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Preface

I have been privileged to teach art history for nearly four
decades. Over that time | have become persuaded that our
purpose in the introductory course should not be to groom
scholars-to-be but rather to nurture an educated, enthusi-
astic public for the arts. I have also come to believe that we
are not well-enough served by the major introductory text-
books presently available, all of which originated two or
more generations ago. What is needed is a new text for a new
generation of teachers and students, a text that balances
formalist traditions with th» ncwer interests of contextual
art history and also meets the needs of a diverse and fast-
changing student population. In support of that philosophy
1 offer Art History.

I firmly believe students should enjoy their art history
survey. Only then will they learn to appreciate art as the most
tangible creation of the human imagination. To this end we
have sought in many ways to make Art History a sensitive,
accessible, engaging textbook.

We have made Art History contextual, in the best sense
of the term. Throughout the text we treat the visual arts not
in a vacuum but within the essential contexts of history,
geography, politics, religion, and culture; and we carefully
define the parameters—social, religious, political, and cul-
tural—that either constrained or liberated individual artists.

Art History is both comprehensive and inclusive. Our goal
has been to reach beyond the West to include a critical
examination of the arts of other regions and cultures, pre-
senting a global view of art through the centuries. We cover
not only the world’s most significant paintings and works of
sculpture and architecture but also drawings, photographs,
works in metal and ceramics, textiles, and jewelry. We have
paid due respect to the canon of great monuments of the
history of art, but we also have treated artists and artworks
not previously acknowledged. We have drawn throughout
on the best and most recent scholarship, including new dis-
coveries (the prehistoric cave paintings in the Ardeche gorge
in southern France, for example) and new interpretations
of well-known works. And, bearing in mind the needs of
undergraduate readers, we have sought wherever feasible
to discuss works on view in many different museums and
collections around the United States, including college and
university museums.

No effort has been spared to make this book a joy to read
and use—in fact, to make it a work of art in itself. Chap-
ter introductions set the scene for the material to come, fre-
quently making use of contemporary references to which
readers can easily relate. While the text carries the central
narrative of Art History, set-off boxes present interesting and
instructive material that enriches the text. A number of
thought-provoking boxes focus on such critical issues as
“the myth of ‘primitive’ art” and the way the titles given to
works of art may affect our perception of them. Other boxes
provide insights into contextual influences, such as women
as art patrons, the lives of major religious leaders, and
significant literary movements. Elements of Architecture
boxes explicate basic architectural forms and terminology.

Technique boxes explore how artworks have been made,
from prehistoric cave paintings to Renaissance frescoes to
how a camera works. Maps and timelines visually place art-
works in time and space, and time scales on each page let
readers know where they are within the period each chapter
covers. A Parallels feature in every chapter presents compar-
ative information in tabular form that puts the major events
and artworks discussed in that chapter in a global context.
Finally, Art History includes an unprecedented illustration
program of some 1,350 photographs—more than half in full
color and some not published before—as well as hundreds
of original line drawings (including architectural plans and
cutaways) that have been created specifically for this book.

In addition, a complete ancillary package, including slide
sets, CD-ROM, videodisc, videos, a student Study Guide, and
an Instructor’'s Resource Manual with Test Bank, accom-
panies Art History.

Art History represents the joint effort of a distinguished
team of scholars and educators. Single authorship of a
work such as this is no longer a viable proposition: our world
has become too complex, the research on and interpretation
of art too sophisticated, for that to work. An individual view
of art may be very persuasive—even elegant—but it remains
personal; we no longer look for a single “truth,” nor do we
hold to a canon of artworks to the extent we once did. An
effort such as this requires a team of scholar-teachers, all
with independent views and the capability of treating the art
they write about in its own terms and its own cultural con-
text. The overarching viewpoint—the controlling imagina-
tion—is mine, but the book would not have been complete
without the work of the following distinguished contributing
authors:

Stephen Addiss, Tucker Boatwright Professor in the
Humanities at the University of Richmond, Virginia

Bradford R. Collins, Associate Professor in the Art
Department, University of South Carolina, Columbia

Chu-tsing Li, Professor Emeritus at the University of
Kansas, Lawrence

Marylin M. Rhie, Jessie Wells Post Professor of Art
and Professor of East Asian Studies at Smith College

Christopher D. Roy, Professor of Art History at the
University of lowa in lowa City

Finally, the book would not have been possible without the
substantial efforts of Marion Spears Grayson, an indepen-
dent scholar with a Ph.D. from Columbia University who
previously taught at Tufts University and Rice University. Her
refinements and original contributions greatly enhanced the
overall presentation. The book has also benefited greatly
from the invaluable assistance and advice of scores of other
scholars and teachers who have generously answered my
questions, given their recommendations on organization
and priorities, and provided specialized critiques.
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A Final Word

As each of us develops a genuine appreciation of the arts, we
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that creativity, courage, and vision in such a way as to en-
gage and enrich even those encountering art history for the
very first time. If I have done that, I will feel richly rewarded.

Marilyn Stokstad
Spring 1995
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Introduction

Wall painting
with four
horses, Vallon-
Pont-d'Arc,
Ardeche gorge,
France.

C. 28,000 BCE.
Paint on
limestone

stood in front of that exquisite panel with the four horses’ heads and . . .

I was so overcome that I cried. It was like going into an attic and finding a

da Vinci [painting]. Except that this great [artist] was unknown.” With
these words Jean Clottes, an eminent French authority on prehistoric cave art,
described viewing one of the 300 breathtakingly beautiful paintings just
discovered in a huge limestone cavern near the Ardeche River in southern
France (Marlise Simons, “In a French Cave, Wildlife Scenes from a Long-Gone
World,” The New York Times, January 24, 1995, page C10).

These remarkable animal images, fixed in time and preserved undisturbed
in their remote cavern, were created some 30,000 years ago (fig. 1). That such
representations were made at all is evidence of a uniquely human trait. And
what animals are painted here? When were they painted, and how have they
been preserved? Why were the paintings made, and what do they tell us about
the people who made them? All these questions—what is depicted, how,
when, why—are subjects of art history. And, because these magnificent images
come from a time before there were written records, they provide the best in-
formation available not just about early humans’ art but also about their reality.

ART AND Whatis art? And what is reality? Espe-
REAL'TY cially today, why should one draw or

paint, carve or model, when an image
can be captured with a camera? In a nineteenth-century
painting, Interior with Portrails (fig. 2), by the American artist
Thomas LeClear, two children stand painfully still while a
photographer prepares to take their picture. The paintings
and sculpture that fill the studio have been shoved aside to
make way for a new kind of art—the photograph. As the
photographer adjusts the lens of his camera, we see his
baggy pants but not his head. Is LeClear suggesting that the
painter’s head (brain and eye) is being replaced by the lens
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(akind of mechanical brain and eye) of the camera? Or even
that the artist and the camera have become a single record-
ing eye? Or is this painting a witty commentary on the nature
of reality? Art history leads us to ask such questions.
LeClear’s painting resembles a snapshot in its record of
studio clutter, but LeClear made subtle changes in what he
saw. Using the formal elements of painting—the arrange-
ment of shapes and colors—he focused attention on the chil-
dren rather than on the interesting and distracting objects
that surround them. Light falls on the girl and boy and inten-
sifies the brilliant coral and green of the cloth on the floor.
Softer coral shades in the curtain and the upholstered chair



