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PREFACE

t sometimes seems to me that the whole world, let alone the world of art, has completely
Ichanged since I began working on the first edition of this book nearly a decade ago. The Soviet
Union was still a union, in those days. We had no e-mail, no World Wide Web. Not a single text-
book had been published with an accompanying CD-ROM. Only recently had work by women
and ethnic minorities begun to find its place in the canon of art history, and the very idea of writ-
ing about “a world of art,” instead of just the masterpieces of the Western canon, seemed daring,
even radical.

Today, most of the innovations that drove the earlier editions of this book are part of the main-
stream. Everybody has a Web page. A lot of texts come with CD-ROMs. And almost all art appre-
ciation surveys incorporate the work of so-called “marginalized” voices to a greater degree than
ever before. And yet I still feel this book is “new,” that, as we enter the twenty-first century, it con-
tinues to break new ground. What makes it “new” are its features, features that make it possible

for both the teacher and student to approach art history from a fresh and original perspective.

WORKS IN PROGRESS

The major new feature in the second edition of A World of Art was the series of more than 30
two-page spreads called Works in Progress. These were intended to give students insight into the
process of artistic creation. My greatest frustration as an instructor teaching art appreciation is
that students almost inevitably believe that art is the result of some quasi-mystical, mysterious
act of genius. But art, like most things, is the result of hard work and, especially, of a critical
thinking process of questioning, exploration, trial and error, and discovery that I long to convey
effectively and in a manner that students can generalize to their own experience. Many of the
spreads focus on accepted masterpieces, ranging from Pablo Picasso’s Les Demoiselles d’Avignon
and Henri Matisse’s Dance I to Albrecht Diirer’s Adam and Eve and Raphael’s Alba Madonna.
In this new third edition of A World of Art, we have added even more Works in Progress
spreads dedicated to masterpieces ranging from Michelangelo’s Libyan Sybil and Rubens’s
Kermis to Frank Gehry’s new Guggenheim-Bilbao.

In addition, ten of the artists treated in these spreads are also the subjects of a ten-part video
series titled A World of Art: Works in Progress, produced for public television as part of a grant
from the Annenberg Foundation at the Corporation for Public Broadcasting designed to develop
A World of Art as a distance education package. These half-hour videos develop the materials in
the text to an even greater degree. As viewers follow each individual artist through the process of
making a single work of art from start to finish, the creative process literally comes alive.

In the order of their appearance in A World of Art, the artists treated in the video series are
Lorna Simpson, Guillermo Gémez-Penia, Hung Liu, Judy Baca, Beverly Buchanan, June Wayne,
Milton Resnick, Bill Viola, Goat Island, and Mierle Ukeles. We asked each of them to describe
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their working process in their own words, and each of them is extraordinarily articulate. As a
group, they are also extraordinarily diverse in terms of their cultural and ethnic backgrounds
and equally diverse in terms of the media in which they work. While it would have been easy to
concentrate discussion of them in Part III, the media section, we have spread them throughout
the book in order to allow instructors and students the opportunity to view a program on a
more or less weekly basis. In this edition we have moved some of them at the request of instruc-
tors so that they fit better into lesson plans. For instance, the discussion of Judy Baca’s mural at
the University of Southern California has been updated and is no longer in the painting chapter,
but in the discussion of scale, a place more appropriate to a discussion of muralism. We have
moved the section on Bill Viola’s The Greeting into the chapter on video and film, and the
spread on Hung Liu’s painting now appears in the chapter on line. The video series is available
from PBS Adult Learning Services. For more information call 1-800-LEARNER (532-7637).
The impact of Works in Progress spreads and videos surprised us. Since the second edition’s
appearance, many instructors have told us that these spreads, and the accompanying videos,
have changed their approach to art appreciation. Rather than a survey of the monuments of art
history, the course has turned toward process and thinking. It has made the material meaningful
to students who before thought of it as frivolous or impractical. They recognize that the habits
of mind and creation engaged in by artists are the very habits required for success in all human
endeavor: trial and error, risk taking and inventiveness, hard work and imagination. They recog-

nize that they can learn from art’s example.

THE CRITICAL PROCESS

At the end of each chapter of the third edition of A World of Art is a new feature designed to
further the engagement with process already generated by the Works in Progress spreads. Called
The Critical Process, each of these sections poses a number of questions based on the chapter
material for students to think about on their own. Thus, we hope, students will be prompted to
think critically and creatively.

The questions raised in these Critical Process sections are by no means easy. Nor do they
often lead to pat answers. But they should generate thought and provoke classroom discussion.
Nevertheless, in order not to leave students completely on their own, on pages 513-514 there is
a Critical Process summary consisting of short paragraphs addressing each of the Critical
Process sections. By comparing these responses to their own, students can test the quality of

their own thinking.

THE WEBSITE

To further the student’s sense of the process, we have also prepared a Prentice Hall exclusive
Companion Website™ that accompanies the text, authored by my colleague at Oregon State

University, John Maul, and featuring a range of learning opportunities at www.prenhall.com/sayre.
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THE CD-ROM

An interactive CD-ROM accompanies the text and develops the idea of process even further.

It consists of two rooms. In the first is a wide variety of interactive exercises designed to give
the student practical, hands-on experience manipulating the elements of art—exercises
demonstrating and applying the principles of color theory, perspective, value, balance, and so
on. The second room consists of a series of studio technique QuickTime video demonstra-
tions. As an author, I have never been satisfied with the diagrams in art appreciation books
that illustrate the printmaking processes, for instance, or lost-wax bronze pours (an especial-
ly difficult process both to illustrate and to discuss). Here, we have live demonstrations of
those processes—and many others, such as making and mixing oil paint—that can be run in
either real time or slow motion, together with text that sequentially outlines what the student

is watching.

OTHER ANCILLARY MATERIALS

Taken together, the text, the CD-ROM, the Website and the Works in Progress television series
offer the teacher and student what we believe is the strongest teaching package available any-

where. But there are other important elements in our package as well.

Faculty Guide. John Maul, who designed the Website, has also authored a Faculty Guide
for the third edition that helps the instructor integrate the different aspects of the teaching
package into a coherent whole by providing many ideas about ways to extend lectures
beyond the scope of the text itself. Of note is background information about artists and art-
work presented in the Works in Progress text and video segments. The Guide also includes

test banks.

Student Guide. With John’s help, I have authored a Student Guide. This is directed particu-
larly at distance learners, whose study plans are often self-directed and self-sustaining, but every
student should find it useful. It includes, for each chapter, a set of Learning Objectives, a list of
Key Concepts, an Overview of the chapter, and a Viewing Guide to each video, including an
overview of the episode, an outline of what students should pay particular attention to, ques-
tions they should ask themselves about the video, and answers to frequently asked questions
about the materials presented. In addition, each study lesson includes a CD-ROM study guide, a
summary of related material at the Website, Supplemental Exercises, two kinds of Writing
Assignments—one on the subject of the chapter itself, and another titled “Writing to Explore
New Ideas”—and Suggested Further Readings.

Slides. Finally, a set of slides is available from Prentice Hall. As well as providing the stan-
dard set of masterpieces, we included a wide variety of hard-to-find images and images pertain-
ing to each of the videotapes. The slide set should, as a result, be a significant addition to every

slide library. Ask your Prentice Hall representative for details.
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it will make the reading of both textbooks and newspapers a more dynamic, involving process.

Preface XV



CONTENTS

Lk s e e et N R S Wl xi

B L RAWad Oof Art ... ... e, 3
B S Bt SR I - 7 i e b iee b 4
WORKs IN PROGREss T1he Creative Process ....................................... 10
B s VR POrceIve It 7 00 it i b e e s 12
THE CRITICAL PROCESs Thinking about Making and Seeing ........................ 16

CHAPTER 2 Developing Visual Literacy...............................coccoi 17
G B M STt et S SR ST R T G o R AR L 18 T
WORKS IN PROGRESs Lorna Simpson's The Park .................................. 20 THE VISUAL WORLD
L A R S ok T TR N s s i LY et 27 T S R
THE CRITICAL PROCESs Thinking about Visual Literacy ............................ 34

CHAPTER 3 The Themesof Art.................................coooi.. 36
IR T o s S L1 S St AR s 38
B Dtesenting OWET REANNES .1, ik srn bbb i mmcn e e o st 43
works IN proGRress Pablo Picasso's Les Demoiselles d’Avignon ..................... 50
THE CRITICAL PROCESS Thinking about the Themes of Art ........................ 52

CHAPTER 4 Seeingthe Value inArt ...............ccccocoivininiimncnonicnieereeaeeee e, 53
el s O R T R A S R 56
S Poltics S RublC Space . Ly et ST T e 61
works IN proGress Guillermo Gomez-Pena’s Temple of Confessions ... .. 66
THE CRITICAL PROCESS Thinking about the Value of Art ........................... 69

DGO e e e ey Al SRS TR e I A TS R 7 PART II
Sanelss ke r 5 ST ey e MENENIRES . T B e 72 :
el STl Gl e e e, SIS IR i el 76
WORKS IN PrROGREss Vincent van Gogh's Sower ..................................... 78
WoORKs IN ProGREss Hung Liu's Three Fujins ... 84
THE CRITICAL PROCEss Thinking aboutLine............ .. ... . . . .. 87
works IN PrRoGRress J.-A-D. Ingres's Turkish Bath ... 88

EHAPIRRGERINER. . e el om b 1 e e st v i 90 . Y v
S e R e L SOy IR R U N S el 5 91 THE FORMAL ELEMENTS
ThieeDimteisionaliSpace. o ik s 92 AND THEIR DESIGN
IO ENSIONEE SPAER s L N0l fi o il s Nowon ot s 5 s s 94 DESCRIBING
Eitlelr Peishentiel. SoaliBeitine i ileis L B0 NI S N o e
works IN ProGREss Peter Paul Reubens's Kermis ... .. 101
Some Other Means of Representing Space ............................o........... 102
Distortions of Space and Foreshortening .....................cccoooii i 103
Modern Experiments and New DImensions ........................................... 106
THE CRITICAL PROCEss Thinking about Space ... 108

CHAPTER 7 IBHE O COROE (ol i nsiosss coniniin i oban s sy Fatnweinn 109
il o ohak e el R RS eR C aae S R, S e m
works IN proGress Mary Cassatt's Inthe Loge ... 116

Contents i




works IN proGress Chuck Close's Stanley ... 128

WORKS IN PROGREss S0Nia Delauney's Electric Prism ................................. 134

THE CRITICAL PROCESs Thinking about Light and Color ........................... 138

CHAPTER 8 Other Formal Elements ... 139

TR o s ims o B T e e B Sl O € T W S| T 140

-1 O s P o o L, (e R, S e 143
TIMEBEMIONEN:. . . +... o .. ratie Aol S0 DS el e iR R 145

woRrks IN PrRoGREss Jackson Pollock's No. 29 ... .. 148

THE CRITICAL PROCESs Thinking about the Formal Elements ...................... 153

CHAPTER 9 The Principles of Design ... 154

Baate o T e e e S e e B b 2 156

ERinhacts apd Tocal Bollt ... D= e Lt T A e R i 162

works IN proGRress Diego Veldzquez's Las Meninas ................................. 166

Scale and Praportion: < - e I GBI N T e e 168

works IN proGRrEss Judith F. Baca's Memoria de Nuestra Tierra ... . 172
Repetsionand RRVIAm <. ... o s IRy ey e e 176

Unityand Vanety. ' =t o0 | SENIBIR . 0 s st T 178

THE CRITICAL PROCESS Thinking about the Principles of Design ................... 181

PART III CEAPTRL VOMIMSIRI - L oS et s 183
ORI T I ot e R S IRt b s i s e 184
R Dol L D R O A RO 187

works IN proGRress Raphael's Alba Madonna ... 188

works IN ProGRress Beverly Buchanan's Shackworks ... 198

THE CRITICAL PROCEss Thinking about Drawing ............................. 206

CHARTES 1] PIUNARIME .l i vt taenion s vilis oo i dmie oy s et 208

/ BEIE Fioceis s sl el sl e b 1) ol s e s i T 210
THE FINE ARTS MEDIA WORKS IN PROGREss Utamaro's Studio ............................................. 212
LEARNING HDWIART 16 MADE el froceses - o R s L s T 216
works IN ProGress Albrecht Direr's Adamand Eve.............................. 218
T SRR et o< [ LR s e e e 223

works IN PRoGREss June \Wayne's Knockout ... ... 226

S S S R . S L ey CLGA T R 229
i TR R S s 07 AL oty ot S R i E 230

THE CRITICAL PROCESS Thinking about Printmaking ... 231

CHAPEER 12 PO = .50 o o ot e el i 232
USSR e R e A T S 236

FIRSTE ) o et e o S g e 257

works IN proGress Michelangelo's Libyan Sybil ............................ 240

SRR 0 e e e PR S S D R G 242
B0 S et . G e 0 Sl S I e 244

woRrks IN PrRoGREss Milton Resnick's U+Me ....................................... 250

R . e e e e RN Y B e 252

G AR e S eSS o o (ST S 254

viii Contents




A A R PR O e NP
THE CRITICAL PROCEss Thinking about Painting ... ..

BT BRSORIIITE .......c...cocciorensnnniinanssnnssnrosensonapessonssresbasssosneninias
I e L
e R R R S L R
ke R S R N S B
O 0 35, i s TE5 3 o b e i
woRKS IN PROGREss Eva Hesse's Contingent ...
B, e = b U e S e
THE CRITICAL PROCEss Thinking about Sculpture..................................

CHAPTER 14 Other Three-Dimensional Media ....................................
L W R e S N I J5 o I SO R 10
works IN ProGREss Peter Voulkos's X-Neck ...
B o e e e b it G o s b
works IN PRoGress Hannah Hoch's Cut with the Kitchen Knife ... .
works IN ProGress Goat Island’s How Dear to Me

G Wheri Dayllght Dies .. = oo oi i s i b i i
THE CRITICAL PROCEss Thinking about Other Three-Dimensional Media ... .

SHRETER 15 TheCamera Arts....................0ccoivveni bt i
e e - S e e R PRI AR TS
woRks IN PRoGREss Jerry Uelsmann's Untitled ......................................
ke G ER R G R N Cl R VN R 1

LT e S S R o
R TR e R U AR NS A S e SRR E T WY e
IR loves 05 o s O MR e e e P L e
woRrks IN PrRoGREss Frank Lloyd Wright's Fallingwater ............................
Eniunity Lite . oo R S S e s
works IN proGRress Mierle Ukeles's Fresh Kills Landfill Project .....................
THE CRITICAL PROCESS Thinking about Architecture ... ... . .

AR gt T SRR S e Wt | e man I N v e S
Disign ZCraltand BIRBREL b i
The Ats and Crafts MOVBIIBNL 1 i in o 5 o et rte it i s sdan o
L | e S WG P e B TR el CUI L PR

L R el S L S o N R e S DS S e g e
LRl e e SRR SRS S R T e SN S
COTRESADOEERY DBSIOR - o TS e, o o s s siiion SRS
works IN proGress Fred Wilson's Mining the Museum ... .
THE CRITICAL PROCESs Thinking about Design ...................................

PART IV

THE VISUAL ARTS
IN EVERYDAY LIFE

RECOGNIZING
THE ART OF DESIGN

Contents  ix



PART V CHAPTER 18 The Ancient World ..., 408

VS T B e R R i VT SRS ROV 6] R o Tl 409
SUBAUARCUIIGS v oo e e Sl e b ik, mE a1
bgmbas Coalislitn . 1 bz m SR e i s et T 0 G [ s 412
WORKS IN PROGRESs Drawing in Ancient Egypt ... 415
S T T S RGO e A el W e S R o O 416
L S SO SN 0. AL Y S0, 0 e e o e S O 418
e g T AT AR R i /s IV el T S e S R, R 422
BT T o RN ol R Y [ Sl N e 425

THE VISUAL RECORD
PLACING THE ARTS CHAPTER 19.The Christian Era..... ... L0 iiideanvon dunlialiad, 428
IN HISTORICAL CONTEXT Early Christian and Byzantine Al ol oaes i Gn izt bt b sl 5, 429
Chistign Art inNorthem EUrope ... ..o L e T i i e b o il 434
ST e AR B TR L e e I 436
e T R wE T O ) [ el e S e GO - SN 438
Developments in Islam and ASia.... . B il b Sl s et 442
cHAPTER 20 The Renaissance through The Baroque ................................ 444
Fhe CatlRenaiseancas . . . G Ml s e e i s 445
The Higlinehaigsangess i 1 LR GESE TS Aok L Jsstt b re S0 R 449
Bt Chmtatss. oo i Tl o o A e o el A A 8 454
Pre-Columiban ArTIMBHED .. ... Lon PR b s ol i R mre 456
B WS o SR S S S o R T e 458
E 0t TR T D O 8 3= oms S O 00 A O, SN e 460
cHAPTER 21 The Eighteenth and Nineteenth Centuries ........................... 466
THhE ROCOER. o2 it R A e SR M 468
Plengansiemny s ST VR TR R Y e O L T 470
L e T I o AR Yot PR e SR S 473
woRrks IN ProGRess Théodore Géricault's Raft of the Medusa ..................... 474
P o S T W R ST T oV e et TS AN 477
R T e M U DL L N AP b L N e S 482
TR U A e Rl W - e (ST S AT 484
CHAPTER 22 The Twentieth Century ... 487
T i el R R ) NEA ST ot i < T T R, 488
T T A e W W R AR AN i A 489
IEMARIE MOSIOMIan L | < s e O R 490
T L A S I S e ARSI 11 o AN NP0 492
80l R ST SIS s 8 S 494
woRks IN PRoGREss Pablo Picasso’s Guernica .......................................... 497
American Modernism and Abstract Expressionism ................................. 498
e e o RS, L D S L 502
Pastinbaariitedlions .. o e R L e oL 504
works IN proGress Frank Gehry's Guggenheim Museum Bilbao .................. 510
THE CRITICAL PROCESS Thinking about the History of Art. ... 511
THE CRITICAL PROCESS Thinking Some More about the Chapter Questions......... 513
GO oot T e S o S S oy L R S b 515
PRONURCIETION GUIDE ;0o e sl St s 8o nt IR n o515k o35 nn s o 524
' B Gt R S S Il BT 1 e S L R R 527

X  Contents










CHAPIER 1

KR A KA KKK s =
L 8 & 6 & & & & ¢
e ¢ B e C B R,
bR A & RS
Yook Aok ok ke k
T A o ek e A I
IOy mm—

ok o deodede

A World of Art

THE WORLD AS ARTISTS SEE IT
An American Vista
A Chinese Landscape
An Aboriginal “Dreaming”
A Modern Earthwork

WORKS IN PROGRESS
The Creative Process

THE WORLD AS WE PERCEIVE IT

The Physical Process of Seeing
The Psychological Process of Seeing

THE CRITICAL PROCESS
Thinking about Making and Seeing

hroughout the morning of October 9, 1991, along a stretch of interstate high-
Tway at Tejon Pass, north of downtown Los Angeles, 1,760 yellow umbrellas, |
each 19 feet 8 inches in height, 28 feet S inches in diameter, and weighing 448 pounds,
slowly opened across the parched gold hills and valleys of the Tehachapi Mountains
i (Fig. 1). Sixteen hours earlier—but that same morning, given the time change—1,340
blue umbrellas opened in the prefecture of Ibaraki, Japan, north of Tokyo, 90 of them
in the valley’s river (Fig. 2).
Built at a cost of $26 million, which the artists Christo and Jeanne-Claude raised

entirely through the sale of their proprietary work, The Umbrellas symbolized for
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Fig.2 Christo and Jeanne Claude, The Umbrellas, Japan-U.S.A., 1984-1991.
Ibaraki, Japan Site. © Christo, 1991, Photo: Wolfgang Volz

them how vast and various the world of art has
become. The Umbrellas changes with each
shift in our point of view, with each change of
light and weather. Their aspects—yellow or
blue, seen from near or far, from above or
below, surrounded by many others or isolated
on a ridge—are virtually infinite. No single
photograph of The Umbrellas can capture the
many different experiences of it. To experience
the work in California was to experience only
half of it. In California, The Umbrellas seemed
to stretch to the horizon and beyond. Their yel-
low color echoed the dry grass on the hills, the
aridity of the parched California landscape,
which, in 1991, was deep in drought. In Japan,
the blue umbrellas, identical but for their color
to the yellow ones in California, had a com-
pletely different feel. In the fertile, green Japan-
ese valley, with its small villages, farms, gar-
dens, and fields, they appeared to grow out of
the landscape itself, as if they were mushrooms
or flowers. Placed closely together, they seemed
almost intimate by comparison to those in Cal-
ifornia. They seemed to embody the precious
and limited space of Japan itself. Blue on one
side of the world and yellow on the other, the
umbrellas symbolized . crucial differences
between the two cultures.

And vyet, for all their differences, the
umbrellas had a common meaning. In both
cultures, the umbrella is an image of shelter

4 Part| The Visual World

and protection and is therefore a symbol of
community life. The extraordinary amount of
collaborative activity required to mount the
project—the vast numbers of paid workers, the
complex logistics of bringing everything
together—itself underscored the communal
meaning of the piece. The event became a sort
of cultural umbrella, stretching across the
Pacific Ocean to bring Japan and the United
States together.

If the experience of The Umbrellas project
was undoubtedly different for its Japanese and
American viewers, both groups nevertheless
asked themselves the same questions. What is
the purpose of this work of art (and what is the
purpose of art in general)? What does it mean?
What are the artists’ intentions? How did they
do it? What do I think of it? Is it beautiful? Is
it fascinating? What makes it beautiful or fas-
cinating? Or do I consider it, as many did in
the case of the Christos’s work, an almost
ridiculous waste of time, energy, and, above
all, money? What do I value in works of art?
Are there formal qualities about the work that
I like—such as its color, or its organization, or
its very size and scale? What does it mean not
to be able to see it all at once? These are some
of the questions that this book is designed to
help you address. Appreciating art is never just
a question of accepting visual stimuli, but of
intelligently contemplating why and how
works of art come to be made. By helping you
understand the artist’s creative process, we
hope that your own critical ability, the process
by which you create your own ideas, will be
engaged as well.

THE WORLD AS ARTISTS SEE IT

The Umbrellas project demonstrates how the
landscape is not only different in its appear-
ance in two different parts of the world, but is
appreciated and valued in different ways. Let
us consider four different approaches to the
landscape—works by a nineteenth-century
American, a Chinese, an aboriginal Aus-
tralian, and a twentieth-century American—in
order to see how four different artists, from
four very different times and places, respond
to the same fundamental phenomenon—the
world that surrounds them. But rather than
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Fig.3 Albert Bierstadt (1830-1902), The Rocky Mountains, Lander's Peak, 1863.
Oil on canvas. H.73 /2 in.W. 120 % in. (186.7 x 306.7 cm.). Signed and dated (lower right): ABierstadt/1863.
The Metropolitan Museum of Art, Rogers Fund, 1907 (07.123). Photograph © 1979 The Metropolitan Museum of Art.

emphasizing their differences, let’s ask if they
have anything in common.

An American Vista

Albert Bierstadt’s Rocky Mountains (Fig. 3),
painted in 1863, was one of the most popular
paintings of its time. An enormous work, more
than six feet high and ten feet long, it captured,
in the American imagination, the vastness and
majesty of the then still largely unexplored
West. Writing about the painting in his 1867
Book of the Artists, the critic H. T. Tuckerman
described the painting in glowing terms: “Rep-
resenting the sublime range which guards the
remote West, its subject is eminently national;
and the spirit in which it is executed is at once
patient and comprehensive—patient in the care-
ful reproduction of the tints and traits which
make up and identify its local character, and
comprehensive in the breadth, elevation, and

grandeur of the composition.” In its breadth
and grandeur, the painting seemed to Tucker-
man an image of the nation itself. If it was sub-
lime—that is, if it captured an immensity so
large that it could hardly be comprehended by
the imagination—the same was true of the Unit-
ed States as a whole. The Rocky Mountains was
a truly democratic painting, vast enough to
accommodate the aspirations of the nation.
But if it was truly democratic, it was not
true to life. Despite Tuckerman’s assertion that
Beirstadt has captured the “tints and traits” of
the scene, no landscape quite like this exists in
the American West. Rather, Bierstadt has paint-
ed the Alps, and the painting’s central peak is a
barely disguised version of the Matterhorn.
Trained as a painter in Europe, Bierstadt sees
the landscape through European eyes. He is not
interested in representing the Rockies accurate-
ly. Rather, it is as if he secretly longs for Amer-
ica to be Europe, and so he paints it that way.
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