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For this fourth edition of The Art of Seeing, we have
strengthened those features that have already made
the book very popular and incorporated new ways of
bringing the reader closer to an informed under-
standing of the art, and related media, of all cultures.

In keeping with today's interests, a major new
theme in this edition is the controversial aspects of
arts. At relevant points in the text, we have created
new art issues boxes: censorship, race and gender crit-
icism, cleaning and restoration of paintings, protection
of famous artworks, and art as investment. They are
discussed not only as sources of contemporary contro-
versy but also as problematic issues in the past. Issues
such as the changing opinions of art critics, public
reaction to public art, and the dubious nature of art
attributions also appear throughout the text.

The final chapter of the book examines four major
works of art in depth. We have enlivened and updated
this chapter by adding a controversial new piece of
public architecture: Moshie Safdie's Vancouver Library
Square. To integrate and set the stage for that final
chapter, we have now introduced four masterworks—
Vancouver Library Square, Picasso's Guernica, Rodin's
Gates of Hell, and Michelangelo’s Sistine Chapel
ceiling—in the first chapter. These threads are picked
up again as the book proceeds, weaving them into dis-
cussions of particular aspects of art.

Chapter 1 has been thoroughly reworked to pro-
vide a clear and provocative introduction to the under-
standing of art. We have also given computer graphics
a chapter of its own. It covers the historical develop-
ment of the medium and current computer graphics
applications, including virtual reality and art in cyber-
space.

As before, we try to give insights into art from the
artist's point of view. Artists' own words about their
work are a treasure trove for the student of art appre-
ciation. We have therefore added more such state-
ments by artists. In addition, we have created
twenty-three feature boxes in which artists speak at
length about some facet of their work that is related to
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the subject under discussion. Some of these are devel-
oped from our personal interviews with these artists,
some from historical documents. New artists’ boxes for
this edition include Stephen Alcorn speaking about
printmaking and John Lyle discussing ecologically ori-
ented landscape design. To further enhance under-
standing of why artists have worked as they have, we
have increased discussion of the relationship between
the formal means artists use and the content they wish
to convey.

THE NATURE OF THIS BOOK

As before, we have taken considerable effort in The Art
of Seeing to make art come to life. The language we use
is vigorous and down-to-earth, with numerous quota-
tions from the artists themselves to help explain, in
their own words, what they were trying to do. Unfa-
miliar words are carefully defined when they are first
used and also in an extensive illustrated glossary at the
end of the book. In this edition, pronunciation aids
have been added to words in the glossary which may
be unfamiliar to students. There is also a new guide in
the back of the book to artists' names that are difficult
to pronounce.

Perhaps even more important than the writing in
The Art of Seeing is the art. The illustrations for each
concept are clearly related to the text and carefully
described. There are some 607 illustrations, 275 of
them in color, and many of these are reproduced at
full-page size. They are taken from all the visual arts,
from painting and sculpture to clothing and industrial
design. Many cultures are represented, as is the work
of many women artists, for their “discovery” has been
a belated new area of excitement in the art world. A
sampling of the new artworks introduced in this edi-
tion indicates the variety in the illustration program,
which has been hailed as one of the great strengths of
this book. New works include: Czech postage stamps;
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a Japanese doll; Damien Hirst's animal parts in formal-
dehyde; stone inlay work in the Taj Mahal; a virtual
reality journey; a delicate painting by Agnes Martin;
Michelangelo's Last Judgment with and without loin-
cloths and drapes that were added because of six-
teenth-century censorship; special computer effects
from the movie Independence Day; a contemporary
kimono master at work; and Maria Martinez pinching
a pot with her gnarled and ancient hands. Use of such
a global variety of illustrations from both fine and
applied arts, old and new, allows us to broaden tastes
in art and to demonstrate the underlying principles,
elements, and issues in art, no matter what form it
takes. As well as being good references for the expla-
nations in the text, the large illlustrations provide a
stimulating, exciting visual gallery.

In Chapter 15, which traces the development of
Western art, the discussion is enhanced by maps and
timelines. The six maps show the regions where major
trends in Western art developed and indicate key
artistic centers, with insets of important buildings and
monuments. Each map is accompanied by a timeline
giving a global historical context to the evolution of
Western art, up to the turn of the twenty-first century.

[TS ORGANIZATION

Part 1 of The Art of Seeing lays the foundation for under-
standing the aesthetic aspects of a work of art. In
Chapter 1, we develop an initial vocabulary and an
intellectual framework for considering artworks: the
creative impulse, the varying forms and content of its
manifestation, critical opinion of the results, and, with
time, recognition of the greatness of some works.
Chapter 2 is devoted to extensive analysis of the visual
elements with which the artist works: line, shapes,
form, space, texture, light, color, and time. Chapter 3
covers the subtle organizing principles by which these
elements are used in a work of art.

The next two parts of the book approach art
through the materials and techniques used by the
artists. By revealing the difficulties of each method, we
hope to enhance appreciation of the artists' accom-
plishments in the face of the intractabilities of their
media. Part 2 covers two-dimensional techniques
and media: drawing, painting, printmaking, graphic
design, photography, photocopy, fax, film, television,
video, and computer graphics. Part 3 covers three-
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dimensional media: sculpture, crafts, industrial design,
clothing design, architecture, interior design, environ-
mental design, and the performing arts.

Part 4 approaches art as it exists in time. We first
offer a concise approach to historical styles in Western
art. Some forty-five major movements, from prehis-
toric to contemporary, are covered, with an illustrated
timeline on pages 416 and 417 as an aid to under-
standing how the distinctly different aesthetic move-
ments are related in time. In addition, six maps show
close-ups of particular periods so that one can see
where the major artists of the time were working, in
the context of major world events of the time.

The final chapter is a unique, in-depth examina-
tion of specific works of art, including their evolution
in time. [t approximates the actual experience of
encountering a work of art, drawing on all levels of
appreciation developed in the book, in order to ana-
lyze and respond to four masterworks.
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An encounter
with a work of art
can be deeply
satisfying,
provocative, or
disturbing. With

training, we can

begin to recognize

the ideas,
feelings, and
historical context
of works of art,
and the elements
and principles of
design that are
the artist’s

aesthetic tools.

Vincent van Gogh,
The Starry Night
(detail of fig. 1.21)




UNDERSTANDING ART

n one of the world’s most famous images, a grand old

man on a cloud surrounded by angels reaches from
heaven to earth and imparts life into the first human.
The excitement of Michelangelo's Creation of Adam (1.1)
is centered on the moment when God's finger sends
the spark of life into previously inert matter. Similarly,
artists of all times and places have set their hands to
the raw material of the planet and produced from it
new and dynamic works of art.

This chapter takes an overview of artistic creation.
First we will explore the impulses and intentions from
which art arises. Then we will survey the general forms
of art and at the end of the chapter we will consider
how the artist's creations are received by others. These
topics provide an initial framework for understanding
art.

1.1 Michelangelo Buonarroti, Sistine Chapel ceiling

(detail, post-restoration), Creation of Adam, 1510. Fresco.
Vatican Museums and Galleries, Rome.

12 CHAPTER ONE

THE CREATIVE IMPULSE

The impulse to create art is so strong that artworks
have appeared in all cultures, from the earliest days of
our species. Perhaps as early as 70,000 years ago, our
Paleolithic ancestors were apparently painting with
red ocher, shaping ritual objects, and fashioning
simple necklaces out of animal bones and teeth. Even
weapons and sewing needles had decorations
scratched onto them.

A tiny bust of a woman (1.2) carved perhaps
24,000 years ago illustrates the care with which artists
have worked throughout history. This piece is only 1%
inches (3 cm) high, and yet the ivory has been care-
fully sculpted into a woman's likeness, including details
of her hairstyle. Why did someone lavish such atten-
tion on a very small piece of bone? It was sculpted long
before recorded history, so we can only speculate.




1.2 Woman from Brassempouy, Grotte du Pape,
Brassempouy, Landes, France, c¢. 22,000 sc. Ivory,
height 1% ins (3 cm). Musée des Antiquités
Nationales, St. Germain-en-Laye, France.

1.3 Rembrandt van Rijn, Self-Portrait, c. 1660.
0il on canvas, 33 X 26 ins (84 X 66 cm).
National Gallery of Art, Washington, D.C.
Andrew W. Mellon Collection.

Even today, if we question artists about their feelings and ideas,
we find that some cannot easily explain why they create art. For
them, it is an inner calling. Whether or not the work sells, an artist
is compelled to create it. Rembrandt van Rijn, the seventeenth-cen-
tury Dutch painter, fell out of favor and was forced to give up his
fine things, declare himself bankrupt, and live a life of poverty.
Nonetheless he continued painting and at that time produced some
of his very best work, such as his haunting Self-Portrait (1.3). Auguste
Renoir, the French Impressionist painter (see pages 188-9), devel-
oped arthritis, which was so painful that he could not hold a brush.
Instead he had a brush strapped to his hand, and he continued
painting. What unconsciously touches us in the artist's work is per-
haps in part the passionate commitment from which it is born. To
be sure, there are others for whom artmaking is a profession, a craft
at which they have become skillful and which provides a way of
making a living.

UNDERSTANDING ART 13




1.4 Damien Hirst, James
(The Twelve Disciples),
1994, Steel, glass, and
bull's head in formaldehyde
solution, 18 X 36 x 18ins
(45.7 X 91.4 x 45.7 cm).
Courtesy Jay Jopling.

The question is not so much why people make art
but why some people don't. From a very early age, we
begin trying to shape materials in our environment
into artistic creations. This effort usually continues
unless it is stifled by those who try to teach us the
“right” way to make art or those who insist that we
color within the lines of somebody else's drawing. We
may compare our creations unfavorably with more
skillful works and give up our attempts at making art.

Training and practice are usually necessary to
make the hands create what the mind can imagine. In
many cases, the creation of a work of art is meticu-
lously planned and executed. But there may also be
an element of spontaneity and serendipity in some
kinds of artistic expression. Creating something new
requires a certain originality of thought. To create is to
develop something from one's own imagination,
bringing something into being which would not
evolve in the natural course of things. This imagina-
tion has deep wellsprings which may lie beneath con-
scious thought. When some artists are working they
may enter a state of intense concentration in which
they may fail to notice the passage of time or the stiff-
ness of their bodies. In this meditation-like altered
state of consciousness, visual ideas may evolve without
intellectual struggle, once a foundation of skills and
design sensitivities has been developed. The chance to
experience this direct communion with a deeper level
of reality is at least part of the urge to create—and it
invites others to share in the experience.

14 CHAPTER ONE

At the dawn of the twenty-first century, the cre-
ative urge persists, sometimes taking unprecedented
forms, such as Damien Hirst's animal parts displayed in
formaldehyde (1.4). The bull's head shown here is
labeled "James."” It is part of a series representing the
disciples of Jesus, who faced persecution and death
because they were attempting to spread their master's
mission. Even given this explanation, some people are
puzzled and shocked to see the disciples represented
by severed bulls' heads. Hirst's use of preserved parts of
dead animals as a medium for sculpture is new and
unfamiliar, stretching the boundaries of what is con-
sidered art. Even Michelangelo’s art was controversial
in his own time, as we shall see; we are still finding new
ways in which to understand it, and even new ways to
criticize it.

CONTENT

One way of beginning to understand what is going on
in a work of art is to try to grasp its content—its
meaning, including the subject-matter (what it is or
represents), and the emotions, ideas, symbols, stories,
or spiritual connotations it suggests. As analyzed in the
sections that follow, the content may be considered in
terms of politics, propaganda, narrative, inner experi-
ences, intellectual ideas, or sheer celebration of aes-
thetic form.




1.5 Taj Mahal, front view with pool in foreground.

The content of a work of art is not a fixed entity
captured within a frame. [t is shifting, evanescent, per-
sonal. It changes depending on who is looking at the
artwork, and what emotions and experiences they
bring to the act of viewing.

Content is also influenced by the context of the
artist’s life and historical setting. Visitors to the beau-
tiful Taj Mahal (1.5) find it especially poignant when
they learn that it was built by the emperor Shah Jahan
to immortalize his beloved wife, Mumtaz Mahal, and
that she had been his constant companion, even in
battle, until she died while giving birth to their four-
teenth child. One's appreciation of the intention
behind this lovely monument to his life partner is trag-
ically heightened when one learns that the emperor
was later imprisoned by his son and could thereafter
see the Taj Mahal only from his prison window, from
which he gazed at it for the rest of his life.

Some works are so powerful that we can respond
to them directly, without knowing anything of the
artist's personal life or of the historical context. We
don't think of Rembrandt as a period artist; we know
him as one of the greatest artists of all time. Hundreds
of years after his self-portrait was painted in 1660
(1.3), that face, executed with such compelling truth,
such strength in design, and such technical skill, looks
out at us from the darkness with an appeal that is
timeless.

Political Content

One outlet for the creative impulse is the creation of
works intended to record something in the political or
social rather than the physical environment, to inform
the public, or to preserve an event for history. Some art
historians look at all art from a sociopolitical point of
view. They see it as providing information about the
cultural and social background of its time. They also
attach importance to the fact that the individual
viewers response to a work of art is culturally
influenced.

Some art is created as social criticism. Sometimes
the message is blatant, immediately apparent; some-
times it is subtle and complex. W. Eugene Smith's
photograph Tomoko in a Bath (1.6) is part of a series
illustrating industrial pollution in Minamata, Japan.
Tomoko is a victim of mercury poisoning; her mother
is giving her a bath. The scene—dramatized by com-
position and lighting—is one of the most powerful
photographs ever taken. It may evoke a strange mix-
ture of feelings, from horror at the effects of pollution
to compassion for the tenderness with which Tomoko's
mother is holding and looking at her. The pose and
expression of great love in the midst of tragedy may
remind some of Michelangelo's Pieta (15.22).

Art may be used intentionally to provoke a reac-
tion to political or cultural situations, not just to
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1.6 W. Eugene Smith, Tomoko in a Bath, 1972. Photograph. © 1972 Aileen & W. Eugene Smith.

inform the viewer or record events for posterity. One
cannot be unaffected by Pat Ward Williams's Accused/
Blowtorch/Padlock (1.7). Any photograph carries a sense
of immediacy and truth. Williams goes beyond that:
by taking apart this photograph, presenting it in
broken close-ups, she brings us face to face with its
horror. She says, “Come in closer; notice this!” Hand-

1.7 Pat Ward Williams,
Accused/Blowtorch/Padlock,
1986. Mixed media and
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written text surrounding the construction adds the
agony of an observer’s voice to engage our emotions
more fully. As the handwriting makes us notice, this
man seems still to be alive. How could anyone take his
picture and not do something to stop his torture?
Then, by implication, how can anyone be indifferent
to racial violence? Williams comments:
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