Artists have long included allegorical or coded
acrass many cultures (see pp.140-1 41). Famous
Hans Holbein's The Ambassadors and many D
of the 17th century are filled with symbals tha
meaning. In this era, an
of life, and musical insty

messages in their work
ly, paintings such as
utch still-life works

t explain the work’s
emply glass sugpested the fleeting nature
uments stood for peace and harmomy.
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What kind of ideas may

be communicated in art?

Any idea can be communicated through
arl. Artists often combine personal or
aultobiographical elements wilh wider
themes, which could be topical or political
issues of the time, or broader philosophical
and historical ideas. Art is the perfect
medium to tackle big ideas, and artisls
frequently guestion sociely with curiosily
and a crealive and open mindsel. Artisls
oflen Lry Lo communicate these ideas in
nonliteral ways, believing that the viewer's
engagement and interpretation will be
richer and more rewarding il the work

is less obvious and has layers of content

Lo work through.

Political and social

Art s influenced by society
and s often uwsed as a
rmeans of reflecting and
commenting on it

Philesophical

Art offers a means of
discussing the big, complex
ideas of life in a visual,
more accessible way.

Religious

Historically focused on
rmessapes of faith, today’s
religious art also asks
spirttual guestions.

Personal

An artist’s own story can
connect indvidual and
universal messages in
resonant, meaningful ways.
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Stone Age Art

What we know about Paleolithic, or Stone
Age, art comes mainly from examples of rock
paintings that have survived for thousands
of years preserved deep in sheltered caves.

Cave art

Early prehistoric cave paintings were discovered in

Spain in the 1860s, and since then, other siles have been
discovered as [ar afield as Argentina, Indonesia, and the
5. Despile being thousands of miles apart, many of these
paintings were made using similar tools and materials.

Early artlists are believed Lo have employed readily available Cave of the Hands
materials to create richly symbolic imagery of the animals This cave in Argentina is filled with painted stencils
they encountered in their daily lives. Some artworks were of hands. Most of the prints are of left hands,

sugpesting the early artists may have held blowpipes

crealed using the simplest form of stencil available—by in their right hands. Making these stencils is thought
blowing pigment around a hand placed on a wall. to have been a way of marking presence in a place.
MA IMN
KiNng Pa, FILL GAH‘IJ‘Q
Ny ﬁ'q%
Paint was &
Matural stimed with The top tube
i simple tools wias used as a valve

for the paint mixture

A

|I:Ihjeu:lsm|:|'|asshelsare

thought to have been
used as mixing surfaces
Making paint . Filling the airbrush
Rudimentary paint & believed to have been It is thought that the artist may have wsed a pair
created by mixing ground-up natural dlays or minerals of hollow reeds or bird bones as a basic airbrush. One of
from the earth (called earth pigments) with water, the tubes was filled with the paint mixture from the

animal fat, or saliva to create a thin, malleable paste. palette and held with its base dipped in the paint.
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Tools and materials

Stone-age artists used naturally ocourring

malerials thal would have besn integral to their

lives, such as flint, which was also used for

Ltools and arrowheads, and charcoal from fires. Matural elements
Some works used naturally occurring shapes Prehistoric art makers

2 . . . d charcoal sticks
in the rock [ace as starting points for paintings ﬁ:ﬁ u:f:" ﬁim ;r; =

HOW OLD IS
STONE AGE ART?

The earliest recorded
artworks date from around
45,000 years ago. A picture

of animal forms. While the earliest painters naturally oecurring of a wild pig, discovered in
used their hands and fingers, later painters Faﬂh Eism'—'n'id Indonesia, is believed to
o
employed simple tools like paint brushes made  rpate sarly forms be the oldest known
[rom [eathers, or sharpened chalk. of colored paint. figurative artwork in
% the world.
Filled with
moss to spread Used as a paletta Feathers were
paint over attached to a Made from burned Used to make yellow,
large areas ! ‘\“ " 'Hf} bone or stick wood or bones ofange, or brown
e @
)4 A
LEATHER PAINT BAG SHELL FEATHER BRUSH CHARCOAL OCHRE
CREATING 4 Pay, THE 40,000-YEAR-OLD

“LIONMAN” SCULPTURE 15
THOUGHT TO BE THE EARLIEST
EXAMPLE OF RELIGIOUS ART

The creators of the earliest known artworks

mastly turned to the natural world in the subjects
they depicted. It is impossible to be sure of the
original purpose of Stone Age art. Prehistoric wall
decorations predominantly depict the wide variety
of animal life that coexisted alongside early humans,

and it is believed that these images had a ritual or
sacred significance.

1'.
. Creating the painting
Firally, the artist would place their hands on ~=
the cave surface and blow air across the top of the .
paint tube, spraying pipment to leave a very personal WILD HORSE HUNTER WILD BISON

stencil record of themselves.




First Australian Art

Rock art is integral to Indigenous culture in ARTISTS CANNOT
Australia, with a continuous tradition dating from PAINT A STORY

prehistory to today. There are an estimated 100,000

rehs _ : THAT IS NOT M
significant rock art sites around Australia. FROM THEIR

Stories of the past FAMILY LINEAGE
From the time they first inhabited Australia approximately 45 000—
50,000 years ago, First Australians were using artwork in symbolically
important sites to Lell the stories and creation myths of their past.
Rock arl was a way of passing these narratives down through the
generations, with subsequent artists adding to or altering works
over the centuries, a process thal continues Lo the present day.

_ (Chipped out

HOW OLD IS

FINGER BRUSH FIRST AUSTRALIAN ART?
PICTOGRAPHS The earliest known pieces
of First Australian rock art

Petroglyphs and pictographs are thﬂug ht to have

rock, and pictographs, drawings made using
peometnic forms, such as circles, arcs and dots,
or figuratrve human or aremial forms.

been created at least
30,000 years ago.



Aboriginal Australians have been making
“Dot paintings” for thousands of years.
Richly colored earth pigments are
applied in rhythmic dots and dashes on
to the body and are used to make rock
art. Artists today also utilize modern
acrylics and canvases to create works
that are exhibited internationally in

-

museums and galleries, far away from the
land and desert rituals that inspired them.

MOVEMENTS
First Australian Art

EE R L N

“X-ray” style
The earliest dated examples of
rock art date from 2000BCE. Some
drawings depict slender figures or
animals with their skeletons and
internal organs visible in an
“w-ray” style and demonstrate an
understanding of human and
animal anatomy.

X
‘4

ABORIGINAL ROCK ART PAINTING OF A
KANGAROO, AT YIRGALKGALK, AUSTRALIA

Early examples show backbone, ribs,
and organs in broad lines; later images
depict body fat and muscle mass

146 /147 Kgeg

Symbols and

their meanings

First Australian art
encompasses raditional
wconography passed down
through hundreds of generations.
This rich symbolism is rooted in
the concept of “the Dreaming,”

a time in which the world was
shaped by spirits who took the
forms of animals and humans—a
belief that still governs life Loday.

T

PERSON PEOPLE SITTING

WATERING HOLE



Mesopotamian Art .

Ancient Mesopotamia was a region in what is now Q-
the Middle East. Thanks to its fertile land, early i
development of irrigation systems, and organized subject matter for

i i 1 lig of the period
farming, it saw the emergence of the world's first LRkl
cities around the fourth millennium sce.

Sheep sculpture
s = = Sculptures in ancient

Rw artifacts Mesopotamia were used in
Urban societies produced elaborale stone carvings and decorated Fertility rituals to appease the
ornaments in metal, terracolta, and wood. Surviving art from gods, who were believed to

be responsible for sending

Mesopotamia is mainly sculptural—as materials such as Lexliles mineral-rich loodwaters. B

perished over Lime—and most of it was created Lo serve a religious
purpose. Many artifacts carved in the shape of animals have been
found, including sheep, goals, lions, and cows.

Cylinder seals

Mesopolamian arl has also survived in the [orm of engraved
stone cylinder seals, which, when rolled across wel clay, lefl an
impressed design. These designs, depicling patlerns and images
of gods, humans, and animals, were unigque Lo the seal’s owner
and could be used o mark property or make legal agresments.

Completed
Artistused a design
hammer and chisel
Lowy relief
Imprassion
strip
. Engraving Rolling . Drying
The artist chisels and carves out The artist firmly rolls the engraved As the clay dries, the relief
a urigue design into a stone cylinder, seal over a thick sheet of wet clay, leaving image hardens into an unalterable,

creating a hollow relief. the design impressed on the surface. long-lasting impression.
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. Mesopotamian artists

represented features in .
a lifelike manmner Ur was one of the most important cities in Ancient

Mesopotamia, with an impressive ziggurat, or
stepped tower, at its center. In the 20th century,
Smooth, polished :

- P archaeological digs at the
surface indicates the itv's R C t
craftsmanship of this era CRy'’s koyal Lemalery

revealed key art treasures.

MY GREAT ZIGGURAT OF UR

-

Lo

Mesopotamian religion
was polytheistic, with

- e waorshippers following
a number of gods

*\

\ Detail from the Standard of Ur
Discovered in the 19205, the Standard of Ur i a wooden
rectangular object decorated with lapis lazuli (a bright
blue stone) and shells, depicting the spoils of war.

e

DATING FROM ¢.9000 B¢,

Trading materials
THEURFA MAN I5 5AID Stone and wood were scarce in the floodplains of the
TO BETHE OLDEST LIFE- fertile crescent, so many materials used in the creation
SIZE HUMAN STATUE of sculplures needed Lo be imported. Mesopolamia

was the hub of an important trading network linking

Easl and Wesl, exporting agricultural produce, such as

fruit, nuts, and animals, in exchange for melal ores,
semi-precious stones, and timber.

the rivers"=the Tigris

and the Euphrates rivers.
<& LAPIS LAZULI SHELLS ”l |"” I"

WHAT DOES THE
NAME "MESOPOTAMIA"
MEAN?

“Mesopotamia” literally
means "the land between
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WHAT TOOLS
DID EGYPTIAN
ARTISTS USE?

Tomb decorations
usually combined carvings
with paints made from

local pigments and applied
with palm brushes.

E ti an Honoring the dead

gvp Egyplian tomb art mainly revolved arownd
honoring the dead and depicting the objects

Art they required Lo navigate their journey into the
afterlife. Colors had various symbolic meanings,
and conventionally men were shown with red skin,

Dating from as early as 3000BCE, the women with cream skin, and gods with yellow skin.

tomb paintings of the Egyptian elite

were not intended for human eyes

SYMBOLIC COLORS

but for the spirit realm of the gods.
They followed strict conventions that
PERFECTIOMN

endured for three millennia. POWER PURITY

MOST EGYPTIAN ART BEURIED
E .
BEY GRAVE ROBBERS OVER A

THOUSANDS OF YEARS e




Rich, vivid colors
Fﬂ?ﬂm art and anatomically
In the 1st and 2nd century CE, correct features

around 3,000 years after the
first tomb paintings, Egyptian
arl became more naturalistic.
Fayum portraits of the dead
were influenced by the Roman
desire [or realism aller Egypl
[ell Lo the Roman Empire in
J0BCE. Named after the city

of Fayum, southwest of Cairo,
these encaustic (hol wax and
pigment) or Lempera (see
pp.36-37) porlrails were
intended to depict the deceased
as realistically as possible.
They revealed an awareness of Fayum

The images in tombs represented everything
the deceased person would need in the
afterlife. From their spouses, children, and
servants, to animals and even foodstuffs—all
were depicted in carvings and paintings on the
walls of the tomb and on stone sarcophagi.

g VUxe

JEWELRY TRANSPORT
AMND CLOTHES

& 5

anatomy and made skilled use  hese realistic portraits were

. - ) painted on wooden death
of light and shade Lo give a masks placed over the face

three-dimensional appearance. of the deceased.
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Roman Art

Most of what we know of Roman art comes through its statues,
though a few rare examples of Roman painting also survive, as
well as fragments of mosaic. Some of the best-preserved mosaics
have been found in Pompeii, a Roman settlement near Naples
that was buried beneath volcanic ash.

WHATIS
Realism and illusionism TROMPE-L'CEIL?
The Romans' art was influenced by the Greeks, whose stalues they copied,
and by the Etruscans—skilled metalworkers who populated northern Italy
belore the rise of the Roman empire. Unlike the sculptures, most Roman
paintings are believed Lo have been lost as they deleriorated over Lime.
What has survived reveals some of the earliest known experiments with
Musionism—Lthe attempt Lo portray subjects as accurately and realistically
as possible. This can be seen in the [ragments of loor mosaics and wall
[rescos thal have been discovered—oparticularly in places buried by Lhe
eruption of Mount Vesuvius in 79cE. These offer an insight into Roman
Lastes and lifestyles and also show a desire [or realism in art.

The Romans were among the
first to pioneer the technigque
of trompe-I'ceil (French for
“deceive the eye”), creating the
optical illusion of objects
existing in three
dimensions.

Buildings in distance give Ornate pillar helps Bronze shield in foreground Trees and blue sky make viewer
sense of perspective frame the view beyond painted to look shiny feel like they are looking outside

“SHRIME™ VIEW
“CITY" VIEW “CITY" VIEW

Features on column
cast realistic shadows




MOVEMENTS

Mosaics made from colored
tiles of stone and glass adorned
the floors and walls of the villas
of the Koman elite. One famous
mosaic motif depicts discarded
food items, shells, and bones
appearing as though they had
recently been dropped on the
floor—each one casts a shadow
for that extra touch of realism.

P

SMAIL SHELL

7 F Lo

CHICKEM FOOT SALAD LEAF

CRAB CLAW

CHERRIES

Roman Art

Cultural influences
With the expansion of the
Roman Empire, Roman arl
began Lo be influenced by
the styles and arl forms of
different cultures. Stalues
refllected the Greek desire Lo
emulale physical perfection,
while portraiture Look on

a realism oflen seen in
Elruscan arl.

THEERUPTION OF MOUNT
VESUVIUS ALMOST 2,000 YEARS
AGO PRESERVED THE FRESCOES
UNDER LAYERS OF VOLCANIC
ASH AND PUMICE STONE

Gilded Corinthian capitals
sit on top of red columns

Wy

FRESCOS IM THE VILLA OF P. FANMNIUS SYNISTOR
AT BOSCOREALE, 40-30ece

Wall

The volcanic eruption, although disastrous for the
occupants of the nearby towns of Pompeii and
Herculaneumn, played a vital role in preserving key
examples of Roman painting. Frescos (see pp.58-59)
were found in the villas of the wealthy or in public
buildings. They depict exotic feasts or grand vistas,
often painted as though viewed through a window.

Incense burner
sits on altar in
foreground

Ribs and

miuscles
visible “Perfect”

human

fiorm

Facial
EXPression

sugEests
hint of smile

ROMAM STATUE OF
GREEK ATHLETE

Girl holds

stylus to

lips as if
— thinking

ROMAN PAINTING OF
THOUGHTFUL GIRL

Different styles

These examples of Roman art
shiow three different approaches
to depiching the human form: the
perfection of the Greek-inspired
statue; the expression of the girl;
and the realistic evening shadow
of the Etruscan boy.

ETRUSCAM BROMZE OF BOY
TITLED "EVENING SHADOW"
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Indian Art W 19y

The art of the Indian subcontinent \k
reflects a multitude of overlapping

territories and cultural influences.
Various different Indian art

forms exist, including paintings,
textiles, and sculptures. Much

of it is influenced by the world's

major religions originating
in South Asia. -
Divine attributes RN Y

In the art of many Indian faiths, the aim
is to capture idealized characteristics "
of a god or goddess, which accentuate

their divine attributes and communicate

their story in vivid detail A frequent

element of this is a sensuous, stylized ‘\_‘
approach to the human figure that

uses symbolic exaggeration, elaborate .ﬁ’
design, and ornamentation. The
goddess Lakshmi, for example, is
often shown with four hands, each
representing an aspect of Hindu life.
Sculptures may be carved in slone or
casl in bronze and are decorated with
ormaments as offerings to the gods.

Trempled figure represents

Portable
Ower the centunies, Indian temples and Some Hindu artwork is made to be carmed in
sarred sites have been adorned by many processions by priests. The image above s
religious symbols and deities, such as this based on a bronze sculpture of the pod Shiva

Hindu sculpture of Hayagriva who s depacting Nataraja, Lord of the Dance.
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Art in Indian religions

A multitude of philosophies, deities, and Lechnologies are
expressed through Indian art (see pp.80-81). Religious
artworks are often the focus of worship, teaching stories
Lo believers via images and helping understand a world
beyond the material. Images [ollow specific descriplions
of gods and their cosmic world from religious Lexts.

Sikh art
Emerging in the 1400s in
Punjab {around northern

India), Sikh art portrays the
teachings of its founder, Gura
Mariak (1469-1539), usually in
the form of brghtly colored

paintings, often in
miniature.

BRIGHT COLOR IN INDIAN ART

ﬂ TRADITIONALLY IMPLIES NATURE
A TR

IMDIAN ART? Around 450 ck, during the Gupta Empire

that covered northern, central, and
Some sacred seals western India, artworks from that time
of the ancient cultures of portrayed Buddha with
downcast eyes, resting

the Indus valley have been features, and short,
discovered that date curly hair—presenting

back to at least an image of peace and
calm reflection.
2500 ece.

HEAD OF BUDDHA




The mosaic shows the emperor
WEearing a crown of “stemma”
adorned with jewsls

A gold surround suggests
a heavenly realm

An intense, direct stare
thought to aid communication
with the divine

Maother-of-pearl, glass,
and gold leaf were all
used for mosaics

Mosaic art
Earlier Byzantine art
bypassed the controversy
surrounding prohibited
“graven” images (idols
worshipped as gods) by
creating mosaics and
decorating cathedrals
with vivid, gold-studded
scenes of religious or
imperial subjects.

WHATIS
AN ICON?

Byzantine Art

(image), icons were sacred

After the splitting of the Roman Empire and the images in various media
loss of its westem territories, the eastern city of intended to be conduits that
Byzantium, became a “New Rome"—the center . channeled worshippers to
of a Byzantine Empire that fostered a wealth of ~ Christ or the saints.

religious art controlled and funded by the
Orthodox Christian church.

Veneration art

Following the conversion of the Roman emperors of Byzantium
Lo Christianity beginning ¢ 300CE, the cily was renamed
Conslantinople (modern-day Istanbul). A new religious art spread HAND RAISED FIGUREWITH FRONTAL POSE
throughout the empire, involving the production of icons of Christ HALO

and other fgures for veneralion in churches, cathedrals, and laler in - Rules of depiction

the home. The icons followed strict rules, and despite earlier Roman  'cons are copies of an original image, believed to

) i o ~ e ) . . have been made before the subjects themselves.
allempls al realism, they became more stylized over lime, wilh As a result, artists followed strict rules dictating
elongated hands, Nowing bodies, and penitent facial expressions. pose, pesture, and mere.




The veneration of icons split the church, lcon burned
causing fierce debates, and the

Byzantine Empire witnessed periods of

iconoclasm in the 8th and 9th centuries

CE (“image breaking") during which

icons were banned or destroyed.

Encaustic technigue
Some early Byzanline artists used encaustic, wax-based ENCAUSTIC COM ES

painting that involved applying a mixture of pigment and FROM THE GREEK WORD

melted beeswax Lo wooden panels. The resulting surface

was heavy and thickly colored, with a luminous quality akin EN I{AUSTIKDS M EAN I NG
to oil paint, and ils matte finish could be polished toa shine. 10O HEAT OR BURN IN”

1Hﬂlvﬂt

Beeswax is placed ina f

wessel and heated over a flame are combined with hot iquid
until it becomes a molten liguid. beeswax and mixed with resin to
achieve the right consistency.
Maked flame
i L




Restricted palette Cine of 10 stars
of four colors surrounding
\ used in the pattern central design

Mosque tiling
Shapes tessellate Darker edging helps Arabic calligraphy Many mosgues contain excellent examples of
to create infinite, define the pattern ven into Islamic masaics, created wsing brightly colored
FEomMEetnc and emphasize atvern, a ceramic tles lad in complex, repeating
patterns bold colors typical feature geometnc patterns and floral designs.
Favored art forms gﬂliﬂ*ﬂphrl REPERI
o ver the centuries, calligraphic

As I.slam expanded Lo new Leml.nne:a and absorbed motils became steadily more
ancient centers of culture, the Islamic world intricate and omate to the paint of
bhecame a powerhouse for intellectual thoughl— abstraction, with artists striving Lo

; . ; : achieve beauty of overall design
mathemaltics, smen_r::e, and ;_Jh:lﬂsnphy all Nourished and harmony of color.
from the early medieval period (c.8th century Cg)
onward. These scholarly pursuits influenced
Islamic art, which was expressed through art R

. . ) T 2
forms that included calligraphy, ceramics, and S

jewelry, as well as Lextiles such as carpels. pen, or galam



Islamic Art

Produced from the 7th century CE
onward, Islamic art soon developed its
own distinctive style and conventions
across various disciplines. As Islam
spread, it assimilated cultural influences
from the Middle East and beyond.

Use of pattern

Although not specifically prohibited in Islam’s holy book
the Quran, for many pericds of Islamic art the depiction
of people was banned. This resulled in artisls crealing
imagery that did not revolve around depictions of the
human body, as can be seen in much Western art.
Instead, Islamic art featured abstract, geomelric designs
of intense colors, oflten based on interlocking polygons;
natural motifs suggestive of ora and fauna, often
referred Lo as arabesque desion; and religious Lext.

Intricate illumination
in red, gpold, and black

|

TR TR |

—
i I
oy
."_'L @

o Ly . P

Detail from the Quran, 14th century

Designs based around calligraphic text were among the art forms held
in highest regard in lslamic art. Often passages from the Quran were
embellished with omate decorative patterns.

MOVEMENTS
Islamic Art

The courtly art of the Islamic Mughal
dynasty of India, which ruled large parts

of the subcontinent from the 16th to the
19th century, moved away from abstraction
to depict human forms in bold, vivid colors
in miniature paintings, as illustrations in
manuscripts and books, or as stand-alone
works of art. Influenced by Persian paintings,
Mughal miniatures were
exquisitely detailed

works—fine lines o
were painted using

a brush made from

a single hair. f

PEOPLE OFTEN
MNOT DEPICTED IN
ISLAMIC ART?

The Qur'an forbids idolatry,
which many people have

interpreted as banning
the production of images
of living things.




Chinese Art

Chinese civilization is responsible for a range of artistic
innovations that have shaped not just its own art but also

that of other cultures around the world.

Rich tradition

Art in China has flourished since prehistoric limes
and has seen the development and refinement of
lechnologies such as paper, ceramics, inks, silk, and
more. The religious and philosophical influences of
Confucianism, Daoism, and Buddhism have influenced
the style of many of the nation’s artworks created
over the last two millennia, while its materials,
inventions, and artifacts spread to the West through
Lthe interlacing trade routes of the Silk Road. A few
examples of Chinese art are shown here.

.~ Fine contours
Eive canving a
sophisticated
appearance

Bronze Age art
During the Chinese Bronze

Age (2000-2560cE), many Ding
{ritual vessels) were made for the
aristocracy ko communicate
with their ancestors.

WHY ARE

BLUE AND WHITE?

Jade

Also known as “The
Emperor’s Stone,” jade is
a rare and highly prized
material in China_ Jade
ormaments and jewelry
are venerated in Chinese

art, its hardness and
durability representing
longevity and immaortality.

to fire porcelain.

— Many Ding
are adormed
with intricate
twa-ayed
motifs

Dragon motif has "
Various meanings,
inchuding power, pood
luck, and strength

CHINESE CERAMICS

Cobalt oxide pigment was first
used for Chinese porcelain in
the Tang dynasty (618-907 Cg).

The color can withstand the
high temperatures needed

The blue pigment
was covered ina
transparent glaze,

R ain giving a high sheen.

Chinese porcelain, with its characterstic

blue and white glazing, was highly

sought after in Europe throughout the st [ ——

Renarssance and beyond, a demand
exacerbated by China's bans on exports
in the 14th to 17th centuries.

————

White clay

fired i kiln
becomes
porcelain

Light and dark blue
give an attractive
contrast



THE TERRACOTTA
ARMY WARRIORS
WERE BURIED
WITH REAL
BRONZE
WEAPONS

E——

Highly detailed
outlines

%?,

4

Porous surface
demanded precision
from artists, making it
hard to correct mistakes

s

o

“w. Blue and white porcelain
was widely copied and
by potters worldwide

MOVEMENTS
Chinese Art

Ink brushstrokes

Painting has a particularly revered place in Chinese arl, dating
back over 2,500 years. Subjecls have varied over lime, bul the
methods and materials have remained relalively constant, mainly

painted on silk, and later paper scrolls, using black Mo ink.

Brushes

The traditional

Chinese painting Made up of

brush is made one type of
animal hair

from bamboo, with
arnimal-hair bristles,
and comes in many
shapes and styles

Combination of
rigid and soft hairs

The art of calligraphy was
intertwined with painting

Delicate brushstrokes

af ink evolke nestling
bamboo leaves

“Bamboo,” Xu Wei (c.1540)
The most valued paintings,
intended for contemplation in
private, were considered on par
with the greatest works of poetry
and philasopky.

SANZHUD

= I —

ZHU/BEI

for different wses. S _Df
wery soft hairs JINHAD
L f—z e

Style of painting /: =y ﬁ\ / Lo

Chinese painting { | |\ _— Closely Loose brush
developed different " connected " marks create
sr_'huu_la or styles owver / } | A to the art of / shapes
time, including the (4 e, calligraphy — 4
“boned” style, which : -

refers to outlines, A 5 )
and the "boneless” %1% ™~— The way the “— No salid
style, which relies brush is held fines ara
on washes of ink L is important visible

to suggest form. BOMNED BOMELESS

An insight into the development

of human sculpture in China was
revealed in 1974 with the discovery
of the Terracotta Army, a group

of terracotta sculptures buried in
210-209 sce next to Emperor Qin
Shi Huang, to serve him in the
afterlife. Thousands of statues show
a rare attention to lifelike detail.

N
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Japanese Art

The people of Japan developed a rich
artistic tradition over thousands of years.
’ "o Inspired by the native Shinto religion,
e gk 9 :'."3--""”’ they combined an esteem for exceptional
i S W _== craftsmanship with a deep spiritual
R N S connection to the landscape.

“THE GREAT WAVE OFF KAMAGAWA™
KATSUSHIKA HOKUSAI (1831)

__ Prussian blue, one of Stylized fury
three different chades of Perhaps the most famouws
e blhue featured in the wave Ukiyo-e print [see below
t‘ls r\ right), thes piece depicts man's
powerlessness before nature
ﬂ u;"ﬂ::."’)\q as a grant wave threatens
- ""_'S ™ three fishing vessels.
Y af
. Y Iefa
S~
-
N . B 2 A S\
. & o . = Imipression of foam
r ’H} u":-f’ L - created by bare

= A DA~ 55 pepernignign
g2 2

c't' . life and movement
X . Contrast of light and = F‘b 1o the wave
I » shade creates drama b
Woodblock printing

The Edo period (1603—1867) marked the high point of one

of Japan's most well-known art forms, the woodblock print.
Created by chiseling a design into a wooden block, which

is then inked and pressed into paper, the flal areas of color
and relative lack of detail resulled in strong stylized
images that could be reproduced for the popular market.

—— LTS Wl As well as raditional landscapes, subjects were
1 t\ - - inspired by Japan's long literary tradition

Fishermen's boats lend
narrative and tensien
to the arbwork
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Gouging tool Inik applied Paper placed | Each block inked with
creates design with roller on block different color
Each woodblock Ink applied to . Paper positioned over Process repeated
carefully carved carved surface woodblock surface with each color

The artist uses chisels and other
toolks to cut the design into

the woodblock, leaving raised
areas to be inked. They repeat
the process with each block.

Using a roller, the artist spreads
thick printing ink in a uniform
layer over the first woodblock,
leaving the recessed (cut out)
areas blank.

posibions the paper over the
first block. They use weights
or a press to make sure the ink
makes contact with the paper.

Influences and heritage fﬁ;d
Owver Lthe centuries, Japan's arl absorbed some by hand

exlernal cultural influences, despile its long periods
of isolation. Monochrome ink painting shows Lhe
influence of Chinese arl, with Japanese painters
combining and refining Chinese techniques, wsing
splashed ink and subtle washes Lo creale Zen-
inspired misty landscapes. Ceramics have been a
major parl of Japanese culture from prehistoric Lmes,
with some of the complex coil pols being produced
by the Jomon people of Honshu as early as 2600BCE.

8,000 &y

THE ESTIMATED NUMBER

Coil pot

For millennia, Japanese

potters made coil pots

by coiling up rolled clay
rom a base in a spiral,
then smoothing down
the sides before firing.

OF GREATWAVEPRINTS o~~~
MADE IN THE oyl
EDO PERIOD

= 4

_—

The Ukiyo-e (“floating
world") school was a bold
style of prints and paintings
that catered for the hedonistic,
newly affluent population
of Edo (Tokyo) in the
17th-19th century.

The artist carefully lines up and

They repeat the process with

a different woodblock for each
color, which can then be layered
on the same sheet of paper to
build up the complete image.

By the mid-19th century, Japan had
opened up to international trade
after hundreds of years of self-
imposed isolation, resulting in
massive demand in Europe and
the US for Japanese prints and
other artworks. The craze was
known as Japonisme, and it
influenced many Western artists,
including the Post-lmpressionists
(see pp.194-195).

Fareign
ships banned
until 1853

4

8 & & 8

—4




Mesoamerican Art

Mesoamerican art describes the art of the
indigenous people of the Caribbean, and North,
Central, and South America from c¢.13,000 BCE
to the late 15th and early 16th centuries CE.

Aztecs

The Aztecs lourished from 1300 and grew Lo prominence in

the 156th and 16th centuries. Although often viewed as a whole,
Lthey consisted of several distinct peoples, and their Lterritory

was organized inlo cily-staltes. Azlec ideas aboul arl and cralls
(toltecayoll) spread via military conguests and rade expansion.
These arls included wriling, painting, sculplure, mosaics,
ceramics, featherwork, and metalwork. Their capital city,
Tenochtitlan, featured imposing buildings adorned with dramatic
monumental sculplures; other artwork inclued masks and jewelry
made of gold, silver, semiprecious stones, and shells.

Inca

The Inca civilization Nourished in
Peru from ¢.1425-1532. Inca arl
included highly polished metalwork,
ceramics, and Lextiles. Much of the
arl was influenced by the earlier
Chimu eivilization, blended with
the Inca's own distinelive style and
Lechnical superiority. IL featured
standardized forms, colors, and
proportions, including repeating,
geomelrical pallerns.

Featherwork

'“' wias a typical
"'ru‘{' fieature

RY

Embeallishments
wowen into the
clothes followed
particular
patterns

SHIRT AND HEADDRESS

Containing 46 buildings, including
stepped pyramids, temples,
columned arcades, and other stone L
structures, Chichén Itza was an

active urban center, built by the

Mayans from 750 to 1200. Linked

to astronomy, the placement of the

buildings represents the Mayan o

idea of the universe. For example,

the temple of El Castillo has 365

EL CASTILLO

steps; one for each day of the year.

Snake heads
replace hands,
raised as if

to strike |

STATUE OF COATLICUE

Aztec snake goddess

Coatlicue represented Mother
Earth. Her name translates as “the
one with the skirt of serpents”
Representations of gods and
poddesses were frequent subject
matter in Aztec art.

COATLICUE
REPRESENTS A
MOTHER'S LOVE,
AS WELL AS

A DEADLY
MONSTER ' a

WHAT WERE THE
NAZCA LINES?

The Nazca lines were
huge designs on the ground
known as geoglyphs, which
were made by removing
rocks and dirt to create
an image.




MOVEMENTS

1707171

Mesoamerican Art
S CETES A Other Mesoamerican
snakes facing each r— &
€ civilizations

other; snakes were
sacred in Aztec culture

Mesoamerican cultures, including
those listed below and the Azlecs
and Inca, fall into three eras: the
preclassic period (c.12008cE—-200cCE);
the classic period (c.200—900 cg); and
the postclassic era (c.900-1580).
These cultures’ arl refllected their

beliels and philosophies.

Hanging tongue

is a common theme

in depictions of Aztec
gods, indicating a thirst
for human blood

Olmec

_ Mecklzce of Massive heads In south central
s o
::" s boulders b 'ISEE- id —
umans eaten il pyramids
by the god and ceremanial

complexes.

Maya
Elaborate, Flourishing in
accurate 200 9UU.II. the
calendars were Maya painted
decorated with murals, made rock

symbols

carvings, and
sculpted in wood.

Toltec
Statues Dominating
puard Toltec central Mexico
~— Skulls were often ceremonial Freym 900-1150,
represented in complexes the Toltec carved
Aztec art, possibly stone statues of
indicating the their pods.
theme of death
and rebirth here—
Coatlicue nurtured
as well as killad Moche
The Moche flourished
Skirt features T in northern Peru
writhing snakes, ST e around 100 .-’_EI}CE.
here representing Dentaaits Commuon art includes
fertility pottery, metahwork,
and textiles.
Distinctive Mazca
use of Between 100 8cc
- multiple and &50cE, the
Many Artec deities bald colors Mazea of Peru made
had animal featwres on pottery poltery, textiles,

such as claws

and peoglyphs
(landscape art).



Other forms of art

Arl was a means of communication
in the largely illilerale medieval
sociely. Alter Christianily became
the Roman Empire’s official religion
in 330ce, the focus of art was mostly
in spreading the word of God. This
carried over Lo the medieval period,
wilh artworks in lime becoming
more stylized and sophisticated—
and secular, as separale, often rival
nalion stales began Lo develop.
There was no distinction belween
“arl" and “crafl” at this Lime.

Sculpture

Medieval sculptures

were modest in size, \
often in the form of

reliefs, small statues, '

and crucifixes.

luminated
manuscripts

Paid for by the Church
or nobility, these were
made by teams of
seribes and illustrators.

Stained glass

Colored glass pieces
were arranged into
shapes and scenes held
topether by lead strips.

-

Tapestry

Providing insulation
and decoration, large
tapestries were created
for the wealthy.

Metalwork

lterns such as chalices,
candlesticks, and
crucifixes were finely
wraught from gold,
silver, and bronze.

Medieval Art

Also known as the Middle Ages, the medieval
period saw important developments in painting,
sculpture, and architecture between the end of
the Roman Empire in 476 ce and the Renaissance
almost 1,000 years later.

Art in a time of change
The art of the medieval age was
for a long time sponsored—and
controlled—by the Catholic
Church, and its subjecl matter
was almosl entirely devolional.
This changed as Europe’s royally,
nobles, and merchants also
became patrons of the arts. In

The Wilton Diptych, for example, “THE WILTOM DIPTYCH,” C.1395-99
the secular figure of England's

King Richard I kneels before Lthe

Virgin Mary and Jesus in ils

left-hand panel. In execution, HOW IS MEDIEVAL

medieval arl is characterized by ART CLASSIFIED?

expensive malerials, bold colors,
and stylized fiqures. Over Lime,
these figures became much
GOLD LEAF USED IN
MEDIEVAL ART &
100 TIMES THINNER

THAN HUMAN HAIR

The different styles of
medieval art include Byzantine
(see pp.162-163), Romanesque,
early Christian, Viking,
Anglo-5axon, Carolingian,
and Gothic (see
pp.174-175).

The chaotic early medieval
period in Europe after the fall B St. John the
of Rome was called the "Dark ' } Evangelist and
Ages.” Stability began to return his symbol,
around 800CE, as new states the eagle
and the Church filled the ]
power vacuum, allowing r:;:n T;:dh;"‘: THCET
art and culture to flourish hible cower CARVED IVORY
ance maore. F‘I.AQI.IE

% F
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The Wilton Diptych Epp tempera was
A small artwork made for King Richard 11 widely used in
of England, this piece blends religious and medieval art
secular imagery. The image below depicts
part of the right-hand half of the diptych.
Realistic hair and faces appear in
works of the medieval period

Halos are enhanced
with gold leaf, a typical
feature of medieval art

Crown of thorns pattern
picked out by dots punched
into the thin layer of gold, a
technigue known as pointillé
developed in the late 1300s

_z;\\
1\1'

= ¥ SR T

\-/‘v

L

Expensive pigments
such as lapis lazuli
were used

‘White hart was the
symbol of Richard II _

L

r



Arranged Small, praying figure

symmetricalby, represents Mary’s soul

A sacred and secular art form Mary's corpse is ascending to heaven in
. : d by th Christ's

Tapestries, altar panels, stained glass, sculpture, "“’“m':apc’l’_m: e

reliels, and illuminated manuscripls were the most
valued arl forms of the period, and a greater trend
Loward realism developed over lime, especially in
sculpture and relief. Here, figures generally had
elongated proportions and an appearance of flowing
elegance. Gothic art was created mostly in the
service of the Church, although a style
known as International Gothic developed 4
that was used for secular buildings
and royal portraiture and sculplure.

Fabrics, poses, and __
pestures are realistic
and highly detailed

Multilayered space _
is sophisticated and
inventive, sometimes
called “Flamboyant
Gothic

West Portal,
Strasbourg Cathedral
Decorating an external
recess (bympanum) of
Strasbourg Cathedral,
this relief depicts the
death of the Virgin
Mary, surrounded by
Christ's apostles. Mary
Mapdalene symbolizes
the repentant sinner.

Gothic Art

A forerunner to the Renaissance, Gothic art was
a Christian style that emerged in 12th-century
France and developed throughout Europe for
several centuries. It brought a lighter touch,

RELIEF OF THE VIRGIN MARY, ARTIST
with a focus on light as a sign of God's grace. UNKNOWHM (AFTER 1225)
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THE INTERNATIONAL 8 | Architecture and stained glass

—— Cothic architect ployed kelelal
GOTHIC STYLE WAS R | oo e e o omee toroe

BORN IN THE ROYAL windows Lo take the place of solid areas of wall.

COURTS OF EUROPE As the style matured and glassmaking technology
improved, Gothic stained glass developed and
was widely used for windows in churches.
Cathedrals such as Canterbury in the UK and
Chartres in France are celebrated for their boldly
colored, elaborate stained glass windows.

Glass
Sculpture is panes Tracery

carved into

cathedral wall as Stained

decoration, which Tmcerf. ung::nE‘

was  common supports between

use for Gothic sections of windows,

pieces helped support a wall's
weight and allowed for
large windows to be

inserted. A commen
type of Gothic tracery is
the rose window, where
jewel-like stained glass

shapes radiate from
the center.
Flying
buttress Windows
distributes
weight — Gallery
Architecture
In order to create greater

interior heights and vertical
space, architects utilized

the equilateral arch, the
vaulted ceiling, and, for
added strength and stability,
the flying buttress.

WAS GOTHIC
ART ONE MOVEMENT?

Gothic art has been divided
into three periods: Early, High,
and International. Each style
was more sophisticated than
the last, with finer detailing
and more realistic human
and natural forms.

Gothic art was chiefly an instructional
tool for Christianity. Paintings usually
portrayed religious belief in simple
but striking terms—of an eternal
heavenly paradise for the just,

and hellfire and damnation for
unworthy sinners.

ETERMAL DAMMATION



“THE CREATION OF ADAM”, MICHELANGELO (C.1508-12)

Initial sketched
studies in perspective Idealized nude was
translated to great inspired by sculptures
realismn and depth 3 frem Greece and Rome

o

Adam’s form can be
seen from the chapel
floor 58t (20m) below;
its perspective is
adjusted to
account for this

ONLY 17 ©OF LEONARDO DA
VINCI'S PAINTINGS SURVIVE,

Age of enlightenment

During the Italian Renaissance, sweeping changes
Look place across ILaly. Political stability, a thriving
mercantile economy, and new inventions such as the
printing press brought art, literature, and philosophy Lo
the fore. Architect Filippo Brunelleschi's mathematical
understanding of linear perspectlive (see pp.104-105)
gave painltings a realism never seen belore, with Italian
artists widely employing this to describe depth in their
paintings. Religious works were no longer on gold
backgrounds but in landscapes from the observable
world. Artists were commissioned by powerful patrons,
including popes, and individual rulers and monarchs.

N

Precise anatomy Arms in mirrored
wias typical of poses balance
Renaissance works Composition

The birth of humanity
“The Creation of Adam” is perhaps the most
famous scene in Michelangelo's Sistine
Chapel ceiling frescoes (c1508-12). It depicts
God as an elderly man with gray hair giving
Adam the spark of life from his outstretched
finger, and through the life given to him,
Adam will po on to give birth to all mankind.
Michelangelo sketched Adam’s pose many
times to establish a final form.

¥

AND SEVERAL ARE UNFINISHED

Italian
Renaissance

HOW WAS THE
SISTINE CHAPEL
CEILING PAINTED?

It was painted using the buon
(true) fresco technique. This
means pigments are mixed

The Italian Renaissance was an explosion of culture, with water and painted
arts, and intellectual pursuits beginning in the 14th directly onto damp
century. It was strongly inspired by Classical antiquity. plaster.




Depth is evident in the
multiple layers of the
figures around God

% .

Renaissance man

With his significant contributions in

engineering, science, cartography,
philosophy, painting, and anatomy,
the polymath Leonardo da Vinci
personified Renaissance humanist
ideals. Fascinaled by anatomy, he
wenl Lo great lengths Lo study it,
performing dissections at hospitals
all over Italy and recording his
findings in detailed, anatomical
drawings. Geomelry was anolher
interest, and his studies of
proportion led him Lo compare

the workings of the human body

Lo those of the universe. He
continues Lo be regarded as one of
the grealesl artists who ever lived.

MOVEMENTS
Italian Renaissance
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Figure inspired by the
Roman architect Vitruvius

“Vitruvian Man" by Leonardo da Vinci
Created o 1487, Da Vinci's drawing in pen
and ink wash represents the ideal human
propartions in bwo superimposed positions.

-

——__ The woman
in the crook
of God's arm
is thought to
be Adam's
wife, Eve

God is ringed
by anpgelic
figures said
to symbolize
the souls of
Adam and
Ewe's unborn
children

Adept in using linear perspective
and foreshortening (see pp.104-107),
Piero della Francesca combined
geometrical compositions with
naturalism. His cool color palette
added to the refined nature and
meditative quality of his works.

Large figures in foreground |

I
COMPOSITION USING PERSPECTIVE

176 /177

<
—



Apjrey 51002 JUBIGIA

pue aday ,
sjuasasdas Y3 i Lusijead
ik pue wsijeinyeu Suipjaw
3| Eam o ul 145 siy oy =2np m:_w_.__.m._n_
Oquids B 5 ysipuedaylap Ajldea jo Japuno
3.y AnBaH |SIPUB|aY}a N A ] p 3
U] 5E pawey sem AT uep,
(=] WIETTH
J4BLL O] S pURLY {STMYANNOT MAN
PR WIEGR B S HYIHE HIAT NYA
Aeaua) Nyl ala MOH
sajgspu
— puEY pas|iEy

(ge=ppdd ass) jumed 110 sEM UOTJEAQLIUL
1ofew v sBuries pueib ur uoposeiiad jo
SUOISIA S8 UBY] 181181 SI0ML8IU] oNsetop
ug apdoad mea1 sv seinby Aoy palfeipzod
1501 pUe ‘sasse[o JUBaIaW a1 Aq Ajafiie]
PORUOISSILINIOD SEM 118 (59U808 ofsieal
'SUERPUN YitMm SuoTRayroll Euoipen
paserdar Aruneur osfe Asul (L L1-0.1 dd sas)
suonoidep anseIineu pue {Buuies] uswng
U0 Pasnong 1Bt JUstIaAOt §) tsTenny
‘aapoedsiad Ul sasUBApE ULEI] JO SISME 8lam
§1STMIE WISUMON 9[A1s UMO I[8UI U 1oes
'(spueiatia N 913 MOU) SETIUNOD MOT 813 PUE

S3LIGY U[HE puB
SEUN1EE) 15| [Ead

1 pajgeua jued [0
- i >
ARG

SPER| Ssay sEAs §a4g
wes B[, ubE u speas 1dyas

—

" Jlasuy 109 230uI0 ) asnyeulls 3y ‘slspued .ﬂﬂﬂmﬂm ‘gouel g AuBlulisn) papnoul

247 uBp B O . |

”__._m.mﬂ_.:__..w_ M_:.huv eI B} asogy SOUBSETEUaY WILION a1]] JO EalIlUnos
ABAI OGP U3 N—UNHUW-MM a[quiIny

U sanEy am)
$138484 100 (LU
punad adle| sy
PUR "SISdd |
pUOYE pNas
Aupjeam ayy Alug
BILE A jo
uopaay

"UOI}BAIDSO JNnoge seapl pue
e D105 aje[ JO Saouanjur papuaiq os[e g e [earsse[d Aq
paxrdsur sem 31 '‘juaaAotl uer[el] ayl oY1 "‘edoiny weypiou o}
peaids pey asuessieuay werpel] ay3 jo junds ayl ‘00k1 Ales Ag

dJuessIeuay UWIdYON



MOVEMENTS

= R

[+

(=]

Morthe

-
-
"
"
"
-
"
.
-
]
.
-
-
"
-
"
-
-
"
-
"
-
&
"
"
-
-
']
"
-
-
»
-
"
-
"
-
&
"
-
-
"
"
"
"
-
"
"
-
-
Ll
-
-
w
-
"
-
"
-
-
"
-
"
-

sadeaspue| pue
spedpad se jjam se ‘a8
Aephiana a)quiasal 0) apEw alam

JEL) SEAJELEU [EI)|GIg 2035 [EINIEU

adana s3aa(qns sendod jsow ay)
s1algqns pue saj1ong

LNy ‘eruEn Ul sy

A0 Lasoiliy _szm.Eu Snuaplssg
SEM SISIUELWINH JO 83U, 8L
“sauo Aoy uBy) Jsyel sanjea
JELLUNY Ul pasal|ad siSIUBWnH
LWSIUBWNLY pPUE SNLISes]

‘B BIUBSSEUSY LIAYMOp
Jo spaadse |erussss awedan
sjiepap anuw ‘assad pue
aaueso pue Yidap padasuos
annadsiad jeuae pue Jesu
[le1ap pue anadsiag

‘alnyEa) puE oo oy ____._m__
pato|dea Asy) se s1ade) iyl pue
saze|® vy pandde asuessieuay
WIBYLIO R 343 40 s3sie uied o

B|qEInp asn o 15y ey Fuowy

uged 1o jo asn

&
O
&
[}

SIRNLNID HLLL

ANY H19L 3HL NI
LYY 404 JUINID V¥
dWVYD349 d4IMINY

(£0=t01 dd ass) sanoedsiad
ouatdsourye pue 1eauy jo asn funoexa
pue ‘sn@ap asmoald ‘UoTEAISEND
aanoalgo 'UISESI SE ONS sjUSa[E uo
siseydus paserd syiom pus 'safessom
Burzipeiow painjeaj je1} saUa08
Aepdisae Bupordep Arebeun sy

jo uorezapold v sea alay ], Burales
poom pue Bunesunund 'Bunured o
pepnut ey seudnsp jo ebusr v

ur paiys Aemonied suelag §15118
aouessieuay uradoIng wIaiIop
SoT1sLI)oRIBL)

S534d DMILMIHA L5UI4

Aep sad salffed
00%'s o1 dn sanpoad
pinas ssaad 2 8u s y
I
‘Huiwlea|
Jo ssasdoud
ayt Buiren) oy
[ | ]
2

'peauds alam seapl

pue adpajmouy

Moy paduey?

yey) ssaad Funuiad Buiyom 150y s plaos
ayp pajeasal liagquaing ‘Binogses o
UMOT B3 U 'SE| U] A@andaya-1soa pue
Aznb euazew papud Jayio pue syooq
aanpedad-ssew o1 aqissod 1 Fupew
‘adAl a|geacw wod) Bupued jo poyiaw

& pateuidue (gor|-00r ) Sagquaing
salUeyc| yiwsp|od puk Jojuasul weLLLan




‘sa|Als

Bsuauuep paydope

O5|E SpUEaylap

CIEN TS

SHNO3 JIay)

0 SISIE UE|EY

- A padiaul yiog andedd
ul || Jopny Josedws pue
19Ul ‘FauEsd Jo Bupy Ay sunos
[BADS SNOLEA JE UQI2NPOIIU) S} o)
anp Ajed ‘adoung o ohag
peasds azuanul s pasl-Loys

SEAL JUBLUBACLL 3L} B)IYm ‘Ao
PUE 83usJal4 U padiawa wsuauuey

Iy

de| s e p
ug Agnosesasd
31| snea[ Ageq
allie| Ajswaipxa uy

(0FSL-E05L) OMINYIDIWYEYA
SY NMONN ‘“Y10ZZVIN 02530N VY
LS1IDMY HLIM dT1IHD ONY YHNNOOYIN.,

A B3| LUBUAR uagjsoduwces [ensnun
padegiod e aie ue uy Supgued
“haeg ayy pue iue auyl jo e Sy a) u)
ayl Jaypow ay| PALLESD alE aluy

5|EAp| A3UESS|EUEY
40 UG JENUILUaS

B 3 §2|40E) PUE
saunixal Juspuad u)
g|s pajessiydos

Hzap Buoq auunm
BULSPR 84 [, SWEU 3y} pasdiu
yaau patefuo|a tapua)s A ends eyl
‘Al A1 pue azes8 Aasuna o) papuail|

dauuew 1o 3jAls,
Juiueaw 'vusiupWw piom |
UBI|E}] Y} WO PAALIAP S|

PH@m AL

LIS LIauULueLu JOM 9
Bujhipiod jo Aw Ml JRILRID § S8 LWELISLUERW ¥ : wP Ui

Auowuey [B3)sse)s wosy Amwe Buinow Fuiued s o WELLCME o
sasnily ey papusixs oie cujueBiused Juawsuyal Adesedwsiuos e i{WOHd IN0D
pue ‘souelage ‘aceud Aasuoz 0] 1dwalie ue u) 40 B50U] AUE S[amal ~NSIHANNYIM.,
‘sspseanapald asuRsERUEy )543 Jo 5| s (R nas prue Bupens ey ANWYN IHL
pue Bupuied syl pauElel A [e1aual sisauu e JaH Ageq Jay awpe

5300 3¥43IHM

LJH2an Suoq ayl yyum euuopep, ] UMD Sxco) AJER



MOVEMENTS

1807181 e

doid pelaje pue sesod paziAls
Mau u neal sy, pi

"ATEI puods 1l alojed ‘S8 UBR

1 pardos pue ‘yiom sy
jo mapurib Burndsur-ame aul pus gebuseuai A pendsul alam SIEaUURTY
Bunwadres rInoy

. a7 o} ___m._.._“_.._.z__.m_.:”_ "@DUBEEIEUaY |l JO WSITeINIeU alll W] Aane _.__._..__.__:._.

AneunuAse pue uor01sia

: "UOISUD]) JO DSUSS B POYOAD
: jeq) suonebuore Ajremadsa 'suonisoduros resulawAse
: Ppue SUOIIOISIP pajeald sisLauue 'aouessieuay ybiy
. ueIe)] 9y) Jo siwad 1aje[ ay) Buumnp ‘0zgL punoie Buibiawy

WISLIdUUCI\

anjaadsiad puw aeas
uj SjERIUes pauedyaun
S8 MINE) LD WELauL

S1SILYY TVAIY A9

3SNOH
S/OTADNVYIIHOIN

‘suoctpiodond B

516

Jo wang ) inba agyy wody Sup
payesaifvxa pue payelfuo|g

L2

WHNO Ua O =510
| Uiy |

uefajm se uaas sEm @45 15481
wisjye Apanod

._.n_””".:q._“_mm__".._u._:.. [eayrlIe Jsurebe 188 Uaijo

fup
‘pererabbexe puw aalssaIdle FeMm TUSTIBUIUETY
SANsIavIB D

‘gatporoidde jo Ayar Ba]




Characteristics and context
Although different Baroque artists interpreted the
slyle using various different approaches, ils commaon

characteristics included powerful religious or

mythological iconography, lavish and ambitious
expression, technical brilliance, drama, theatricality,

vilality, emolional intensity, vivid light, strong

Lones, and rich color.

Council of Trent

Held between 1545 and 1563,

the Counail of Trent was convened
in response to the Protestant
Reformation. Among other

things, it decreed how art

should celebrate Catholicism.

Religious scenes

These had previously been banned
by Protestants. The Catholic
Church backed the style to inspire
and uplift the population, reassert
its authority, and reconnect
ordinary people with Catholicism.

Easily understood

Baroque art was intended to evoke
an emobional response in people.
In erder to achieve the aims of the
Catholic Church, it also needed to
be bold and easy to interpret, with
instantly recognizable themes.

Sensuality and color

Artists created awe-inspining,
sensual, richly colored paintings
that appealed to ordinary people,
often featuring dramatic themes,
vividly depicted, with much
contrast between dark and light.

Multiple perspectives

With some of the grandeur and
dignity of the High Renaissance
and the intellectual vigor of
Mannerism, Barogue art often used
multiple perspectives, creating
movemnent and theatricality.

“BAROQUE"
THE
PORTUGUESE

A & & o8 om & & RE"EiCIIJS
MMM leadders
. convened
R
AN AP
i o v e o
& Dramatic
SCEMES
" inspired awe
<
» Farmniliar
5 d L imagery
\ Tl. e appealed to
[ Y the masses
Vivid imagery
and deep
'™ N CObOrs
Views from
4 different
r angles created
i dynamism
2
L |

DEFORMED PEARL

In Baroque sculpture, dynamism and energy were
important. Figure groups often twisted or stretched,
with views from every angle conveying a fresh sense
of drama. The foremost Baroque sculptor, Gian
Lorenzo Bernini created works such as The Ecstasy
of Saint Theresa (1647-52).

INTEMSE EMOTION, DRAPERY, FOLDS
SEMSUALITY OF CLOTH

MOVEMENT

HOLOFERMES

Tangle
of anms in
the center
of the scena
creates drama

WHO WERE THE
BEAROQUE ARTISTS?

As well as Artemesia
Gentileschi, some of the great
Baroque artists include
Caravaggio, Peter Paul Rubens,
Anthony van Dyck, and
Rembrandt van Rijn.
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Many Baroque works B
hlluidmnm:k.
(light and

Particularly associated with the Catholic Reformation,
Baroque art aimed to reinvigorate followers of the Catholic
Church with its dynamism, drama, and emotional appeal.

i sensous folds
Serrman Allegorical art
of Baroque works Although it embraced many

different styles, at its height

from around 163080, Baroque

art mainly depicted biblical and
mythological allegories on a grand
scale, using strong tonal contrasts
and lighting, sumptuous colors,
and a sense of action and awe.

The movement began in Rome after
the Council of Trent (see opposite),
and then spread to Europe and
beyond. As it spread, it changed
and adapted to different needs,
contexts, and tastes. This painting,
by Artemisia Gentileschi, is based
on a religious story of the Israelite
Judith who kills her people's enemy,

the Assyrian Holofernes, by
. seducing and decapitating him
" while he is in a drunken stupor.

mn-hlﬂgﬂlzlﬂl‘r
discovered knowledge

of trajectory

Dramatic composition

The painting depicts an intense and gruesome
physical struggle, with the two women's poses
conveying both physical and psychological strength.
Contrasting with the horizontal and diagonal lines
of the compasition, the sword is vertical, while
Judith’s hand gripping the hilt is at the center of

the image, drawing the eye toward her.
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Romanticism

An artistic, literary, musical, and intellectual
movement that spread across Europe ¢.1780-1850,
Romanticism conveyed emotion, intuition,
subjectivity, and the imagination.

Emotion and passion
Developing alongside Neoclassicism (see pp.184-185),

FRomanticism rejected reason and discipline in favor of “THE THIRD OF MAY IN 1808 IN MADRID",
emolion, passion, spirituality, and mystery. The name derived FRANCISCO GOYA (1814)

[rom imaginative, medieval Lales known as romances. Arlists

and writers explored contemporary themes and expressed Outstretched arms Despair
their feelings, [rom revolulionary fervor Lo dreams or recall Jesus's crucifixion = mnve'@d by
a love of the landscape and nature. They used anguished

pose

loose brushstrokes, in contrast to the smooth
precision of Neoclassical painting.
Against the backdrop of the Industrial
Revolution, uprisings in North America
and France inspired strong feelings
and gave ordinary people a new power.
Many Romanticists empathized with the
oppressed, sharing notions of reedom,
equality, and national pride, bul some
also protested the horrors of war.

. Lighit shiirt is focus
SEEKING | mby
INSPIRATION; ﬂmauﬂ:sdtinﬁs
J.M.W. TURNER
HAD e
HIMSELFTIEDTO A death

MAST STORM

WHAT WAS
ROMANTICISM'S
LEGACY?

Romanticism promoted the
idea of the creative act setting
the artist apart from others.
This contributed to the
separation of arts
and sciences.

>

Dead body and blood
emphasize the scene’s
‘ visceral horror




In the mid-19th century, a group of Mew
York-based landscape painters gained
prominence. Influenced by Romanticism,
their paintings typically depicted striking
landscapes of the Hudson River Valley and
surrounding area. Later artists of the school
came from further afield, such as the

Depictions of nature
and topography

I
“l‘“ i ‘

v

American west, Canada, and South America. HUDSON RIVER VALLEY
. »
‘Goya's personal interpretation of war
Hailed as the first modern painting, this emobonally
scene shows rebels facing a French
Captives await their tum, firing squad in the Peninsular War.
showing that this scene

MOVEMENTS

Romanticism

v 1807167 g

=

Themes and characteristics
Romanticism had no single approach
or viewpolint, bul some comimon
Lthemes occurred within the
movement's artworks, including a
[ocus on nature, universal justice,
and [eelings over reason. Arlisls
often used backgrounds Lo enhance
the emotional intensity of their
personal vision.

Artist's emotion

Romanticists intentionally depicted
powerful emations—such as anger,
fear, or grief—to evoke strong
reactions and feelings in the viewer.

Subjectivity

Maoving away from Enlightenment’s
concepts of reasoning and logic, the
Romantic artists emphasized
individual subjectivity.

Mature's power over people
Romantic artists portrayed people in
sweeping landscapes in a way that
emphasized their insignificance in
relation to God's omnipotence.

Affinity with nature

Reacting to the Industrial Revolution,
many Romantic painters had an
affinity with nature, perceiving it as

a place for spiritual renewal.

Storms and shipwrecks

Artists such as | M W. Turner were
known for inspinng intense emotions
in the viewer with their depictions of
viobent storms and struggling ships.

Gothic architecture

In response to the Gothic revival,
Romantic artists, such as Caspar
David Friedrich, often featured
Gothic ruins in their landscapes.

In music and literature

With its ability to be individual,
spontaneous, visionary, and
imaginative, the Romantic mowvement
also influenced literature and music.



Pre-Raphaelites

Founded in 1848 by young British artists and a writer who were
disillusioned with the ideas and teaching of the art establishment,
the Pre-Raphaelite Brotherhood admired late medieval and early
Renaissance art that was created before Raphael's time. They felt
this style was more honest, and developed their own approaches
and methods, advocating a return to the sincerity
of subjects and styles of an earlier age.

Shocking content

The Pre-Raphaeliles’ paintings were oflen considered ofllensive.
Traditional paintings idealised religious figures, bul the Pre-Raphaelites
did not. Their lemale models wore no corsels and their hair loose, and
the works' vivid colors were seen as garish. The moral themes they
often depicted, such as poverty and double standards in sociely, were
considered objectionable. The artists also believed that Britain's

Industrial Revolution had led to social and political problems, and they “Ophelia®, John Everett Millais (1850-51)
wanted to depict these modern realities. The shocking subject matter This painting shows a scene from
dexi — . mibined with i . le e Shakespeare's Hamiet - this is the death
rels e sl el e e e e of Ophelia. Millais painted the background
quite a stir among both their contemporaries and the public. on site, and the figure in his studio.
In depictions of flora, Pre-Raphaelite
artists aimed for botanical accuracy Ring of violets is a symbol of Rich colors were typical
and intricate realism faithfulness, chastity, and death -~ of the movement

WHO INSPIRED
THE PRE-RAPHAELITES?

The artists were influenced
by the art critic John Ruskin,
who advocated a return to
depicting nature, and the
Arts and Crafts movement,
which was fascinated by
medievalism.

I4




Secret society

The group called themselves the Pre-Raphaelite Brotherhood,
often signing their work with the initials PRB, maintaining
secrecy by refusing Lo explain whalt this meant. This was
because in defying the traditions of Britain's leading art
school, the Royal Academy, they faced hostility [rom critics.
They produced a journal called The Germ, featuring art,
poelry and literature.

peraphacis 100 / 189

Because of their boldness, their
depiction of social problems, and more,
many reviled the Pre-Raphaelites,
including the writer Charles Dickens,
who criticized them as being
“the lowest depths of what

is mean, odious, repulsive,
and revolting™

Genuine ideas Return
The PREB favoured . 1 /7 to nature
realism over -~y - Matural forms CHARLES
idealism and — — were depicted, DICKENS
spurrned e a5 a response
e P s
- - ELIZABETH SIDDALL, THE
MODEL, LAY IN A WATER-
Srgh colrs Vibrant deai FILLED BATH EVERY DAY
overwhie sppcationf FOR FOUR MONTHS WHILE
Erght coors brshs ested MILLAIS PAINTED, ‘e
theeye. i'r:iis.m' AND NEARLY DIED
Pansies symbolize Lifelike depiction of folds of fabric beneath
/ lowe in vain v, the water gives the image emtional impact




Realism

Often considered the first modern art movement,
Realism developed in the mid-19th century when a
diffuse group of artists rejected traditional subjects

and methods, instead producing images of everyday
life. Realists created candid, unglorified images of the
modern world, including peasants and working-class

"THE GLEAMERS", |JEAN-FRANCOIS

life, expanding notions of what constituted art. MILLET (1857)
Rejecting Romanticism The abundant harvest is placed far
Afler the 1848 revolution, Realism KON i e, ST CORANE

the frugal pickings of the gleaners

first emerged in France, rejecling

the idealization and stylization

of Romanticism (see pp.186—187)

that had dominated WesLlern art

for years. By then, the mndarn,‘ :
industrial world was becoming

s .-;':r' .
+ { K J
more established, and the working
classes were gaining a newfound - —- e

sense of worth. Romanticism, with - ol r \

-
its emotion, drama, and exotic -
scenes, seemed oul of place, and
Realisls believed thal everyday life,
portrayed in lifelike styles with no -*'f

“beautifying,” was more honest. = | >

Lives of the workers

Millet’s depiction of women working in the
long-established job of “gleaning” (gathering
leftover grain) conveys the dignity of human
labor. The compaosition highlights the hard o 00 00

g

™

lives and humanity of the subjects. i g
7 . )
a2 %
THE RED AND b
BLUE HASS AND
- -WHITE

IN MILLET'S
“THE GLEANERS”
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HOW DID
REALISM REFLECT
THE ERA?

Both Realism and Impressionism (see
pp-192-193) featured similar subjects,
induding rural landscapes, people, and
scenes of modemn life. While Realists
focused on painting ordinary subjects
with no artificiality, Impressionist painters
aimed to capture the effects of light in a
more interpretative way.

Realism coincided with
developments in photography
and the rise of journalism, both
of which increased interest in
documenting real social
conditions.

IMPRESSIONISM V5 REALISM
A figure on 2 horse supenvises
the estate, his remoteness
By the mid-19th century, industrialization was radically
“ s changing the Western world, leading to the rapid growth
h of cities and the middle dasses No longer commissioned
o wmumm
BACKGROUND ﬂm mmﬂmﬂeﬂh
‘ ways Lo express this changed world, reexamining and

~ y overturning traditional approaches and methods. Their
W subjects of everyday life and the modermn world were all
e Las part of the progressive aims of Modernism.




Outdoor life
Many of the Impressionists were drawn Lo painting outside or “en
plein air,” in order Lo caplure nature directly. Recent inventions
such as screw-Llop paints, paint tubes, and portable easels allowed
artisls Lo easily carry their materials with them, giving them new
Nexibility and efficiency when painting oulside. Artists such as
Renoir were drawn Lo scenes [rom nature butl also painted urban
views [eaturing subjects from modern, everyday life that would
have been wholly unacceptable
to the Académie—Irom bars
and prostitules Lo steam
. lrains and Lhe seaside.

Strong sunlight on
face contrasts with
Renoir refused dark clothing
to use the color '
black, zo all

the darks are

softer in tone

Delicate, fluid brushwork

and vibrant bolder shades

of red, blue, and green for
_ the figure’s clothing

WHERE DID THE
NAME “"IMPRESSIONISM”
COME FROM?

Taken from the title of a
Claude Monet painting, the
term was originally used by
a disparaging art critic
to denigrate this
new style.

Open-air dance

Depicting an open-air dance hall in the
artists’ haunt of Montmartre, Paris, Renoir
built up this scene with feathery strokes of
color to give the painting a light, airy feel.

Dappled
sunlight filters
through trees
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#
Impressionism >

Impressionism developed in France in the 1860s when artists began /=
recording the changing effects of light and color in the outside world,
which they captured in quick brushstrokes to create “impressions.”

In the second halfl of the 19th century, Impressionist arlists,
including Claude Monet, Mary Cassall, and Pierre-Auguste
Renoir, broke with artistic tradition and rejected the prevailing
slandards sel oul by the Acadéemie des Beaux-Arls, a French
sociely that preserved the painting of historical and moral
scenes. Instead, the artists explored how paint could recreale
their sensory experiences of everyday life. Using bright colors,
often straight from the tube and applied in loose, sketchy
brushstrokes, they worked Lo capture the fleeling sensations
they [ell while observing the world around them.

= THE PAINT TUBE
WAS INVENTED IN 1841 “BALL AT THE MOULIN DE LA GALETTE",
e B\"'JOHN GOFFE RAND PIERRE-AUGUSTE RENOIR (1876)

Capturing lght T

Claude Monet (1840-1926) was a founding Impressionist

Many of the early Impressionist artists had

who kepl returning o the same subjects al different their experimental works rejected by the
Limes of the day and changing seasons in the year. From Académie-sponsored annual exhibition,
haystacks and cathedrals, to the water lilies in his garden, the Paris Salon, so in 1863 they set up their
he captured the varying effects of light on color, pushing own “exhibition of rejects” at the Palais de

Lindustrie to showcase their works, causing

his work Lo near abstraclion. ,
uproar in the French art establishment.

Painting in situ

Monet’s *Haystacks” series began in fall 1890 and
continued for 18 months. He painted cutside,
carrying his painting equipment across fields.

Warm tones from Cool fall sunlight D_El'kEF tones with
summer light creates hard shadows winter shade and snow

THE PALAIS DE L'INDUSTRIE

SUMMER FALL WINTER . A
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Post-Impressionism | = -«

-
Impressionism had a strong influence on several painters \ 1 . ‘Q
working mainly in France in the late 1880s. This diverse group ;
came to be known collectively as the Post-Impressionists.

Individual visions Vincent's sunflowers
S Between 1888-1889, van

The Impressionists (see 1:_rp.jl!]2—193_} upeneﬂ Gogh painted a series
the floodgates for the artistic experimentation of sunflower pictures.
that took place at the turn of the 19th century. H[E“':md a |imilf[d Eall'ﬂf

K . . = = 4] ree t‘p’pl“hl’_‘l cnrome A
The Post- In_:pr.essmmsl. painters—a disparale yellow, yellow acher, and e
QII'JI.ID EI:IIL‘EISLJ.I].Q U.[ P-ﬂ.u]. CEZEIH".I.E, PEI.LI]. Yeronese E““"—“ UII P-HII'IL = 5

Gauguin, Vincent Van Gogh, and Georges
Seural—moved away [rom the Impressionists’

idea of conveying light and color in a 4
naturalistic way. Instead, they each Thickly layered paint

) ) 3 adds texture to I
experimented with different approaches Lo spad head

color, brush Ltechnique, and subject matler.

In 50 doing, each of the painters recreated

their own highly individual artistic visions. - ;
More interested in expressing emolions than =
reproducing what was in front of them, their -
works are rich in symbolism.

Mountain detail
Paul Cézanne used }...-

subtle variations in &

eolor and shifts in i :
perspective to depict : -

a landscape. The Post- —

Impressionists’
Flat planes of subthy brush strokes
graded color conveyed dynamism

ONE OF THE SUNFLOWER

PAINTINGS WAS DESTRDYED&;‘

IN WORLD WARII

Color and technigue

Vincent van Gogh typified the Post-Impressionists’ use of

distorted form and unnatural coloring Lo recreale their

subjects. Thanks to the invention of new painl pigments,

he used vibrant oil colors in his pictures—in particular

yellow—Lo provoke an emolional reaclion in the viewer.

;““‘“ s_'i"f“;‘j"“’i"."r "[""fh""um“ ”2‘9?31 His bold, thickly loaded brush strokes—a lechnique known
ErArime pE.II'I B 4 Seres o FIL ures 15 ImMguntam as l.mpﬂ.S hILI:I.g Elhﬂ'l.lt.- an EL].I:I:I.QBL L]:II'EE- 1 . nﬂl

in southern France. He used subtle outhnes and il ) - i
implied geometric shapes to simplify the scene. quality into his paintings of everyday scenes and objects.




Van Gogh, like
some ather
Paost-lmpressionists,
used thick layers
of paint—impasto
technique—to
give an almost
three-dimensional
quality to his work

WHEN WAS THE
POST-IMPRESSIONIST
PERIOD?

The artists most often
associated with Post-
Impressionism mainly
worked between
1880 and 1910.

MOVEMENTS
Post-Impressionism

Gauguin and color

Inspired by the Impressionists, Paul Gauguin gave

up his career as a stockbroker Lo pursue painting

in 1883. His wravels to Martinique in the Caribbean
and the tropical islands of Tahiti in the South Pacific
Ocean strongly influenced his use of bold color,

which became a landmark of the Post-Impressionist
movement. In his early works, he used broad areas of
block color over graduated hues. Edging these areas
wilh dark lines gave the impression of flattened forms.

Gauguin often
juxtaposed red
with other colors
to heighten the
exciternent

of his images

Uze of thick, dark
outline makes color
maore striking and
defines image

Gauguin often
made heawvy use

of yellow. Here it
dominates the lower
area of the frame

“Self-Portrait with Hala", Paul Gaugin (1889)
Gaupuin often used colors symbolically—it
has been debated whether the yellows and
reds here sugpest the heat of hell and creation.

Vincent van Gogh was a

prolific letter-writer. A total Labels on
of 819 written by the artist shetches
survive today. Much of his :3';'::;:"“&
correspondence was to his

brother, Theo. In his letters,

Van Gogh sometimes \an Gogh
included sketches of the called his
compositions he was sketches

“scratchies”

working on at the time—
often annotated with
labels indicating where
he would apply color.




The wallpaper process

Morris designed all his own wallpapers and
had them hand-printed with pear-wood
blocks. The motifs were made in a repeat
pattern, using a foot-driven weight.

Mallets with rownd
edges for less force
and better control

‘il
Chisel for B b
precise lines i \ L
. il \ -

i e iy

>

1 Create the wallpaper design 2 Carve the design in wood
The design is sketched onto paper Chisels and pouges incised the design
with a brush and then carefully transferred into the wood, leaving the raised areas to
to the woodblock, often by tracing the take the ink. Morms sometimes added areas
desipn over carbon-transfer paper. of metal or felt to create texture.

Arts and Crafts  arocunomusy

of inferior, tasteless products

The Arts and Crafts movement arose in England in on display at London's Greal

the mid-1880s as a reaction to what was seen as the Exhibition of 1851, William Morris,
negative effects of th.-E Indust.rial RE?Pll:ltiGIl. Ad?ucates f;ii‘;mr:; u‘:?f;;f;fﬁf;ﬁ:

of the movement, chiefly designer William Morris, Crafts movement, opted instead
instead wanted to create handmade artworks and Lo design objects thal focused on
objects that evoked the spirit of medieval traditions. simplicity, beauly, and practicality.

As many Arls and Craflls designers

had trained in architecture, the
idea of a “total” interior, in which
architecture, wallpaper, furniture,
ceramics, and other objeclts
combined Lo create a balanced
Furniture ~ Prints Architecture whole, conformed to the modern,
Straight, simple Print designs were highly Buildings were often

lines were features decorative and made using asymmetrical with a EDCLEL]]}T_ transformative ideal of
of furniture. natural motifs and dyes. focus on materials. domeslic space.



Each comer of the block had a Each color
metal point for better alignment is registered

3  Printeach color
A separate block must be carved for
each color. Then, these are printed in turn
over the same piece of paper, and the prnt is
gradually built up into the completed design.

Pugin's Parliament

English architect Augustus Pugin,
like Morris, railed against the overl
ornamentation of the Viclorian age.
Following a fire in 1834, Pugin was
commissioned Lo design the clock
Lower and the interiors of the newly
rebuilt Palace of Westminster

in London. His finished designs

combined Christian themes with

Golhic interiors (see pp.174-175),

Turnishings, and wallpapers, all

informed by an idyllic imagined

past of the Middle Ages.

15 DIFFERENT COLORS
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The finished
wallpaper
Morrs's “Trellis”®

wallpaper was inspired

bry the parden at his

hoeme, Red House. The

pattern blends birds
and roses on a pale
background and

is typical of his
early designs.

Light inside
illuminates when
Pariament is in
SESEIONn

Mational icon
Elizabeth Tower or

“Big Ben” is probably
the most famous
part of Pugin's
design for the Palace
of Westrminster.
Standing at 316ft
(96m) tall, its hands
and dials are painted
in Prussian blue.

MORRIS’'S "ACANTHUS" PATTERN
WALLPAPER WAS PRINTED WITH

WHO WAS
WILLIAM MORRIS?

William Morris was a poet,
designer, and social reformer
whose ideas on craft and
its place in society made
him a leading figure of
the Arts and Crafts
movement.

The Arts and Crafts movement took
its name from the Arts and Crafts
Exhibition Society. It was made up
of different groups, including the
Exhibition Society, the Arts Workers
Guild, and artisans in workshops
and manufacturing companies.

MNecessary tool

Traditional tools produced individual,
high-quality iterns and put an end to
the mechanization of the industrial age.




‘I8UUEBL AOUIUEeMm

Io 'earsgeiddo ‘Bujuaieanty) @ Ul WAMOUS U0 5]

1 'IND00 S80p SINIEU USp AEINoqIuAS pesn osE

sem 10100 "sxo0] Buimols Buol yimm eree] surws] eyl
pue ‘peey peiaass oy} 'suiboIpue oy ‘einby peajelost
a3 Burpniout ‘sBunured I1SHOqWAS Ul SetIay) JUSIITDaI
[elaaas alan 8181 ‘10 IT8U) Ul S1oquIss ooeds o)
sfuueetl paugep aqiIose 10U pip AsU) uBNOWY 'S0081
a1f3 Buunp pelossold YEL3 S[JIFUE a1} PUB 'J{181088 a1}
‘wstrends uf 3seleiul eyl Aq pewioul ‘AIeUpIoRIXa
81} PUE UMOUNUN S1[3 U] Paisaiaju] alam SISIOqUAS al],
SaIaL} juarnaay

A2 AsmysAw pue Jamod sy
O LAEIR B I3y} UL ) pasiaal

sI51|0quWAS ay) e [asse|D

J pue ‘231918 ‘[eaidojo i jo
sway snouea u) Jesdde speay

PE3Y pajpoquuasip Jo palaras

Lnr
1o enidja
ag pnos saund)d

,ainjeu ydnoayy
ussed weasss ayuyul,
ue Supuauadxa paquasap
aH 'pai poo|q pauin] Ays ay)
PUE UMOP JU3M UNS 3y} S8 y|em
' )00} yaunp ‘SBuiuasa aug

«tWYIHIS5 THL,
a3dIdSNI

‘(£0g-g0z dd ses) wstuoissaidx g pue (L0z-90Z dd ses)

wseeung yoq bupndyeid ‘[epuenyul A[[RUOEUISIUL 52M UE J0 18Mmod
[BUOTIOUIS 8173 Jo uonElodxe sistogquuAs 2l 'arils remius v Ag peaun jou
yEnotry ‘euoe) ut ysueunyhn pue BUuiqImistp ueijo e1am JE) SpOou 1o
‘sBurree; 'seep! 1s=b6ns o) suomisodulos axIUIESIp PUE S10[00 JUERICISID
Buisn ‘uopBAlasgo Wel) S8BT UL 18T U0 paiel sisjured 1sTogquids

uopmul Aq Burnyured

‘sburjured 11e1] ybHnoiy) puiur jo Sajejs [euojouia
BurAsAuod yiim pauIsouod alam SISIoquIAS al) ‘pealsu]
‘aInjeu jo s10aja alf) ajeainal o} syduwelye sysiuorssardury
ay) pue Bunjured Ainjuad-I61 I91[1ea JO WsI[einjeu ayl
jsurefe uorjoeal B SeM JUSWAAOUL WSHOqUIAS 9y,

(s881) NOO3¥ NOTIQO
WJ4NDI) 993 IHL,

A2SEIE YD
PLGAH

WISI[OUIAS

‘s|a1sed pue sjo Juisn siojes Juimo 3@

‘queigia u padnides siamo)y jo sduiured

BJ1] 135 SNCJALWNU Pajeala as|e ay 'syom asayl
apisBua|y ‘ayaisd ume sy o) sadaap panjap
al) sE Juawso] agenad Jo spuom Jauu) Furoau)
‘sulealp 20 Anaed Ag paadsul uayo alam pug
pUOM PEAIBSYD BY) UELYL JBLIE] uopeuEew sy
IO} ALUED AL 531 0MILE SIY JO4 S82UN0S 8]
“SBLLIAYT PIGIOLL UBLO PUE 'PAIUNEY '[B21I5EIUE)
palo|dxa syiom asoym ayewiund pue

Japuied 15)|0guWAS YIuBL4 B SEM UOPaY UO|IP0

I’(l.



SUSZE U 4O adnjEu
[Easun ‘ysuewiydu
iy Bupydyiy
‘SIS [RINJELLA
UR | saadnD Apog

asaydsowge
Alajeunsn| ey aul o
£31NG | Quas ayaed
JB63 paywn

198 4

= &

Rl idap jo ssuat Buneals
...J.m i pue ueysodwos syl Busueegun
= 2 = WeuaBep sfew yBnauy) sina alBpug
uﬂ_u. 5]

=

= SONIMYYA

«SHION 5371,
AoVvid

NOd3d 3WIL 40
INNOWY

SYVIA SC

(E68L) HONNW
Ayl L WYIHIS IHL.

N A

Jousoy
Fujdanuoz 'aze) o)
spuey sdeeys aunfyy

-~y
-»

- 1t f=9¢dd aas) uud AydeiBayy) e Bupniau
'BPELW SJah SUTISEN INa4 .___;m_x ue pue jsue

— ! ¥ 40 |OOUWIAS B BLLIO3EG SBY 3] PUB JoLoyY U]
e . wsinBue pue Jeay o \ Aumaiays Apusaedde aindy uned g syndap

h.. g I% jo sfujeay 15aline . v ‘sEap| JsoquwAs Bueys Haom syauny

e o SUMIES) PEOIS|Q — b weasds yjoquils



Recurring themes

Art Nouveau artworks oflen
made use of archelypes—Lypical
examples of people or things.
Common archelypes in Arl
Nouveau included the willowy,
seduclive woman; Lhe image-
ohsessed, pleasure-seeking
dandy; and various lovers.
From the natural world, artists
drew on the asymmelrical
shapes of flower stalks, leaves,
and vines, as well as sublle
animal forms such as bird

and insecl wings.

SEDUCTIVEWOMAMN MNATURAL FORM

Art Mouveau architecture
resulted in flowing, organic
structures that featured vinelike
lines and patterns, fusing form
and ormament. This contrasted
with the classically inspired
building style that preceded it

ORGANIC BUILDING STYLE

Art Nouveau

Art Nouveau was an international,
decorative style that developed in

the final decades of the 19th century,
influencing many artistic disciplines.

Style and sensuality

Art Nouveau broke from the historic emphasis
of earlier 19th-cenlury arl Lo creale a new style,
characterized by stylized, lowing lines and
organic motifs. Peaking in popularity between
1890 and 1910, it rapidly spread around Europe,
where il was known as Sezessionstil in Austria
and Jugendstl in Germany, and also became

fashionable in the TS, Art Nouveau's elegant lines
and focus on decoralive ornamentation, inspired by
the natural world, spread beyond the walls of the

arl galleries to reach a mass audience via media
such as advertising posters, glassware, jewelry,
furniture, and building design.

KLIMT SOLD “THE KISS" TO
A GALLERY BEFORE HE HAD
COMPLETELY FINISHED IT

“THE KISS,” GUSTAV KLIMT (1907)

Flowing

lines were

2 Commaon
feature of the
miovement




Decoration

and elegance
Ausinan artist
Gustav Klmt used
many Art Nouveau
traits, depicting
nichly decorated
fipures and natural
elements. “The Krs"
wirs also associated
with Symbobsm
(see pp 198-199)

often featured in Art
Mouveau works

L8

Leductive female
figures were a
commaon theme in
artworks of this era

Vibrant
decoration
was typical of
Art Mouwveau
- paintings

® _ Khimt's use

of gold was
influenced by

o Byzantine art

Long imbs seem
exagperated, adding
to the painting's
hallucinatory feel

-4
- [Plants and flowers were

MOVEMENTS
Art Nouveau
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WHERE DID THE
MAME "ART NOUVEAU"
COME FROM?

The term was first used
by Belgian magazine LArt
Moderne in the 1880s, referring
to the pioneering work of
a group of artists called
“Les Vingts.”

Main influences

Art Nouveau developed from a range

of influences. Tkiyo-e Japanese prinls (see
p.169), with their strong linear aesthetic, were
popular at the time, while the Ars and Crafls
movement (see pp.196—197) had recently
employed motifs from nature. Opulent Rococo
furnishings and the interlacing patlerns of
Celtic design were also inflluential.

Strong shapes ¥

and colors | P
N
Interlacing ._,-,.1"-\",!
patterns YRy
(TN
Y
Japanese prints Celtic designs
Japanese pnints were The 1800s saw great interest
hugely mfluential when in Celtic culture in the UK,
they armived in Europe secking an wdealired past n
in the 1850 reaction to modernism.
Bold line A
artworks z
i
: Ormate .
decoration _
Rococo Advertisi

ng
Art Nouweau both
nfluenced, and was
nfluenced by, advertising’s
expressrve linear works.

In the 1700s, Rococo used
seulptural curves and
omamented decorateon,
often with natural forms.



Expressionism
and Fauvism

Expressionism and Fauvism developed in the first
decade of the 20th century. Both employed strong color
and nonnaturalistic compositions, but in differing ways.

A modern reaction
Expressionism and Fauvism were bolh born out of Faces are distorted.
responses Lo the rapid technological change of the e
modern age in the early 1900s. Expressionism emerged ;i:';{;:fgﬂg;':;:ﬁ
across Europe bul became particularly associated with

artists in Germany such as Ernst Ludwig Eirchner, Earl
Schmidi-Rottluff, and Emil Nolde. Using sickly, somelimes
clashing color combinations, the German Expressionists
made paintings that emphasized [eelings rather than realism
and addressed themes of alienation and social critique. The
best-known German Expressionist artists were parl of two
groups—“Die Briicke” (The Bridge) and “Die Blaue Reiter”
(The Blue Rider}—that both explored whal they saw as
sociely's ills through their distorted scenes.

Pointed, angular
features reference
Futurism.

Urban street scenes Expressionists commented
In 1913-1915, Kirchner made a on society, here expressad
series of works that highlighted in Kirchner's depiction of life on
modern society, and the crowded the streets of modern Berlin
bustle and molated individuals that
characterized life in prewar Berlin.

HOW DID THE
EXPRESSIONISTS GET
THEIR NAME?

The Expressionists “expressed”
their inner world of emotion
through their paintings, using
vivid colors and dramatic,
jagged lines to convey
the intensity of life.

“TWO WOMEN IN THE STREET",
ERMNST LUDWIG KIRCHNER (1914)



Expressiﬁnjlisljr‘l(;nd Fauvism 2 0 2 / 2 0 3 <>

THE TERM “FAUVES" (WILD
CATS) WAS ORIGINALLY
MEANT AS AN INSULT

| Dark tones BUT THE NAME STUCK
create a moody
s Fauvism

The Fauves were a group of Parisian painters, centered
around Henri Maltisse and André Derain. Influenced by
WVincent van Gogh and Paul Gauguin, the Fauves embraced
a sense of creative [reedom, applying inlense colors wilth
heavy, Lhick brushstrokes. They reduced the world around
them to simple shapes in solid colors, using fat areas of
i pure, bright color to creal..e vibrant, pal.l.em—lufe pnrl.raus
brushetrokes & and landscapes, prefiguring later abstract painting.

bright. clashing
colors are typical
of Expressionism

Distinction between
shape and line is blurred

Expressive brushstrokes
and striking color
juxtapositions

Familiar imagery with
kaleidoscopic disparity

Color as a tool

The Fauves used color to illuminate rather than to
describe, liberating it from the subject matter and,
instead, examining its effects on their psyches.

Both the Fauves and the Expressionists were
experimenting with new ways of visually communicating
the simmering feelings aroused by the rapid change of life
around them in the early 20th century. The influences of
new technologies, such as the camera, the automaobile,
and the telegraph called for fresh
ways of art making to reflect the new
"Modernism” of an increasingly
industrialized world.

Hands are

sharply drawn —
ard hang limp Architect Frank Lioyd
Wrright's Modernist [ ]
masterpiece

THE GUGGENMHEIM MUSEUM




Analytic and Synthetic
Cubism moved through two slages.
The first, of breaking down objecls
into constituent parts and viewpoints,
became known as Analylic Cubism.
In 1912, Braque and Picasso both
began adding other materials Lo their
paintings, such as colored paper,
cardboard, and newsprint. This
collage approach, Synthetic Cubism,
emphasized the latness of the canvas,
abandoning atlempls al creating
Musionary, three-dimensional images.

Guitar shown

as constituent Shapes are

not cohesive

peometric
parts
Shadows show
— three dimensions
AMALYTIC
Flat Addition of

representation other materials

MOVE TOWARD SYNTHETIC

Collage technigue
uzed

Pasting of paper,
wood, cloth, and lino

SYNTHETIC

“Portrait de Madame Josette Gris™
Juan Gris (1916)
Gris based this work on studies after
Corot and Cézanne; it is a portrait of
his wale, Josetbe. While she poses in a
traditional fashion, she is represented
through geometnic abstraction.

The face is broken down
peometrically into its
constituent parts

Hard lines and precise,
well-defined shapes

Shadows used to give
the illusion of depth

LN

Diistinction between
foreground and
background
becomes uncertain
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Cubis:ﬁ ana"futurism L‘;

The Cubists invented a new way of
representing objects, abandoning the idea

of a single fixed viewpoint that had been
established in painting since the Renaissance.

Multiple viewpoints

Cubism was developed by Pablo Picasso and Georges Brague
in 1907-1912. Their experimentation wilth perspective broke
down subjects into multiple planes and shapes, in an effort

Lo deconstruct the way Lhe eye perceives objects in lime and
space. Multiple viewpoints spread oul over a flat picture plane
resulted in complicated, ragmented images.

2 fr %)

“Girl with Mandolin” Picasso (1910)
In this early example of Analytic Cubism,
the figure and instrument are broken
down into geometric elements.

WHO
INFLUENCED
THE CUBISTS?

All elements are
integrated onto
one flat plane

Post-lmpressionist Paul

Cézanne depicted subjects PICASSO
Geometric shapes from different, slightly D
eyt incompatible viewpoints INSPIRED |
and was a precursor AFRICAN ART,
to Cubism. NCLUDINC
MASKS

Futurism
Futurism emerged in Italy after Cubism. Il appropriated

5

the Cubist technique of using multiple viewpoints and :‘;:Efr'a'mm L
fragmented forms in both painting and sculpture, Lo suppests
creale dynamic representations of machines and people Exaggerated motion

in energetic motion. Led by Filippo Tommaso Emilico physique a
Marinetll, the Futurists wanted to celebratle the
mechanized technology and speed thal characlerized
the modern world developing around them.

Legs seem to
stride, adding
dynamism

“Unique Forms of Continuity in Space™
Umberto Boccioni (1913)
Futurists used new techniques such as repetition
and lines of force, in an effort to show movement
and dynamism, as in this striding figure.
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Unity of disciplines
The Bauhaus taught that there should be no
division between different crealive endeavors,

instead espousing a unified approach where all zﬂlmﬁm L
artists were craftsmen and vice versa. By ﬁ;“ﬁ;’nmﬁmﬁme
uniting all disciplines—sculpture, painting, sculptures explored shape,

handicrafls, printing, furniture design, and form, and color.
architecture—the Bauhaus aimed to create total
works of arl where every object represented this Painting

Painters Paul Klee, Josef Albers,
and Wassily Kandinsky taught at
the Bauhaus. Their approaches to
color theory were influential.

unity. The school gave all its students a thorough
grounding in technical skills as a foundation on
which to build their future works. This approach
was later copied by arl schools around the world.

Handicrafts
Traditionally seen as lesser than
the fine arts of painting and
sculpture, handicrafis were
afforded equal importance.

Simple forms echo
shapes found in

Alberss geometric
paintings

Bauhaus

Founded by architect Walter
Gropius in Weimar, Germany, in
1919, the Bauhaus was one of the
most important art schools of the
20th century. It fostered creative
international cooperation, and
established the use of a universal,
geometric abstraction among its
artists. It created a visual style
and a practical mindset that
remain influential today.

Frames made from oak

Form and function
The Bauhaus was a gathering

place for avant-garde artists of a
variely of different nationalilies

and became a center [or a decidedly
Modernist approach Lo education,
combining art, design, and
architecture. It taught that art

and design should not be purely
decorative and that form should
arise harmoniously from the
function it performs. Ils students
produced utilitarian objects, from
chairs to teapols, that looked and
[elt modern, utopian, and futuristic.
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Bright, simple colors added

_.-"ll both aesthetic appeal and
ease of use ~ Clear, geometric
/ // e WHY DID THE
;’r lines and angles BAUHAUS CLOSE?

The school’s radicalism
and internationalism
led to condemnation by
the Nazi party, which
closed itin 1933.

De 5tijl, or Neo-Plasticism, Geometric
shapes

developed in the 1920s and 1930s
by artists Piet Mondrian and Theo
van Doesburg, furthered Bauhaus
ideas of abstraction. Using blocks
of primary colors in geometric
grids, Mondrian explored how
abstract painting could reveal the
spiritual structure of the world.

S

Poster, joost Schmidt [1923)

The utopian and technology- driven attitude
of the Bauhaus was expressed through the
posters it produced to advertise the school,
which combined shapes and text in a bold
geometric, abstract style.

“Nesting Tables®, Josef Albers (1926)
These tables exemplify the Bauhaus
approach—simple, unadormed, produced
easily with readily available materials and

“Mesting” design is both combining functionality and form to create

visually pleasing and affordable, aesthetically pleasing furniture

highly efficient for everyday use.




Abstract Expressionism

Developed in New York after World War II, the Abstract Expressionists
aimed to capture emotions through their large-scale paintings, which
explored physical gestures, unconscious symbols, and “fields” of color.

Gestural brushstrokes
Initially inspired by the European Surrealists and their explorations

WHERE DID THE
MNAME "ACTION
PAINTING” COME FROM?

of the subconscious (see pp.206—207), the Abslract Expressionisls were
a group of artists primarily based in New York, whose work [ell into two
calegories. In the first, artists such as Jackson Pollock and Willem de
Eooning pursued “Action Painling,” Lrealing their works as emolional
records of the spontaneous, improvised process of painting. Their
large-scale canvases, which sometimes filled up an entire gallery

wall, gave scope for Lthe arlist Lo explore a variely of gestures using

In 1952, critic Harold
Rosenberg wrote an article
called "The American Action

their whole body, resulting in sweeping, rhythmic \ Painters” about jaEkS(}n
compositions that allowed the viewer Lo Lrace Lhe Pollock and Willem
moves Lthe artist made in creating the work, and de Kc}ﬂning.

perhaps sense what they [ell as they did so.

POLLOCK ONCE DEMOLISHED ‘%
AWALL
19FT (6 M) CANVAS

Toppling traditions

Jackson Pollock was one of the first artists
to pioneer “Action Painting”. By pouring,

dripping and flicking ordinary househald

paint in spontaneous movements

reminiscent of dancing, he subverted

centuries of traditions of easel painting.




The second group of Abstract Expressionists included Mark Rothko,

Clyliord Still, and Barnell Newman, who painted simple, elemental Artist Lee Krasner, married to
abstracl compositions with large areas of pure color as vehicles [or Jackson Pallock until his death in
conveying emotion. They aimed o produce paintings that a viewer 1956, took over his large studio at
could contemplate and engage with over long periods of lime. their remote home and created her
own expansive canvases. Working
Mauve with colorful collage technigues

Applied in thin glazes, she explored tonal contrasts and

P .:L.-.:I...ll.-\.
MaLVE COmprements e organic and geometric forms to
black and provides warmith.

create striking abstract works.
Black
Black acts as a contrasting
dividing line that draws
the viewer's eye. v
Orange - I
Bright orange offsets the - » ==

black, its irregular form
seeming to ebb and Mow.

Yellow
The outline of thinky o
applied white brings the
warm yellow forward. -,
“Untitled (Violet, Black, Orange, Yellow Kimmer ool [jys ey oftl comrses
on wWh ll_e and Red),” Mark R-Erthlm [1949‘] MIXTURE OF MEDIA
Blocks of contrasting colors or “multiforms
became Rothko's trademark. “ A

==




Pop Art

Pop Art arose in the late 1950s and
'60s when artists began utilizing
commercial production techniques
to create works that blurred the line
between pop culture and painting.

Satire and celebration

Taking images [rom everyday sources as a basis
for their paintings, many Pop artists strove Lo
reproduce them as mechanically as possible Lo
creale cool, slick artworks that trod a thin line
between salirizing and celebraling consumerism.
By employing production technigues used in
advertising, such as silkscreen printing and sign
wriling, they made paintings that did away with
a degree of artistic expression, instead crealing
a recognizable product for an eager markelplace.

A 1956 COLLAGE BY
RICHARD HAMILTON
IS OFTEN DESCRIBED
AS THE FIRST WORK
OF POP ART

Warhol and mass production

Artists such as Andy Warhol and Roy Lichtenstein
challenged traditional boundaries belween
malterials and processes, blending painting with
printmaking and photography, and combining
handmade with ready-made elemenls Lo creale
new meaning. Warhol, who began his career in
the 19505 as an advertising illustrator, was Lthe
most influential Pop artist, bridging the gap
between the commercial and art worlds by
mass-producing silkscreen prints of consumer
products and figures [rom American pop culbure.
His New York studio was dubbed The Factory,
the term a direct response Lo the media and
popular culture of the time, and reflected his
use of assistants and the assembly-line style of
production methods he employed. He created
many iconic celebrity prints.

Reproduced Ben-day

dots, named after
printmaker Benjamin
Henry Day Jr.

WHAT WERE THE
MOODS AND THEMES
OF POP ART?

Pop Art was characterized as
popular, transient, expendable,
low cost, mass-produced,
young, witty, glamorous,
and commercially
minded.

Colors reduced to
vibrant primaries

Dot patterning later
mare exaggerated with
perforated templates

Contrast is
highlighted

Industrial painting

Lichtenstein used a range of styles (see opposite)
to irmitate mechanical printing processes and
interweave them with fine art practices. He would
madify his source material for preater ermphasis,
adjusting compositions, removing details, and
accentuating the clichés of the graphic world.
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High contrast, black Same image slighthy

and white photo different each time
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Monotone Marilyn Monroe
Warhol sourced a publicity shot
of Marilyn Monroe to create a

stencil for printing. This then
became the basis for his senes.

Loose brushstrokes

Vibrant areas of color were
hand -painted directly onto the
screen to accentuate the lips,
eyeshadow, and hair.



“WHAAM!” ROY LICHTENSTEIN (1963)

Pulp pictures
Initially an Abstract Expressionist (see pp.210-11),
American artist Roy Lichtenstein turned to pop
culture for inspiration, using images from cheap pulp
comic books for the source material for his paintings.
Taking comic panels that were originally only inches
wide, he used a projector Lo transier them onto large
canvases, sizing up the image, and recreating the
cheap printing dots that could be seen in the
magnified image in paint by using stencils. This
process removed any traces of individual artistic
expression, in stark contrast Lo the works of the
Abstract Expressionists of the decade belore.

‘Warkol saw ink blots

as a good thing
£ : Y
e .

(P

LD
i 1
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Pop art was also important in

y & y{ Britain in the 1950s and ‘60s, and
- e IR as the only female artist in the
- - ]{' i e British arm of the movement,

: o the artist Pauline Boty provided

a rare female perspective. She
created colorful, energetic works
that put women's desires at the
forefront and explored their
relationship with mass culture
through the mythology of movie
stars and contemporary pop
songs. Boty also used her
artworks to comment on ideas
of culture and politics from a
feminist perspective.

Black shadows

Woarhol allowed chance to take

over with the final layer of black
ink, adding smudges, stains,
and vanations to the image.

-

[/

Images
taken out
of context

SUNFLOWER GIRL

Sunflower uses images
maitif mixed together

Text in painting
Taken out of context,
the text becomes just
another visual element

of the painting.

Use of heavy black line
Heavy bladk lines give
the image a bold, graphic
power and define the
individual features.

Ben-Day Dots
Lichtenstein originally
painted these printers’ dots
by hand before moving to
a stencil process.

Collage technigue




Minimalism

Rather than a defined movement, Minimalism
describes an approach to abstract art that

was explored and adopted by a number of
predominantly North American artists in the
1960s and 1970s. These artists made works with

a highly simplified, austere approach to form in
order to explore the conceptual limits of media.

Elemental simplicity

Eey aspecls of Minimalist art linked the works of several arlists
working in sculpture and painting. Sculptors such as Donald Judd, Carl
Andre, and Robert Morris often made use of non-traditional or industrial
malterials, while painters including Robert Ryman, Frank Stella, and
Agnes Martin produced works Lhal were oflten characterized by simple
rectilinear shapes or monochrome colors. Formals would often include
repedled sequences of simple, seli-contained, basic elements.

Exploring limits

Minimalist artists explored how basic, oflen geometric forms might
arouse different emotions in a viewer, distilling the approach taken
by Abslraclt Expressionists (see pp.210-211). However, in conlrast Lo
the Abstract Expressionists, Minimalist artists removed any race of
emolion or intuitive decision-making in the creative process, instead
producing objects that emphasized their own objecthood and made
the viewer aware of their color, materialily, and specific context

in a gallery or museuwm space.

Some minimalist sculptors
turned to preexisting
industrial matenals such as
bricks, tiles, or tubular lights,
which they used in series to
create their works. Others
fabricated their warks from
scratch, but still followed an
industrial aesthetic, often
using metals, fiberglass,
and plastics.

METALS FIBERGLASS PLASTIC

BRICK

often employed assistants,
technicians, or manufacturers

HOW IS
MINIMALIST
SCULPTURE MADE?

Minimalist sculptors

to physically make
works to their
specifications.

Escaping the real world

Pushing the idea of abstraction
(see pp F8-79) even further,
Minimalist artists often sought

to create artworks that bore no
relation to the real, familiar world,
and instead encouraged the wiewer
to conternplate and respond to the
work purely on its own terms.

IN 1965, ART CRITIC
BARBARA ROSE
FAMOUSLY DUBBED

MINIMALISM
“ABC ART" A



“ART IS THE
E}(CLUSION of THE
NNECESSARY"
CARL A DRE
rIWH,ﬁT you SEE
15 WHA ou SEE”
FR K STELLA
“pCT VAL 5PﬁCE 15 INTRINSICALI.Y
MORE POWERFUL AND SPECIFIC THAN PNNT
ON FLAT SURFACE" DON,&LDJUDD
"DON’T ASK WH#T THE WOR 15 ATHER.
SEE WHAT THE WORK DOES" EVA HESSE
«pRT IS THE CONCRETE RE RESENTA JON OF
UR MOST SUBTI.E FEELINGS" AGNES MA RTIN
HAT (TS AND Al NT
» DAN FL,WJN



Conceptual Art

Object is presented
Conceptual art became a recognized movement ;:E:;f:fm
during the 1960s, but its precedents lay in the work what it means to be
of earlier 20th century artist Marcel Duchamp, who m—
was determined to create art that served the mind /
instead of stimulating the eye. His ideas were .
taken up and expanded by artists in the /

1960s whose aim was to “dematerialize
art, creating works that were driven
more by concepts and ideas than by
aesthetics, techniques, or materials.

Ideas over material
Conceplualism holds that art is an idea rather
Lhan a physical objeci—the concepl of the
artwork realized in the mind of the audience
is more important than the form the work
Lakes and somelimes does nol reqguire it
Lo take any form at all. The artist's
intention and spectalor’s response are
whal matters, and conceplual artists
blurred the lines betwesn arl objecls
and language to explore the ways

they connect together.

Duchamp submitted the
piece to the Society of
Independent Artists—of
which he was a founder—
under the name . Mutt®

“Fountain,” Marcel Duchamp (1!
Regarded as one of the maost
artworks of the 20th century, 'Faunlﬁ'l’
is an upturned wrinal signed by the artist,
an example of Duchamp’s concept of the

“readymade”-an everyday manufactured
object designated as a work of art by the artist.



MOVEMENTS

Instructions as art
Some modern and conlemporary
Conceptual artists were part of the > mw have m“';hl m’ explore -
counterculture of the 1960s that aimed the idea that artisls, instead of
to disrupt traditional values and ideas. making something themselves,
Conceptual art was an attack on the art can issue instructions for the
market, as many pieces could not be creation of art, which can take

meaningfully owned or sold. This idea
continues today—Italian artist Maurizio
Cattelan made a piece, “Comedian,”
consisting of a banana taped to a wall.

SUBVERSIVE ART

place with no further involvement
from the artist. Notably, American
artist Sol LeWilt, who was
associaled with the conceplual
arl movementl, made pieces Lhal

) consisted of simple instructions for

WHO IS THE
FLUXUS GROUP?

Fluxus is a group of avante-
garde artists and composers
founded in 1960. It has been
influential in promoting
spontaneous and
subversive art.

CONCEPTUAL ART
IS SOMETIMES
KNOWN AS
POST-OBJECT =
ART, OR ART-AS-IDEA

w2 Q

PHOTOGRAPHS

-

ways of drawing on a wall. Other
artists and members of the public
may creale pieces based on these

I Jf - N - I". . i} g : .

) ""L_'I‘ not make any more voring art works. In this way, the artist distills

{ will not make any more boring art their art into a pure idea or concept

1 will not make amy more boring art that may or may not resull in the

{ will not make amy more :':-:-rfn; art creation of a physical artwork.

1 will not mate amy more :'mrfn; art

| will mat o i - “Limes” raised questions about

. 'arLIL not make any more ?Lr.ng art e

1 will mot make any more I!i'EI"f.I'.‘E art

I will not make any mare |'?:-rfn§ art The absent artist

I wiill not mabe any more boring art Amencan artet john Baldessan was unable

- ¢ mare oy to attend an installation in 1971. Instead, he

1 will mat make amy more boring art instructed students to make a prece "by” him
by writing, *I will not make any more boring
art" over and over on the walls.

New ways of making art

Conceptual artists upended the traditional “fine art” mediums

of sculpture and painting, experimenting with breaking them

down into their constituent elements 1o deconstruct how artworks
[unctioned. As well as questioning existing forms, they also expanded
their enquiries outward into other mediums, with conceptual artists
making wall drawings and Lext-based pieces, and ulilizing photography,
film, installation, and performance (o redefine what constituted art,
laying the foundations for the multiple modes of expression that make
up contemporary art today.

0

INSTALLATIONS WALL DRAWINGS FOUND OBJECTS



Index

A

Aboriginal art 146-7
Abromavic, Marina &1
abstract art 78-9
see also Abstract Expressionism;
Bauhaus; Cubism; Futurism;
Surrealism
and depicting emotion 135
form in 96
in sculpture 39
shape in 94, 55
subjectsin &7, 109
texture in 99
Abstract Expressionism 210-11,
213,215
depicting emotion in 135
size, scale, and proportion in 117
Académie des Beawx-Arts, Paris
193
accessible sculpture 113
acrylic paint 30, 32-3, 48
“Action Painting” 210
additive sculpture 40-41
advertising 138, 201, 212
aerial perspective 106-7
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Byzantine art 162-3
ceramics 51
Egyptian art 152-3
mixed media 438
pattern in 125
photography &7
textiles 53, 125
West African art 153-9
afterlife 153
Agar, Eileen 208
airbrushes 144-5
Albers, Anni 98, 208
Albers, Josef 208-9
Alberti, Leon Battista 74
allegorical art 108, 183
altered perception 131
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American art see Morth American
art
Analytic Cubism 204, 205
anamorphism 113,120,121
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see also Medieval art
Byzantine art 162-3
Chinese art 166-7
Egyptian 152-3
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Mesoamerican art 170-71
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Roman 156-7
‘West African art 158-9
Anderson, Laurie &1
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Angelico, Fra 59
Anglo-Saxon art 172
apples 141
aquatint 44
architecture 74, 94, 95, 170
Art Mouveau 200
Arts and Crafts 196
Gothic art 174-5
Modernist 202, 209
Argentina 144
Arp, Hans 79
arpilleras 53
arrangement see composition
art 10-11, 12-13, 14-15
Art Mouweau 133, 200-201
Arts and Crafts 75, 196-7, 201
Azhevak, Karoo 83
assemblage 41, 49
asymmetry 111, 181, 122-3
atmosphere 101, 107, 114-15
Australian art 146-7
autobiography, in art 128
automatic drawing 206
Ayres, Gillian 94
Aztecart 80, 170-71

B

background 103, 107, 110
back wall 104
Baha'i art &1

| balance 1711, 118-1%, 122-3

Bamana art 159

| Bamgboyé, Oladélé 67

Barogue 101, 182-3
Baselitz, George 21

basket weave 53

batik 53

Bauhaus Z208-9

Becerra, Milton 115

Belgian art 179

Ben-day dots 213

Benin 158

Bernini, Gian Lorenzo 182
Beuys, Joseph 61

bilateral symmetry 122,123
black S0

blending see sweetening effects
blind drawing &9

blue 50, 140, 166

| Boccioni, Umberto 205
Boffin, Tessa 82
| books 55,172

botanical illustrations 31

| Botticelli 105
| Boty. Fauline 213
| Bourgeois, Louise 94

Bradford, Mark 55

| Brague, Georges 108, 130, 204, 205

Breton, André 207
bronze 38, 40-41, 155, 159
Bronze age art 166
Brugera, Tania &1
Brunelleschi, Filippo 105, 176
brushes 20, 21

airbrushes 144-5

Chinese 167

pouache paint 30

ink 24

watercolor 28
brushstroke effects 127, 135
Buddhist art 81, 161, 166

| Bunuel, Luis 20&
| Buonarotti, Michelangelo 68
| “buon” fresco technique 59

| burin 45

Burman, Chila Kumari 81
Byzantine art 36, 162-3, 172

C

Calder, Alexander 127
callipers 20,41, 154
calligraphy 24-5, 164, 167
camera obscura 113
canvases 21,95

Cao Daiart 81
Caravaggio 182
Caribbean art 170
caricature 65
Carolingian art 172
Carrington, Leonora 2086
carving 20,39, 41, 42
Caszatt, Mary 193
casting 40

Cattelan, Maurizio 217
cave paintings 144-5

| Caltic art 201

| Central American art 170-71
| centered composition 111

'_ central point patterns 124

| ceramics 14, 50-51

in Chinese art 166
decorative art 75
in Islamic art 165
in Japanese art 169
in Mesoamerican art 170
Cézanne, Faul 71, 108, 194, 205
Chadwick, Helen &7
chalks 25-7
Champfleury 191
charcoal 23, 93, 145
chiaroscurc 101, 134
Chichén Itzd 170
Chinese art 80, 166-7, 169
inks 24-5
landscapes 72
paper 55
porcelain 51
chisels 20
Christian art B0
Barogque 182-3
Byzantine 162-3
Gaothic 174-5



Medieval 172-3

Renaissance 176-7

symbols of 140, 141
Classical art 328, 110, 176, 178

see also Meoclassicism
Greek 154-5
Roman 156-7

clay 20, 38, 50-51
close crop 12
cloth see textiles
Coates, George James 134
Cocteau, Jean 131
coded messages 139
collage 48-9, 204, 211, 213
colors 88-9, 90-91
in Abstract Expressionism 211
in Barogue 182
for creating effects
aerial perspective 106
emotion 135
expression 128
illusion 121
movement 126, 127
in Realism 191
in sculpture 39
symbolism of 20, 152, 195
color wheel BE-9
combing effects 99
communicating ideas 138-9
complementary colors 89
composition 110-11
in abstract art 79
balance 70, 118-19
and emotions 135
fior expression 128
and movement 126, 127
symmetrical and asymmetrical
122-3
computer technology see digital art
Conceptual art 15, 85, 216-17
Confucian art 81, 166
Conté crayon 27
continuows pencil drawing 6%
contouring effects 92, 93
contrast 96, 100-101, 128
controversial art
Byzantine 163
historical figures 83
murals 58

Pre-Raphaelite 188-9
Realism 191
Surrealism 207
copper plates 45
Corita, Sister 47
Council of Trent 182
counterculure 217
Courbet, Gustave 76, 191
crafts 15
in Bauhaus movement 208
Medieval 172
paper 55
societies and guilds 197
textiles 52
crayons 27
critical realism 7&
crockery 125

see also ceramics

crosshatching effects 22, 27, 36,93

Cubism 41, 58, 79, 204-5
cylinder seals 148

D

Dadaism 79, &4, 138
Dali, Salvador 206
Daoist art 166
Dark Ages 172
dark and light space 119
David, Jacques-Louwis 184, 185
da Vinci, Leonardo 76, 130, 177

drawings by &8, 69

and perspective 105, 107
Dean, Tacita 73
death 70
deconstructed portraits 65
decorative art 74-5
decoupage 55
Degas, Edgar 126
de Kooning, Willem 210
Delacroix, Eugéne 47
denim 53
depth 101, 104, 106
Derain, Andre 202
Dwe Stijl 209
devotional art 109
diagonal compasition 111
digital art 15, 55-7, 101, 124
dimensions 14, 121

three-dimensional art 93, 95, 97,
102
two-dimensional art 93
Doesburg, Theo van 209
dot paintings 147
dowes 140
dragonflies 141
dramatic composition 183
drawing 14, 22-3, 36
life &8-9
line 92-3
dreams 206

drone photography 76

dry brushing 31

drypoint printing 45

Duchamp, Marcel &1, 84, 216-17
Durer, Albrecht 43, &6, 68, 105
Dutch art 34, 178-9

Dwck, Anthony van 182

E

earthenware 51

Easter Island (Rapa Mui) 150

| effects

see also illusions: light
creating mowement 126-7
depicting emotions 138-9
expressions, art of 128-9
illusions 120-21

texture 98-9

| eggtempera 36-7,173

Egyptiam art 152-3
epg termpera 37
inks 25
paper 54
portraits 65
still life 70

embroidery 52

Emin, Tracey &7

emotions, in art 131, 134-5, 158
encaustic 163

English art 178
Arts and Crafts 196-7
Gothic art 175
Medieval art 172-3
Pop Art 213
Pre-Raphaelites 138-9

engraving 45, 148

| “an plein air" 192

environmental space 102, 109, 115
| eraser drawing 69

| Erasmus, Desiderius 17%

erotic themes 207

| Esher, M.C. 124
| etchings 44-5

Etruscam art 157

exiled artists 85
| expression, art of 128-9,134-5
| Expressionism 58, 198, 202-3

see also Abstract Expressionism
depicting emotion im 134
influence of Symbolism 198
light, shade, and contrastin 100

| exquisite conpse 206
| Extinction Rebellion 85
Eyck, Jan van 35, 178-9

F

. Fabergé eggs 75

| fabrics see textiles

| Factory, The 212

| fall palettes 115

| fashion 53

| Fauwizsm 203

| Fayum art 153

| foathers 145,170

| fettling 41

| figurative art 14. 136

see also human form

| filmmaking 15, 82, 126, 206

see also moving images

fine art 74-5
| firing 50
| First Australian art 146-7
| Flanders 178
. flat brush effects 93
| Flavin, Dan 215
| flowers 141
| focal points 111,131
| fog effects 114
| foreground 103, 107, 170
foreshortening 106, 177
| form 79,96-7

see also human form
Formalism 96

| found objects 39, 96, 217
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Francesca, Fiero della 177
Frankenthaler, Helen 21
French art
Fauvism 202
Gothic art 174, 175
Impressionism 192-3
pastels 26
political &4
Post-Impressionism  194-5
Realism 190
Renaissance 173
Rococo style 74
still life 70
Symbaolism 198
French Revolution 185
frescoes 59, 156-7, 176
Freud, Sigmund 206
frottage 206
fruit 71, 141
furniture design 75, 125, 196, 209
Futurism 79, 205

G

Gaudi, Antoni 95
Gauguin, Paul 194, 195, 203
genre hierarchy 185
Gentileschi, Arbemisia 182-3
geometric shape 94, 95
in First Australian art 146
of illusions 121
amd perspective 102, 112
Germam art 49, 73,178
Bavhaus 208-9
Expressionism 202
glass 24, 75
stained-glass 24, 172, 175
glazing 50
polden ratio 123
Goldin, Man 85
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Goldsworthy, Andy &0, &1, 115
Gothic art 172, 174-5
architecture 187
influence on Arts and Crafts 197
influence on Morthern
Renaissance 173
pouache paint 30-31
pouges 42

Goya, Francisco 47, 134, 186-7

gradient effects 31

graffiti 84,85

Graf, Urs 44

graphic art 212-13

graphite pencils 22, 93

Great Britain see English art

Greek art 154-5
see also Meoclassicism
“buon” fresco technigue 5%
influence on Romans 154, 156
pattern in 74
perspective in 105
religious B0

green 90, 91

Gris, Juan 204

grit, for texture 99

Gropius, Walter 208

Grosz, George 49

Gupta Empire 161

Gutenburg, Johannes 179

H

Hamada, Shaji 51
Hamilton, Ann 60
Hamilton, Richard 212
hardness, graphite 22
Haring, Keith 85
hatching effects 22, 92, 93
see also crosshatching effects
Hausmann, Raoul 49
Hawaii 150
Hearthield, john 4%
Hepworth, Barbara 119
herringbbone pattern 124
Hesse, Eva 215
Hicks, Sheila 53
hierarchy of genres 185
highlight effects 28, 31
Hindu art &0, &1, 161
historical art &4, B2-3, 104, 132
Hach, Hannah 4%
Hockney, David 32, 56
Hopgarth, William 132
Hokusai, Katsushika 168
Holbein, Hans 70,121,139
Holt, Mancy &0
honorific portraits 65

Hopper, Edward 133
Howson, Peter 135
Hudson River school 187
hue B9
human form
distorted 204-5, 206
emotions 134-5
exaggerated 180-81, 202
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life drawing &8-9
portraiture &4-5, 66-7
proportions 117, 154-5,177
sculpture 3%
shape 94-5 117
skin tones 37
in West African art 158-%
humanism 136, 178, 179

I

iconoclasm 163
ideas, communication of 131,
138-9
lgbo-Ulowu art 159
illuminated manuscripts 172, 174
iluzions 120-21
light, shade and contrastin 101
optical 120, 130,156
with perspective 106-7
illustrations 31
imagination 136
impasto paint 99, 107, 134
implied line 93
implied texture 98-9

| impossible figures 106

Impressionism 192-3
see also Post-lmpressionism
influence on Op-art 121
landscapes 72
materials 26
and Realism 191
Incan art 170
Indiam art 160-&1, 165
Indigenous art 58, 81, 83
First Australian art 146-7
Mesoamerican art 170-71
Polynesian art 150-51
Indonesia 53
Industrial Revolution 184, 188, 196

| information 130-31, 136-7

inks 24-5, 42, 167
Inness, George 72
Instagram 5&
installation art 15, 60-61
lightin 100
political 85
and space 102,103
with textiles 53
viewpoint 113
intaglio 44
interactive art 56
see also installation art
International Gothic 174
Inuit art 83
Iram &1
irmegular shapes 95, 125
kslamic art 80, 124, 125, 164-5

| haliam art

Futurism 205

Italian Renaissance 59, 176-7, 180
Mannerizm 181

mural art 5%

| jade 186
| Jaimart 20,161
Japanese art 51, 54, 80, 168-9

ukiyo-e prints 43, 201
jesmonite 38
jewelry 24,75, 165

Jewish art 81

Jamon art 169

Judd, Donald 214-15
Julien, lsaac 82

Justinian |, Emperor 162-3

juxtaposition 96
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Kahlo, Frida 58, 66
Kandinsky, Wasily 94, 135
Eehayoglou, Alexandra 52
Kelly, Elsworth 95

Kente art 125

Kiefer, Anselm 136

kinetic art 126

Kirchner, Emst Ludwig 202-3



Klimt, Gustawve 200-201
Klint, Hilma af 79
Kollwitz, Kathe 134
Kooning. Willem de 210
Krasner, Lee 211
Eusama, Yayoi 79
Kwali, Ladi 51

L

land art installations &0
landscapes 72-3
atmosphere and weather 114-15
perspective 105, 107-8
realist 76
Romanticist 187
space and environment 102
subjects 109
large-scale art 33, 116-17
abstract T8, 210
murzl 58-9
latex 159
layering 27
Lennon, John &1
LeWitt, Sol 53
Lichtenstein, Roy 212, 213
life drawing 68-9. 97, 116
light 153
and dark space 70, 119
for depicting emotion 135
and expression 128
shade and contrast 100-101
lilies 141
line 92-3, 124,126
linear perspective 104-5, 176, 177
Linocuts 43
lions 140
lithography 47
loms 52-3
Loos, Adolf 74
lotus 141
Lowndes, Gillian 51

M
Magritte. René 207
mahistick 20
Malevich, Kazimir 79, 94
Mali 158

Manet, Edouard 76
mannequins &9
Mannerism 120-81
Maori art 150-51
maguettes 41
marble 38-%
Marinett, Filippo Tommaso Emilio
205
mark making 18-19, 23, 206
Martin, Agnes 214, 215
Masaccio 59
materials
in ancient art 149
in prehistoric art 145
for sculpture  38-9, 215
for texture 79
tools 20-21
mathematics, in art 123, 154
Matisse, Henri 31, 94, 134, 202
Matta-Clark, Gordon &0
mauveine ¥
Maya art 8D, T70, 171
Mediewal art 36, 64, 75, 172-3
see also Byzantine art; Gothic art
Mellan, Clande 45
memento mon paintings 70, 141
men, depicted inart 159
Mendieta, Ana 102, 118
Mesoamerican art 170-71
Mesopotamian art 36, 148-9
mietallic effects 35
metalwork 44, 75, 172
Mexican art 58
Michelangelo 20, 105,181
Dawvid 40, 83
Sistine Chapel 53, 80, 176-7
Middle Ages see Byzantine art;
Gothic art; Medieval art
Middle Eastern art
Byzantine art 162-3
Islamiic art 164-5
Mesopotamian art 148-%
middle ground 102, 107. 111
Millzis, john Everett 188-%
Millet, Jean-Frangois 190-91
miniature 116, 165
Minimalism 214-15
mirrors 66, 140, 178
mist effects 114

| mined media art 15, 48-9, 211

mindng paint see compaositions, of
media
moai 150, 151

- mobile art 126

Maoche art 171
modeling 20, 41, 51
madels, life 68

| Modemism 58, 191, 202, 208

mokds 40

Mondrian, Fiet 24, 209
Maonet, Olaude 115,192,153
monoprinting 93

mood &5, 128

Moore, Henry 103
morality 132, 185

mordant 45

Morris, Robert 214

Morris, William 75, 196-7

| mortality 70, 141

mosaics
Byzantine 162-3
Islamiic 165
murzl art 58
Roman 158, 157
miowement, creating 126-7
movements
Abstract Expressionism 210-11
Art Nouveau 200-201
Arts and Crafts 196-7
Baroque 182-3
Bauhaus 208-%
Conceptual art 216-17
Cubism 204-5
Dadaism 79, 84, 138
Expressionism 202-3
Fauvism 203
Formalism 26
Futurism 205
Gothic art 1T74-5
Impressionism 192-3
Mannerism 180-81
Minimalism 214-15
Meoclassicism 184-5
Op-art 121
Pop Art 212-13
Post-Imipressionism 194-5
Pre-Raphaelites 188-9
Renaiszance
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htalian 176-7
Northern T78-9
Realism 1920-91
Romanticism 186-7
Surrealism 206-7
Symbolism 158-9
moving images 57, 76, 126
see also filmmialking
Mueck, Ron 116

| Mughal Empire 165

multiple perspectives 105

| Munch, Edvard 198-9
| mural art 14, 58-9

| music 80

narrative art 128, 132-3,
139
historical 82-3
political 84-5
refigious B0-81
subjects 109

| Mash, Paul 109
natural forms 115,136, 188,

200

| natural pigment 90_145
| nature morte 70
| Navasjoart 81

Mazca art 170,171

| negative space 118-19
| Meodassicism 184-5, 186

see also Classical art
Meo-Plasticem 209

| Metherlands 34, 178-9
| Nevinson, Christopher 135

Mew Zealand 150-51
MNewton, lsaac 88

| Nicéphore Niépce, Joseph 76
| Nigerian art 158,159

MHolde, Emil 202

| Mon-fungible tokens (NFTs) 56

nonrepresentative portraits 65

| Morth Amernican art 170

Abstract Expressionism 210
Art Mowveau 200
Minimalism 214-15



political art 84-5
Pop Art 212-13
Morthern Renaissance 178-9

o

objet trouvé 39
ocher 90, 145
oil paint 34-5, 48, 107
in mixed media art 48
in Morthern Renaissance 178,
e
for perspective 107
Olmec art 171
Ono, Yoko &1
Op-art movement 121
Oppenheim, Méret 206
optical illusions 107, 119, 120, 124
orange 91
organic shapes 95, 124
origami 54, 55
Orozco, José Clemente 58
orthogonal lines 104-5
Ottoman art 51
overlapping 121

P

Paglen, Trevor 76
Paik, Mam June 57
painting 14
paint pans 28
paints
acrylic 32-3
colors 51
egg tempera 36-7
pouache 30-31
oil 34-5
tools for 20, 21
watercolor 28-9
Paleolithic art 22, 144-5
see also prehistoric art
palette knives 59
palettes (colors) 115, 135, 191
palettes (tool) 35, 145
Panofsky, Erwin 140
paper 15, 26, 54-5, 99
paper collé 49
papyrus 54

Paris Salon 193
Parker, Cornelia 100
Parmigianino (Francesco Mazzola)
180-81
pastels 26-7
patinating 41
patronage 136
pattern 97,121, 124-5, 164
pencils 22-3, 28, 93
Penrose triangle 106
perception 130-31
performance art 15, 61
periods of art see ancient art;
movemnents; prehistoric art
Perkin, William Henry 91
Persian art 165
perspective
in Barogue art 182
in creating movement 127
in Cubism 205
geometric 102
illusions 106-7, 121
linear 104-5
in Renaiszance art 176, 177,179
viewpoint 112
petroglyphs 146
philosophical ideas 139
photography 76
in historical art 82
poriraits &5
self-portraits 66, 67
photomontage 49
Picasso, Pablo 41,93, 131, 204-5
pictoglyphs 146
pictorial space 102
pigments 37, 90-91
Pindell, Howardena 79
Piranesi, Giovanni Battista 185
placement 121
see also composition
planes (space} 102
plates (etching) 45
plinths 113
plumb lines 116
polishing 41
political art 84-5
communicating ideas 139
historical B2
performance &1

Pre-Raphaelite 188
tentiles 53
Pollock, Jackson 210
Polykleitos 154-5
Polynesian art 150-51
Pop Art 212-13
porcelain 51, 166
portraits 64-5, 66-7, 108, 153
pase 65, 126, 135
positioning 112
positive space 113-19
posters 54, 8%
Post-lmpressionism 169, 194-5
pottery 50-51
Greek 154, 155
Japanese 1638
tools for 20
‘West African art 159
pouncing 38
pouring paint 33
prehistonic art
Chinese art 166-7
First Australian art 146-7
Japanese art 168-9
materials 23, 26
Mesoamerican art 170-71
Mesopotamian art 148-9
Polynesian art 150-51
sculpture 39
Stone Age art 144-5
Pre-Raphaelites 138-9
Prescription Addiction Intervention
Mow (PAIN) &5
presentation 137
printing press 43, 44, 179
printmaking 14
3-D digital 56
in Arts and Crafts 196
in Bauhaus movement
etching 44-5
inks 24
linocuts 43
lithography 47
screen 46, 212
woodcuts 42-3, 168-9
projections 85
propaganda art £4-5.138
see also political art
proportion 116-17, 154

| protest art see political art

Pugin, Augustus 197
puns 207
purple 90, 91

Q

quills 24
quilting 52

R

radial symmetry 122
rainbows 114
rain effects 115
Rand, John Goffe 193
Rapa Mui statues 150, 151
Raphael 55, 180,188
rasps 20
Rauschenberg, Robert 49, 55
realism 7&-T
in Gothic art 174
in Morthern Renaissance 178
portraits 64
in Pre-Raphaelite art 128
in Renaissance art 176
in Romamn art 156

| Realism movemnent 76, 190-91, 198

Redon, Odilon 198
red 90, 31
reflection effects 115,178
Repo. Paula 133
relief printing 42, 43
relief sculpture 39, 148
religious art 80-81, 109
Barogue 182-3
Byzantine 162-3
Chinese 166
Gothic art 174-5
Indian 160-61
Islamic 164-5
Maori 151
Medieval art 172-3
Mesopotamian art 148
Renaissance 176, 178
Stone Age 145
Rembrandt van Rijn 45, &5, 182
Renaissance art 176-7, 178-9
chiarosoura 101



materials 26
oil paintin 3%
realism in 76
self-portraits 66
Renair, Pierre-Auguste 192, 153
repeating patterns 124, 125
Reutersvard, Oscar 106
rhythm 126
rifflers 20
Riley, Bridget 33, 121
Rist, Pipilloti 113
Rivera, Diego 58
rock art 146, 150, 151
Rococo style 74, 185, 201
Rohm, Otto 32
rollers 21, 42-3, 48
Roman art 156-7
zee also Meoclassicism
influence of Greek art on 154
pattern in 124
perspective im 105
portraits &4
styluses 23
Romanticism 73, 83, 114, 186-7
Rose, Barbara 215
Rosenberg. Harold 210
Rothko, Mark T8, 135, 211
Royal Academy, London 188
Rubens, Peter Paul 182
Rubins vase 119
Ruckenfigur 73
rule of thirds 110
Ruscha, Ed 55
Ruskin, John 189
Russian art 79
Russolo, Luigi 14
Ryman, Robert 214

S

sand casting 40

sand, for texture %9

satin weawve 53

scale 96, 116-17,137, 180
scarring 19

Schendel, Mira 55
Schmidt, Joost 209
Schmidt-Rottluff, Karl 202
Schawitters, Karl &1

scientific illustrations 31
scourers 21
screen printing 46, 212
scrolls 25
sculpture 14, 38-9, 40-41
see also installation art; statues
in ancient art 148, 154-5, 156-7,
160-61
elements 96-7,99, 113, 116
illusions 120
negative space 103, 119
media 19, 48, 50-51, 54
movements 172, 182, 214-15
subjects 74, 80, 83
self-portraits 66, 67
within landscapes 73
tools 20, 21
seals 25
seasons 72, 115
“selfies” 67
self-portraits 66-7
self-reflection 140
semiotics 141
serpentine figures 181
Sewrat, Georges 194
sewual themes 207
sgraffito 19
shading 22, 70, 100-1017, 135
shadows 134
shape 94-5
shaping see modeling
shells 70, 145
Shinto art 80, 168
shipwrecks 82, 187
Shenibare, Yinka 125
signs see symbolism
Sikh art 81, 161
silhouettes 100, 101
silk painting 167
silkscreen printing 46, 212
silverware 74
Sigueiros, David Alfaro 58
size 116-17,121
sketching 21, 22-3
skying 114
smiudging see sweetening effects
snakes 141
Socialism 76
sound 14

South American art 170-71
space 71,102-3

| speed drawing &9

splattering effects 29

sponges 21

spring palettes 115

stained-glass 24, 172, 175

statues B3, 149, 150-51, 158-9
Statue of Coatlicue 170-71
Statue of Unity, India 117
Terracotta Army 167

| Stella, Frank 214, 215
| stencils 48, 144-5

stick and ink drawing &9
Still, Clyfford 211

still life 70-71, 97, 108, 139
stippling effects 92, 93
Stone Age art 144-5
stoneware 51

storms, inart 115, 187
storytelling 131, 132-3
Strasbourg Cathedral 174-5
styluses 23,45

subjects 103-9

| subtractive sculpture 40

summer palettes 115
sunlight effects 114
Suprematism 94
Surrealism 72, 206-7, 210

see also Symbolism movement
suspended sculpture 113

| sweetening effects

pastels and chalks 27

pencils and charcoal 23
symbolism &4, 90, 140-41

in Egyptian art 152

im First Australian art 147

in Renaissance art 178

in still life 70-71
Symbolism movement 198-9, 201
symmetry 122-3

| Synthetic Cubism 204
synthetic pigments 50

T

taboos 207
Tasuber-Arp, Sophie 79
Tanning, Dorothea 206

| Taoistart 80

| tapestries 75, 172, 174
| tattooing 24

| temple decoration 160

Terracotta Army 167

| terre verte (green earth) 37
| text 213

textiles 15, 52-3
carpets 164, 165
decorative art 75
Mescamerican art 170
pattern 124, 125
political art 85

| texture 98-9

acrylic paint 33
for expression 128
for movement 126

forillusion 121

| thirds, rule of 110

three-dimensional art 14, 93, 95,
o702

| three-point perspective 105
| throwing clay 50

| tiles 165

| Tillmans, Wolfgang 118

| tint 88-9

| titles, of artwork 108

| Toltec art 171

| tomb art 152

| tone B9, 100,101,128

| tools 20-21, 145, 150-51

see also brushes

| Torres, Felix Gonazales 65
| tortillions 23

tracery 175

| transfer drawing 58

| translational symmetry 123

| triangles 141

| triangular composition 110

| trompe l'ogil 120, 156

| Turner, JMW. 29,72, 106, 136
. Turrell, James 103

| Tutankhamun, Pharaoh 152-2
| twill weave 53

two-dimensional art 14, 93

| Twombly, Cy 26
| two-point perspective 105
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U

Ukeles, Mierle Laderman &1

ukiyo-e prints 43, 168, 169, 201

Ulman, Amalia &7

unbalanced compositions 122-3

underpainting 37

United States of America see Morth
American art

Urfa Man statue 149

\

wvan Gogh, Vincent 66, 99, 194, 195,
203

vanishing points 104-5

vantage point 104

Wasari, Giorgio 35

vellum 26

Wermeer, J[ohnannes 113
vertical composition 111
Vicuna, Cecilia 85
viewfinders 111

viewpoint 112-13, 130, 205
Wiking art 172

visual effects see illusions
Vuillard, Jean-Edouard 125

W

wall paintings 59, 156-7, 176
wallpaper 54, 75, 196-7
war, inart 135, 186-7
‘Warhol, Andy 212-13

: warp 53

| wash effects 28, 31, 32,107
| watercolor 28-9, 30, 48, 107
wavelengths, color and 89

weather 72, 114-15

| weaving 52-3,75, 125

weft 53
‘West African art 158-9

wet-on-wet technique 29

| white 90,152

| white light &9

| Whiteread, Rachel 112, 119
| Wigan, Willard 39

‘Wild, Julian 96

| Wilton Dyptych, The 172-3

‘Winckelmann, Johann 185

| wind effects 114

| winter palettes 115

women, depicted inart 159, 190,
200

woodcuts 42-3, 168-9, 202

working classes 190

XYZ

“x-ray” style 147
Xu'Wei 167
yellow 90
in Egyptian art 152
in Post-lmpressionism 194
in prehistoric art 145
Yoruba art 158
YouTube 56

Zoroastrian art 81
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