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Preface

This book is intended as an introduction to the issues and debates that
make up the discipline of art history and that arise from art history’s
central concerns - identifying, categorizing, interpreting, describing,
and thinking about works of art. The ways in which art history has
approached these tasks has changed over time. These shifting attitudes
towards the parameters of art history, and how histories can interrogate
visual subject matter, have raised questions about the presentation of
the history of visual art in written form and the limits verbal language
has placed on our ability to do this. In recent years the relative
importance of the role of the artist, the subject, and the viewer in the
artistic enterprise have also been re-evaluated. These issues in turn raise
questions to do with our preoccupation with authorship, authenticity,
and chronologically defined linear progression, all of which have
informed the traditional canon of art history, which may be only one
way of looking at, analysing, and historicizing art.

Thus, traditional histories of art emphasize periods and styles, and focus
on Western artistic production, and this can obscure other approaches,
for instance the grouping of artworks according to their subject matter,
or influence the way in which arts from non-Western cultures are
discussed. This book challenges such traditional ways of seeing and
writing about art. I have, therefore, chosen examples from different
historical moments and cultures to illustrate questions that I see as
fundamental to the subject. This being a Very Short Introduction, I have



been selective in my choice of illustrations, and the images I use are
meant only to be indicative of the issues I discuss in relation to them.
As a whole, the illustrations are representative of ‘high art’, that is to
say the art we expect to find in museums and galleries. This material
enables us to investigate a range of social and cultural issues covered
by art history.

I begin with a consideration of the fundamental question ‘what is art
history?’ This enables me to draw distinctions between art history and
art appreciation and art criticism, and to consider a range of artefacts
included in the discipline and how these have changed over time.
Although art is a visual subject, we learn about it through reading and
we convey our ideas about it mostly in writing. This sets off an interplay
between the verbal and the visual which I explore in Chapter 2. Here, I
look at how histories of art have been written and the effect that this has
had on the object itself and on the subjects of art history. Examples from
a broad time span are used, including Pliny, Vasari, and Winckelmann,
together with more recent writings by Gombrich, Greenberg, Nochlin,
and Pollock. A discussion of these writers introduces the expectations
we have of art history as a chronological story about great Western male
artists. The bias in this interpretation of the subject opens up the
questions of the importance of the canon in art history and how we
view non-figurative, primitive, and naive art.

The importance of the gallery or museum - or more generally of ways
of presenting art history - is covered in Chapter 3, which maps out the
development of collections from cabinet of curiosities to the private and
corporate sponsor and collector of today. Alongside this, I discuss the
impact the amassing of objects has had on their perceived value and on
the histories of art, and how writing about objects can affect their
‘value’. The question of the canon of art history returns in this chapter in
relation to the ability of the gallery or museum either to endorse or to
challenge it. I look at this with special reference to the importance of the
identity of the artist in gallery display and in answer to the question
‘what difference does it make to the presentation of art history if art is
presented to the public as a thematic exploration of a subject or as a



chronological sequence?’ This also informs my consideration of how
‘blockbuster’ exhibitions have changed the direction of art history, for
instance the Post-Impressionism exhibition of 1912 that gave that art
movement its name.

The relationship between art and thought can be a complex one, and
in Chapter 4 I discuss the impact various philosophical schools and
psychoanalytic theory have had on the way in which we think about art
history and the role, meaning, and interpretation of art. I introduce the
ideas of such key thinkers as Hegel, Marx, Freud, Foucault, and Derrida
in order to show how they have interacted with art history, not least in
regard to the emergence of social histories of art and feminist art
history. Chapter 5 goes on to discuss the idea of meaning in art, in
particular of the quality and kinds of representation, and the use

of iconography, or symbolism, in artworks throughout history. In
Chapter 6 I look at the different media and techniques used to

produce art.

As well as introducing ways to think about art and its history, I hope
this book will encourage and enable the enjoyment and understanding
of artworks themselves, and I want at all times to reinforce the
importance of the art object as our primary evidence, or starting
point, for art history. To this end, the final chapter brings us back to
the work itself. I draw attention to ways in which we might read the
physicality of the object in terms of the technique and medium used
to create it, as well as other methods we might employ for reading

the visual.

This book is intended to be of interest to the general reader, the gallery-
goer, the A-level student, and as a grounding in aspects of visual culture
for first-year undergraduates studying art history, archaeology, and
cultural studies. I have aimed to write the text without using jargon, but
there are a number of technical and specialist terms that are essential to
use and to recognize. Mindful of this, and the introductory nature of this
book, I have included a full glossary of terms and a list of website
addresses for galleries and museums, which provide a starting point

Xi
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for individual enquiry into works of art and the collections in which
they are held.

It is my intention to give a clear, concise discussion of the complex
debates within art history. I also want to equip the reader with the basic
tools necessary for the study of the subject through a chronological and
thematic coverage of a broad range of issues connected with the
disipline. But, most importantly, this book is an attempt to convey how
much we can learn from art and to suggest a diversity of ways in which
we can enjoy looking at it, thinking about it, and understanding its
relationship to ourselves.



Tk
ik

AR B RERHFORBURSE ZARERRVEE, JExtHittT
o, MR HRFEE, ABEER RN AEEAR ERIA
—I 1R, DARIR A T 2R B RS QAR #5458, ZAR
SEHRT BaR AR 75 ABER T2, i AT EAR B RIERRE
e, LABeanfal 76 05 SEHESE b BRI S A O &R BE DR AE AT 2R 1L
XAMERA TS LA F L AR 2R EARMIG £, DA A
PV & SCFRIBRTMI, 7oA TEER], IR, AT ZEARME
AP ERK., ZARVESFILAFT AN RIS Rt T T
TG, BRI RO AR E TR, %R, LA
BRI RNGF R E R AR B LR RIS TEE, FrAixLE
BB ZA B R SHTE, mXFMERRE TR RSBl
R, ITERFHES ZARM—F5 R,

ik, FREAREEEAS SR, HFHEETETZAR
TEs AR, (HIRIIN ATRE S M S HAR BT IR 4, bhands i 32l
RKERMES, ATRER SR THER G ZAN TR, AHBTH
PR X B SRS ZARAEG K, Bl A E T i HFn
AR EECE G, DA BIARLE RN AR 22 50 H
ZRIANE . 8 TX AN REE, FRAEEFEEEMNARAH B
Wy, PR A TRIIASCRE., BAEFR, XL E
RERE “@HER”, MEDEMERESBRIBLE IR,



Xiv

XL RHERNMB R ZR B WEN — R4S 53X
I

KEEM “HagZARE? 7 IANERREREEBE%, X
MR ZR E EZRKREMEAMPEX BT, FHREWB T
WER B XTHFT RS — ZR 5T 165 R R 2 T 1
B, REZAZE—TTEWRA XIFER, (HRNTE L HbHZ
W R TRER, @l 5ERFRRRINNVERAME., X(E
WA EE SR 2 RIA IR —— S = T LATHE.
HAEKRNMEFEBEZARA LS LIRS, X2ABEXHE
A B S HERHR SR e R 7= A T RLeom, A1 5
I EA I FIn E B BEAR ), BERIE LR (Pliny). AEEHE
(Vasari) #7i 7. /R 2 (Winckelmann ) , 1,835 57 4 LA (Gombrich) |
AR 1A% (Greenberg). #5#k (Nochlin) Flii % 7w (Pollock)
ML B R ER, FHXEZER G RKTHEE R T RIS ZER
SHITR, BHEZR S BEHRNIE S BEEZER KW IRE K E.,
EAR R RBERFEN IS | H T #ERIE ZAR sy =2 ),
PAR AT B ER R ER, R ERFHER ZARZE RS,

B =PHE T EARE A E I E = BEE R
ZHhid, ZALREFEI G N EEME, JEE 7L
i B A K FAN B BORF e Bh S Wi & Je it #2 . G}, AEE
THE T W A B U AR 2K SR gZma, LA Kkt
X Ly S B A B O BRI E] TR I E. A
R [ 38 2R b P o ) (R, 33 [T R P A SE A T m TR A s e T
EARPUENIEIA AT, Bk EER ., ExEaoititdh, &
FERIEZAR K G M AEEREHRANPEEMSE, HEBERZEX
ANTRNE . IR EEOERZINA AR, S EA S
ENFERB AR, XHMHREEREREHEAFARE? 7
XWEIH T B —A T, AP “—MRi N7 [ R YA anfal e s
AR BB R —— AR ENR F SGE s R 2 5 4R 1912 4R




HIREEN SR LR,

CARERBZAMX AR AR I, AFEMNER, ®REIHE
FE IR A BAG 4 T ER A TN IR ZEA AR, A
HEARR A, BURIZERINEBENEN, RAE T EHBIR
(Hegel) . 58 (Marx), 38i%0*#% (Freud). #&# (Foucault)
FEEHIR (Derrida) XS EMKPIM A, CAUBMBIIRE
BREEHSZAREMHEIERY, THENZAES S Rt E
MERERIHEARNER, B AEE T RITHEZARE LI
&, THEERDRZEREMPIERTFENREMMZE, Uk
AR ERME S BURERRAE T s . BARNEFRZEA
i B VERIAS R EA Fd s

BR T BREZREH SIS, BEHFEARBREBELL
sl ZARE A S IR B, —UAR 2 HhsRiRZ
ARIESREZAR LRI, BZAREHSRES, FiLEE—3XE
FWe AL, HERT @SR CWESEAEA T KA e R
PRI, DABCRERSHEBY B TSR E St & LR At 575

APRA—BIEE . HEEREIAF—ORZIREE
B, BIREARE. FHEMCEHR L WHIARR—FE R4
R DA A S VR A SO T T R it 4 . RAEB1EHRIR D
W ARLE, (HAEERSL I ARERBMER, hds
AR, BIRFLX—H, BEEIEABHTEER, REEHE
Bt T—RBERIERL L ER R E AL, Xl LAER A
ANERERZA S K .

B A 2 G & Fe S Rpd i E IRiek, it
(EE AT A S TS ERREREIR, Shik, FRMEAREF
FHAETHE T 51 1R X — R, AdABREE
MIEE, JyR&RFEHBENTTUANER P EFant=EERIARE, I
R TR ZEAR., BEZRUSIBMRIRN S ER 2RISR Z
o



List of illustrations

1- Rouen Cathedral: The

Portal (in Sun), 1894,

by Claude Monet 6
© 2003 The Metropolitan
Museum of Art, New York,
Theodore M. Davis Collection,
Bequest of Theodore M. Davis,
1915 (30.95.250)

Mayan cylindrical

vessel decorated with
dignitary wearing
blossom headdress 10

Private collection/Werner
Forman Archive

Mario of The Super

Mario Brothers 13
Courtesy of Nintendo
of America Inc.

The Cornfield, 1826,

by John Constable 14
© National Gallery Collection;

by kind permission of the
Trustees of the National Gallery,
London/Corbis

The Adoration of the
Magti, 1423, by Gentile
da Fabriano 16

Uffizi Gallery/Archivi
Alinari, Florence

Las Meninas, ¢.1658-60,
by Diego Velazquez 19
All rights reserved.

© Prado Museum, Madrid

Apollo Belvedere,

Vatican, Rome 292
Hirmer Fotoarchiv, Munich

The Dinner Party, 1979,

by Judy Chicago 27
© ARS, NY and DACS, London
2003/Judy Chicago 1979,

Collection of the Brooklyn
Museum of Art, Brooklyn, New
York. Gift of the Elizabeth A.
Sackler Foundation. Photo:
Donald Woodman

School of Athens,
¢.1509-11/12,
by Raphael 36

Vatican Museum



10 Guitar, Céret (after 31
March, 1913), Pablo
Picasso. Pasted paper,
charcoal, ink, and
chalk on blue paper,
mounted on ragboard,
261k” x 1915”

(66.4 x 49.6 cm) 44
© Succession Picasso DACS
2003. The Museum of Modern
Art, New York. Nelson A.
Rockefeller Bequest. Photo: ©

2002 The Museum of Modern
Art/Scala, Florence

11  Baule female figure,
Ivory Coast,
19th century 48

Private collection/Bridgeman
Art Library

12 Chinese camel in
yellow-green jade, Tang
or early Sung dynasty
8th-10th century 49

The Art Archive/Victoria &
Albert Museum/Sally Chappell

13 Three Ladies Adorning a
Term of Hymen (The
Montgomery Sisters),
1773, by Sir Joshua

Reynolds 58
© Tate, London 2002

14

15

16

17

18

Echo (Number 25, 1951),
1951, by Jackson Pollock.
Enamel on unprimed
canvas, 7/ 77/8” x 7/ 2”
(233.4 x 218.4 cm) 64
© ARS, NY and DACS,

London 2003. The Museum of
Modern Art, New York. Acquired
through the Lillie P. Bliss
Bequest and the Mr. and Mrs.
David Rockefeller Fund. Photo:
© 2002 The Museum of Modern
Art/Scala, Florence

The Virgin and Child with
St Anne and St John the Xvil
Baptist, c. 1500, cartoon

by Leonardo da Vinci 67
© National Gallery Collection;

by kind permission of the
Trustees of the National Gallery,
London/Corbis

Maid with a Milk Jug,
¢.1658-60, by Jan

Vermeer 68
Rijksmuseum, Amsterdam

The Four Evangelists,
9th century, MS
illumination from a
Carolingian gospel book

in Aachen Cathedral 70
AKG London

Ahu Akivi, Easter

Island 71
© D. F. Head/Ancient Art &
Architecture Collection



Xvill

19

20

The Hand of God, 1896, by
Auguste Rodin, marble,
95.5 X 75 x 56.5 cm 84

© Musée Rodin, Paris. Photo:
Erik & Petra Hesmerg

Virgin and Child, 14th
century, School of

Venice 96
© Arte & Immagini srl/Corbis

21

22

Marilyn Monroe, 1962,
screen print by Andy
Warhol 97
© The Andy Warhol Foundation
for the Visual Arts, Inc. ARS, NY
and DACS, London 2003. Private
collection

Le Violon d’Ingres, 1924,
gelatin silver print by
Man Ray 103
© Man Ray Trust/ADAGP, Paris
and DACS, London 2003. The

J. Paul Getty Museum,

Los Angeles



