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About Living with Art

Living with Art is designed to provide students with the essential skills and
knowledge needed to analyze, understand, and appreciate the visual arts.

ORGANIZATION OF THE TEXT

As in previous editions, Living with Art is divided into five parts. The early
chapters provide a general overview of the subject and examine the nature,
vocabulary, elements, media, and categories of art, offering the necessary
foundation for students to learn to analyze art effectively. The chapters of
Part One provide a general overview of the subject, introduce basic con-
cepts, and explore themes that shed light on the continuity of the artistic
enterprise across the immense span of the human experience. Part Two takes
up the visual elements, first presenting them in detail, then examining how
artists have organized them into art and how this organization structures our
experience of looking. Part Three covers two-dimensional media and devotes
a chapter each to the most common categories—drawing, painting, prints,
camera and computer arts, and graphic design. In Part Four the same
detailed coverage is applied to three-dimensional media—sculpture and
installation, arts of daily life, and architecture.

The chapters in Part Five set out a brief but comprehensive history of
art, beginning with the overlapping cultures of the ancient Mediterranean,
then continuing with the formation of Europe and the development of West-
ern art down to the present day. Interrupting this narrative on the brink of
our own modern era are chapters that look at the historical development of
art beyond the West in the cultures of Islam and of Africa; of India, China,
and Japan; and of the Pacific and the Americas. The showcase of works from
cultures across many centuries helps students understand art within the con-
text of its time and place of origin.

ILLUSTRATIONS

Living with Art is lavishly illustrated in full color throughout. Every image
available in color appears in color. Many images appear a second time in
miniature as part of the unique Related Works feature that links the his-
tory chapters to the rest of the text. This feature broadens the examples in
the second portion of the text and helps students make connections about
the historical context of the artworks. We have made every effort to obtain
the best possible digital files and to ensure that the reproductions are as
faithful to them as four colors of ink on paper can be. Together with the
organization, high-quality images help foster critical thinking skills and
appreciation of art as a reflection of the human experience.

xiii
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FEATURED ESSAYS

Brief illustrated essays scattered through Living with Art focus on three broad
topics that help students analyze, understand, and appreciate the works of art.
Thinking about Art essays explore issues of art in society—how art has been
appreciated, interpreted, destroyed, categorized, displayed, fought over, pre-
served, censored, owned, and studied. The essays clear space for critical
thinking and can serve as platforms for classroom discussion. Artists essays
present brief biographies of noted artists and help students understand the
artists and the social context in which they worked. Crossing Cultures
essays highlight instances of artistic contact and exchange across history and
offer insights into art forms developed in Asia and Africa and their adapta-
tion across geographic boundaries.

MAPS, PRONUNCIATION GUIDE,
GLOSSARY, SUGGESTED READINGS

As in previous editions, maps are integrated into the history chapters of Part
Five. Key cities, sites, and works mentioned in the text are indicated on the
maps. A Pronunciation Guide following the final chapter offers help with
unfamiliar names, both people and places. Words that appear in bold at their
first mention in the text are listed and defined in the Glossary at the back of
the book. A list of Suggested Readings provides a bibliography for those who
want to read further.

NEW TO THE NINTH EDITION

The ninth edition continues to fine-tune the framework of Living with Art
to embrace the media, practices, and concerns of art in the era of globaliza-
tion. International artists from Asia, Africa, Latin America, and Europe
claim an important place in these pages and are the subject of a new con-
cluding chapter. The edition also continues to track the evolution of digital
media and the artistic colonization of the Internet. Finally, the broad recon-
sideration of craft evidenced by the recent renaming of the American Craft
Museum (now the Museum of Arts & Design), the appearance of books such
as Fariello and Owen’s Objects and Meaning, and the ease with which today’s
artists move between media and modes of creativity is reflected in a revised
chapter titled “Arts of Ritual and Daily Life.”

A new Thinking about Art essay introduces students to visual culture,
a discipline that offers new perspectives by setting art in the larger realm of
things made to be seen. Two new Artists essays recount the lives of Zaha
Hadid and Artemisia Gentileschi, and a new Crossing Cultures essay intro-
duces export arts, taking as its example a 17th-century ivory salt cellar carved
by an African sculptor for Portuguese clients.

As in previous editions, Living with Art’s ongoing commitment to con-
temporary art is reaffirmed throughout. Artists whose work appears for the
first time in these pages include Wangechi Mutu, Olafur Eliasson, Jenny Sav-
ille, Do Ho Suh, Atta Kim, Mary Heilmann, Ernesto Neto, Kara Walker,
Martin Puryear, Ghada Amer, Thomas Hirschhorn, Inka Essenhigh, John
Sonsini, Subodh Gupta, Anthony Gormley, Roxy Paine, and Sarah Sze.

Highlights by chapter include

Chapter 1, Living with Art. The discussion of Stonehenge has been
updated to reflect the latest findings of the Stonehenge Riverside Project.



Chapter 2, What Is Art? The essay “Who Is an Artist?” has been
reframed as “Insiders and Outsiders” to delineate more clearly the
implications and paradoxes of our institutional art world.

Chapter 3, Themes of Art. The introduction has been streamlined to
circle around the question of “aboutness,” the idea that a work of art
is always about something. “Visual Delight and the Arts of Daily Life”
is no longer presented as a theme. The ideas formerly presented under
that heading have been integrated into the newly conceived Chapter 12,
“Arts of Ritual and Daily Life.”

Chapter 4, The Visual Elements. The essay about the restoration of
Leonardo’s Last Supper has been opened up to introduce conservation
and restoration more generally. The illustration program has been
refreshed with works by Elizabeth Murray, Sarah Sze, Diana Cooper,
and Do Ho Suh.

Chapter 6, Drawing. The historical development of standard media has
been brought into sharper focus, allowing students to better understand
evolving possibilities and preferences. A recent pencil drawing by
Shazia Sikander sets the stage.

Chapter 7, Painting. Explanations of watercolor and gouache have
been combined and expanded as “Watercolor, Gouache, and Similar
Media” to give greater visibility to the painting traditions of East Asia,
South Asia, and the Islamic world, all of which are based in aqueous
paints similar to watercolor and gouache. A hanging scroll by Zhang
Dagian illustrates some of the effects possible with Chinese ink and col-
ors. New works by the Master of the Osservanza, Jacob Lawrence, John
Sonsini, Gerhard Richter, Stephen Mueller, and Wangechi Mutu refresh
the discussion of tempera, oil, acrylic, and collage.

Chapter 8, Prints. A woodcut by José Francesco Borges illustrates the
vibrant Brazilian tradition of “string literature,” a popular form that
thrives far from the urban art world. A linocut by beloved Namibian
artist John Muafangejo, who lived and worked under apartheid, simi-
larly reaches out to a broad audience. A recent print by Mary Heilmann
illustrates an updated presentation of digital inkjet technology.

Chapter 9, Camera and Computer Arts. i.Mirror, a Second Life doc-
umentary by Cao Fei (China Tracy), is a haunting new presence in the
discussion of Internet art. Students can watch the video on China
Tracy’s YouTube channel. Also new is an interactive net work by Andy
Deck that students can visit and contribute to. New works elsewhere
include Julia Margaret Cameron’s portrait of her niece Julia, Sergei
Eisenstein’s Battleship Potemkin, and one of Shirin Neshat’s recent
videos based on Shahrnush Parsipur’s novel Women Without Men.

Chapter 10, Graphic Design. Eva and Franco Mattes’ Nike Ground
project has been shifted to the end of the chapter, where it forms the
nucleus of a new closing section that looks at the relationship between
graphic design and art. Works by Andy Warhol, Barbara Kruger, and
the Argentine design team of Fernando Sarmiento and Tomas Garcia
are featured.

Chapter 12, Crafts, has been recast as Arts of Ritual and Daily Life,
a culturally neutral designation that avoids bogging readers down
immediately in the modern Western art/craft distinction. The chapter
introduces a slightly expanded list of media (clay, glass, metal, wood,
fiber, lacquer, jade, and ivory) using examples drawn from outside the
West (a Chinese jade vase) or before the category of art was theorized
(a medieval European aquamanile). The emphasis throughout is on
understanding such objects as vehicles of meaning, just as painting and
sculpture are held to be. The chapter ends with a new topic, “Art, Craft,
and Design,” which surveys the historical emergence of the categories

ABOUT LIVING WITH ART * XV
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of “art” and “craft,” the effects of the Industrial Revolution on the arts
of daily life, the challenges to this new order posed by the Arts and
Crafts movement, and that movement’s legacy in today’s studio crafts
movement, in the rise of industrial design, and in the presence of craft
in contemporary art. Gustav Stickley, Toots Zynsky, Judy McKie, Betty
Woodman, Scott Burton, El Anatsui, Josiah McElheny, and Patrick
Jouin are featured.

Chapter 13, Architecture. Glidehouse™, a pre-fabricated, modular
house by California architect Michelle Kaufmann, illustrates the prin-
ciples of green architecture on the domestic level.

Chapter 14, Ancient Worlds. A Pompeiian floor mosaic complements
the wall painting from the Villa of the Mysteries and sets the stage for
the early Christian and Byzantine mosaics to come. The essay on the
Parthenon marbles has been updated according to the latest develop-
ments in the ongoing controversy.

Chapter 15, Christianity and the Formation of Europe. An exquisite
Byzantine ivory icon continues the theme of ivory as a medium, newly
announced by two African carvings in Chapter 12. One of the Cluny
unicorn tapestries complements the lion aquamanile new to Chapter 12,
giving students a sense of medieval art outside of religious settings.

Chapter 21, The Modern World: 1800-1945. The coverage of Impres-
sionism has been refreshed with new works by Monet and Morisot. The
accompanying text now includes a passage from the appreciative review
by Castagnary that gave the movement its name.

Chapter 22, Art Since 1945, has been retitled From Modern to Post-
modern, setting the stage for it to become a purely historical chapter
with the next edition. The introduction has been rewritten to sketch in
the postwar cultural and political climate and to explain New York’s rise
as a new art capital. Michael Heizer’s Double Negative illustrates the dis-
cussion of Land art. Recent works by Jenny Saville, Kara Walker, and
Kenneth Tin-Kin Hung bring later topics up to date.

Chapter 23, Opening Up to the World. Formerly the concluding topic
of Chapter 22, this brief tour of today’s international art world has been
slightly expanded and set as a new, open-ended concluding chapter.
Yinka Shonibare, Yang Fudong, Gabriel Orozco, and Emily Jacir are
joined by Takashi Murakami, Atta Kim, Ghada Amer, Ernesto Neto, and
Olafur Eliasson.

STUDENT AND INSTRUCTOR
RESOURCES

Connect Art

Connect Art is a full learning and assessment solution that was designed and
developed through observational research. Using this platform, instructors
can deliver assignments and tests easily online. Connect improves students’
performance by making the learning process more efficient and more focused
through the use of engaging assignable content and integrated tools. The con-
tent in Connect is mapped to learning objectives and is text-specific. The
exercises help students improve their analytical skills and their understand-
ing of artworks in detail. Quizzes and writing prompts promote critical think-
ing and class discussions about artworks, artists, and cultural and social
context.

Connect saves faculty time through an intuitive and easy-to-use inter-
face and through pre-built assignments that instructors can modify/add to
rather than build from scratch. It provides instructors with a way to easily



browse and search high-resolution images within the text and download
them for use in class presentations.

Tegrity Campus

Tegrity Campus is a service that makes class time available all the time by
automatically capturing every lecture in a searchable format for students to
review when they study and complete assignments. With a simple one-click
start and stop process, you capture all computer screens and corresponding
audio. Students replay any part of any class with easy-to-use browser-based
viewing on a PC or Mac.

Educators know that the more students can see, hear, and experience
class resources, the better they learn. With Tegrity Campus, students quickly
recall key moments by using Tegrity Campus’s unique search feature. This
search helps students efficiently find what they need, when they need it
across an entire semester of class recordings. Help turn all your students’
study time into learning moments immediately supported by your lecture.
Ask your McGraw-Hill sales representative for more details.

CourseSmart

CourseSmart is a new way for faculty to find and review eTextbooks. It’s also
a great option for students who are interested in accessing their course mate-
rials digitally and saving money. CourseSmart offers thousands of the most
commonly adopted textbooks across hundreds of courses from a wide vari-
ety of higher education publishers. It is the only place for faculty to review
and compare the full text of a textbook online, providing immediate access
without the environmental impact of requesting a print exam copy. At Course
Smart, students can save up to 50% off the cost of a print book, reduce their
impact on the environment, and gain access to powerful Web tools for learn-
ing including full text search, notes and highlighting, and e-mail tools for
sharing notes between classmates.

Online Learning Center at

www.mhhe.com/getlein9e

Student and Instructor resources are available on the book’s Online Learn-
ing Center. Student content includes videos about various art techniques and
quizzes for chapter content review.

Support for instructors includes sample lecture topics, sample discus-
sion topics, CPS, student projects, and video resources. The test bank
includes multiple-choice, essay, and image-based essay questions that are
assignable to students.
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L etter from the Author

To the reader,

I'm about to disappear. There I am, below, walking off the page and into the
book. When next we meet, in the first chapter, you won't recognize me, for
“I” will not appear. An impersonal authority will seem to be speaking,
explaining ideas and concepts, imparting information, directing your atten-
tion here and there, narrating a history: first this happened, and then that.
But you should know that there is someone in particular behind the words,
just as there is someone in particular reading them.

I'm walking by a painting of dancers by Matisse. Before that, I've
stopped to look at a group of sculptures by Brancusi. Often it’s the other way
around: I linger for a long time before the painting and walk right by the
sculptures without thinking much about them. The works are in the same
museum, and I've known them for most of my life. In a way, I think of them
as mine—they belong to me because of the hours I have spent looking at
them, thinking about them, reading about the artists who made them. Other
works in the museum are not mine, at least not yet. Oh, I recognize them
on sight, and I know the names of the artists who made them. But I haven'’t
given them the kind of sustained attention it takes to make them a part of
my inner world.

Is it perhaps that T don't like them? Like anyone, I am attracted to some
works more than others, and I find myself in greater sympathy with some
artists more than others. Some works have a deeply personal meaning for
me. Others do not; though I may admire them. But in truth, when looking
at a work of art for the first time, I no longer ask whether I like it or not.
Instead, I try to understand what it is. These are deep pleasures for me, and
I would wish them for you: that through this book you may learn to respond
to art in ways that set like and dislike aside, and that you may encounter
works you find so compelling that you take the time to make them your own.




1.1 Brancusi’s studio. Reconstruction at the Musée National d’Art Moderne, Centre Georges
Pompidou, by the Renzo Piano Building Workshop. 1992-96.

PART ONE

INTRODUCTION
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ur simplest words are often the deepest in meaning: birth, Kkiss,

flight, dream. The sculptor Constantin Brancusi spent his life

searching for forms as simple and pure as those words—forms that

seem to have existed forever, outside of time. Born a peasant in a
remote village in Romania, he spent most of his adult life in Paris, where he
lived in a single small room adjoining a skylit studio. Upon his death in 1957,
Brancusi willed the contents of his studio to the French government, which
eventually re-created the studio itself in a museum (1.1).

Near the center of the photograph are two versions of an idea Brancusi
called Endless Column. Pulsing upward with great energy, the columns seem
as though they could go on forever. Perhaps they do go on forever, and we
can see only part of them. Directly in front of the white column, a sleek, hor-
izontal marble form looking something like a slender submarine seems to
hover over a disk-shaped base. Brancusi called it simply Fish. It does not
depict any particular fish but, rather, shows us the idea of something that
moves swiftly and freely through the water, the essence of a fish. To the left
of the dark column, arching up in front of a patch of wall painted red, is a
version of one of Brancusi's most famous works, Bird in Space. Here again
the artist portrays not a particular bird but, rather, the idea of flight, the feel-
ing of soaring upward. Brancusi said that the work represents “the soul lib-
erated from matter.”!

A photograph by Brancusi shows another, more mysterious view of Bird
in Space (1.2). Light from a source we cannot see cuts across the work and
falls in a sharp diamond shape on the wall behind. The sculpture casts a
shadow so strong it seems to have a dark twin. Before it lies a broken, dis-
carded work. The photograph might make you think of the birth of a bird
from its shell, or of a perfected work of art arising from numerous failed
attempts, or indeed of a soul newly liberated from its material prison.

Brancusi took many photographs of his work, and through them we can
see how his sculptures lived in his imagination even after they were finished.
He photographed them in varying conditions of light, in multiple locations
and combinations, from close up and far away. With each photograph they
seem to reveal a different mood, the way people we know reveal different
sides of themselves over time.

Living with art, Brancusi’s photographs show us, is making art live by
letting it engage our attention, our imagination, our intelligence. Few of us,
of course, can live with art the way Brancusi did. Yet we can choose to seek
out encounters with art, to make it a matter for thought and enjoyment, and
to let it live in our imagination.

1.2 Constantin Brancusi. Bird in
Space. c. 1928-30. Gelatin silver
print, 11% X 9%".

Musée National d’Art Moderne, Centre
Georges Pompidou, Paris.
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You probably live already with more art than you think you do. Very
likely the walls of your home are decorated with posters, photographs, or
even paintings you chose because you find them beautiful or meaningful.
Walking around your community you probably pass by buildings that were
designed for visual appeal as well as to serve practical ends. If you ever pause
for a moment just to look at one of them, to take pleasure, for example, in
its silhouette against the sky, you have made the architect’s work live for a
moment by appreciating an effect that he or she prepared for you. We call
such an experience an aesthetic experience. Aesthetics is the branch of phi-
losophy concerned with the feelings aroused in us by sensory experiences—
experiences we have through sight, hearing, taste, touch, and smell.
Aesthetics concerns itself with our responses to the natural world and to the
world we make, especially the world of art. What art is, how and why it
affects us—these are some of the issues that aesthetics addresses.

This book hopes to deepen your pleasure in the aesthetic experience by
broadening your understanding of one of the most basic and universal of
human activities, making art. Its subject is visual art, which is art that
addresses the sense of sight, as opposed to music or poetry, which are arts
that appeal to the ear. It focuses on the Western tradition, by which we mean
art as it has been understood and practiced in Europe and in cultures with
their roots in European thought, such as the United States. But it also
reaches back to consider works created well before Western ideas about art
were in place and across to other cultures that have very different traditions
of art.

THE IMPULSE FOR ART

No society that we know of, for as far back in human history as we have
been able to penetrate, has lived without some form of art. The impulse to
make and respond to art appears to be as deeply ingrained in us as the abil-
ity to learn language, part of what sets us apart as humans. Where does the
urge to make art come from? What purposes does it serve? For answers, we
might begin by looking at some of the oldest works yet discovered, images
and artifacts dating from the Stone Ages, near the beginning of the human
experience.

On the afternoon of December 18, 1994, two men and a woman, all
experienced cave explorers, were climbing among the rocky cliffs in the
Ardéche region of southeastern France. From a small cavity in the rock, they
felt a draft of air, which they knew often signaled a large cavern within. After
clearing away some rocks and debris, they were able to squeeze through a
narrow channel into what appeared to be an enormous underground room,
its floor littered with animal bones. Pressing farther into the cave, the explor-
ers played their lights on the walls and made an astonishing discovery: The
walls were covered with drawings and paintings (1.3)—more than three hun-
dred images as they eventually found—depicting rhinoceroses, horses, bears,
reindeer, lions, bison, mammoths, and others, as well as numerous outlines
of human hands.

It was evident that the paintings were extremely old and that the cave
had remained untouched, unseen by humans, since prehistoric times. The
explorers agreed to name the site after the one in their number who had led
them to it, Jean-Marie Chauvet, so it is called the Chauvet cave. What they
did not realize until months later, after radiocarbon testing had accurately
dated the paintings, was that they had just pushed back the history of art by
several thousand years. The Chauvet images were made about 30,000 B.C.E.
and are the oldest paintings we know. The paintings date from a time known
as the Upper Paleolithic Period, which simply means the latter part of the
Old Stone Age. Archaeologists have formed some tentative conclusions about



how the paintings were done. Pigments of red and yellow ochre, a natural
earth substance, along with black charcoal, could have been mixed with ani-
mal fat and painted onto the walls with a reed brush. In powdered form, the
same materials probably were mouth-blown onto the surface through hol-
low reeds. Many of the images are engraved, or scratched, into the rock.

More intriguing is the question of why the cave paintings were made,
why their creators paid such meticulous attention to detail, why they did
their work so far underground. The paintings clearly were not meant to
embellish a dwelling space. The cave artists must have lived—slept, cooked
their meals, mated, and raised their children—much nearer to the mouths
of these caves, close to daylight and fresh air. Until the Chauvet cave was
discovered, many experts believed that ancient cave paintings were done for
magical assistance in the hunt, to ensure success in bringing down game ani-
mals. But several of the animals depicted at Chauvet, including lions and rhi-
nos and bears, were not in the customary diet of early peoples. Perhaps the
artists wished to establish some kind of connection with these wild beasts,
but we cannot know for sure.

Fascinating as these mysteries are, they pass over perhaps the most
amazing thing of all, which is that there should be images in the first place.
The ability to make images is uniquely human. We do it so naturally and so
constantly that we take it for granted. We make them with our hands, and
we make them with our minds. Lying out on the grass, for example, you may
amuse yourself by finding images in the shifting clouds, now a lion, now an
old woman. Are the images really there? We know that a cloud is just a cloud,
yet the image is certainly there, because we see it. Our experience of the
images we make is the same. We know that a drawing is just markings on
a surface, a newspaper photograph merely dots, yet we recognize them as
images that reflect our world, and we identify with them. The experience was
the same for Paleolithic image-makers as it is for us. All images may not be
art, but our ability to make them is one place where art begins.

The contemporary British sculptor Anthony Caro has said that “all art
is basically Paleolithic or Neolithic: either the urge to smear soot and grease
on cave walls or pile stone on stone.”? By “soot and grease” Caro means the
cave paintings. With “the urge to pile stone on stone” he has in mind one of

1.3 Left section of the “Lion
Panel,” Chauvet cave, Ardéche
Valley, France. c. 30,000 B.C.E.
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1.4 (above, top) Stonehenge. c.
2000-1500 B.c.E. Height of stones,
13'6". Salisbury Plain, England.

1.5 (above) Stemmed vessel, from
Weifang, Shandong, China.
Neolithic period, Longshan
culture, c. 2000 B.c.E. Black
pottery, thin biscuit; height 10%".
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the most impressive and haunting works to survive from the Stone Ages, the
structure in the south of England known as Stonehenge (1.4). Today much
ruined through time and vandalism, Stonehenge at its height consisted of
several concentric circles of megaliths, very large stones, surrounded in turn
by a circular ditch. It was built in several phases over many centuries, begin-
ning around 3100 B.c.E. The tallest circle, visible in the photograph here,
originally consisted of thirty gigantic upright stones capped with a continu-
ous ring of horizontal stones. Weighing some 50 tons each, the stones were
quarried many miles away, hauled to the site, and laboriously shaped by
blows from stone hammers until they fit together.

Many theories have been advanced about why Stonehenge was built and
what purpose it served. Recent archaeological research has confirmed that
the monument marks a graveyard, perhaps that of a ruling dynasty. The cre-
mated remains of up to 240 people appear to have been buried there over a
span of some five hundred years, from the earliest development of the site
until the time when the great stones were erected. Other findings suggest
that the monument did not stand alone but was part of a larger complex,
perhaps a religious complex used for funerary rituals. What is certain is that
Stonehenge held meaning for the Neolithic community that built it. For us,
it stands as a compelling example of how old and how basic is our urge to
create meaningful order and form, to structure our world so that it reflects
our ideas. This is another place where art begins.

Stonehenge was erected in the Neolithic era, or New Stone Age. The
Neolithic era is named for the new kinds of stone tools that were invented,
but it also saw such important advances as the domestication of animals and
crops and the development of the technology of pottery, as people discovered
that fire could harden certain kinds of clay. With pottery, storage jars, food
bowls, and all sorts of other practical objects came into being. Yet much of
the world’s oldest pottery seems to go far beyond purely practical needs (1.5).
This elegant stemmed cup was formed around 2000 B.C.E. in what is now
eastern China. Eggshell-thin and exceedingly fragile, it could not have held
much of anything and would have tipped over easily. In other words, it isn’t
practical. Instead, great care and skill have gone into making it pleasing to
the eye. Here is a third place we might turn to for the origins of art—the
urge to explore the aesthetic possibilities of new technologies. What are the
limits of clay, the early potters must have wondered. What can be done with
it? Scholars believe such vessels were created for ceremonial use. They were
probably made in limited quantity for members of a social elite.

To construct meaningful images and forms, to create order and struc-
ture, to explore aesthetic possibilities—these characteristics seem to be part
of our nature as human beings. From them, art has grown, nurtured by each
culture in its own way.



WHAT DO ARTISTS DO¢?

In our society, we tend to think of art as something created by specialists,
people we call artists, just as medicine is practiced by doctors and bridges
are designed by engineers. In other societies, virtually everyone contributes
to art in some way. Yet no matter how a society organizes itself, it calls on
its art-makers to fulfill similar roles.

First, artists create places for some human purpose. Stonehenge, for
example, was probably created as a place where a community could gather
for rituals. Closer to our own time, Maya Lin created the Vietnam Veterans
Memorial as a place for contemplation and remembrance (1.6). One of our
most painful national memories, the Vietnam War saw thousands of young
men and women lose their lives in a distant conflict that was increasingly
questioned and protested at home. By the war’s end, the nation was so bit-
terly divided that returning veterans received virtually no recognition for
their services. In this atmosphere of continuing controversy, Lin’s task was
to create a memorial that honored the human sacrifice of the war while nei-
ther glorifying nor condemning the war itself.

At the heart of the memorial is a long, tapering, V-shaped wall of black
granite, inscribed with the names of the missing, the captured, and the
dead—some 58,000 names in all. Set into the earth exposed by slicing a great
wedge from a gently sloping hill, it suggests perhaps a modern entrance to
an ancient burial mound, though in fact there is no entrance. Instead, the
highly polished surface acts as a mirror, reflecting the surrounding trees, the
nearby Washington Monument, and the visitors themselves as they pass by.

Entering along a walkway from either end, visitors are barely aware at
first of the low wall at their feet. The monument begins just as the war itself
did, almost unnoticed, a few support troops sent to a small and distant coun-
try, a few deaths in the nightly news. As visitors continue their descent along
the downward-sloping path, the wall grows taller and taller until it towers
overhead, names upon names upon names. Often, people reach out to touch
the letters, and as they do, they touch their own reflections reaching back.
At the walkway’s lowest point, with the wall at its highest, a corner is turned.
The path begins to climb upward, and the wall begins to fall away. Drawn
by a view of either the Washington Monument (as in the photograph here)
or the Lincoln Memorial (along the other axis), visitors leave the war behind.

In a quiet, unobtrusive way, the place that Maya Lin created encour-
ages a kind of ritual, a journey downward into a valley of death, then upward
toward hope, healing, and reconciliation. Like Stonehenge, it has served to
bring a community together.

1.6 Maya Lin. Vietnam Veterans
Memorial, Washington, D.C. 1982.
Black granite, length 492",



ARTISTS

MAYA LIN

b. 1959

/ Each of my works originates from a simple desire

to make people aware of their surroundings,
not just the physical world but also the psychologi-
cal world we live in,” Maya Lin has written. “I create
places in which to think, without trying to dictate
what to think.”?

The most famous of Maya Lin’s places for
thought was also her first, the Vietnam Veterans
Memorial in Washington, D.C. Lin created the design
in response to an open call for proposals for the
memorial, and it was selected unanimously from the
more than 14,000 entries that flooded in. We can
imagine the judges’ surprise when they dialed the
winner’s telephone number and found themselves
connected to a dormitory at Yale University, where
Lin was a twenty-two-year-old undergraduate student
in architecture. Like much of Lin’s work, the memo-
rial’s powerful form was the product of a long period
of reading and thinking followed by a moment of
intuition. On a trip to Washington to look at the site,
she writes, “I had a simple impulse to cut into the
earth. T imagined taking a knife and cutting into the
earth, opening it up, an initial violence and pain that
in time would heal. The grass would grow back, but
the initial cut would remain a pure flat surface in the

earth with a polished, mirrored surface, much like
the surface on a geode when you cut it and polish
the edge.” Engraved with the names of the dead, the
surface “would be an interface, between our world and
the quieter, darker, more peaceful world beyond. . . .
I never looked at the memorial as a wall, an object,
but as an edge to the earth, an opened side.” Back at
school, Lin gave her idea form in the university din-
ing hall with two decisive cuts in a mound of mashed
potatoes.

Maya Lin was born and grew up in Athens,
Ohio. Her father, a ceramist, was chair of the fine arts
department at the Ohio University, while her mother,
a poet, taught in the department of English there.
Both parents had immigrated to the United States
from China before Maya was born. Lin readily cred-
its the academic atmosphere and her family’s every-
day involvement with art for the direction her life has
taken. Of her father, she writes simply that “his aes-
thetic sensibility ran throughout our lives.” She and
her brother spent countless hours after school watch-
ing him work with clay in his studio.

Lin admits that it took a long time to put the
experience of constructing the Vietnam Veterans
Memorial behind her. Although the design had ini-
tially met with widespread public approval, it soon
sparked an angry backlash that led to verbal, some-
times racist, attacks on her personally. They took a
toll. For the next several years, she worked quietly for
an architectural firm before returning to Yale to fin-
ish her doctoral studies. Since setting up her studio
in 1987, she has created such compelling works as
the Civil Rights Memorial in Montgomery, Alabama;
Wave Field, an earthwork at the University of Michigan
in Ann Arbor; and the Langston Hughes Library in
Clinton, Tennessee.

Critics are often puzzled about whether to clas-
sify Lin as an architect or a sculptor. Lin herself
insists that one flows into the other. “The best advice
I was given was from Frank Gehry (the only archi-
tect who has successfully merged sculpture and
architecture), who said I shouldn’t worry about the
distinctions and just make the work,” Lin recalls.
That is just what she continues to do.

Maya Lin with a model of the Vietnam Veterans Memorial, 1980.



A second task artists perform is to create extraordinary versions of ordi-
nary objects. Just as the Neolithic vessel we looked at earlier is more than
an ordinary drinking cup, so the textile here is more than an ordinary gar-
ment (1.7). Woven in West Africa by artists of the Asante people, it is a spec-
tacular example of a type of textile known as kente. Kente is woven in
hundreds of patterns, each with its own name, history, and symbolism. Tra-
ditionally, a newly invented pattern was shown first to the king, who had the
right to claim it for his own exclusive use. Like the Neolithic vessel, royal
kente was reserved for ceremonial occasions. Rich, costly, and elaborate, the
cloth distinguished its wearer as special as well, an extraordinary version of
an ordinary human being.

A third important task for artists has been to record and commemorate.
Artists create images that help us remember the present after it slips into the
past, that keep us in mind of our history, and that will speak of our times
to the future. Illustrated here is a painting by a 17th-century artist named
Manohar, one of several painters employed in the royal workshops of the
emperor Jahangir, a ruler of the Mughal dynasty in India (1.8). At the cen-
ter of the painting we see Jahangir himself, seated beneath a sumptuous
canopy. His son Khusrau, dressed in a yellow robe, offers him the precious
gift of a golden cup. The painting commemorates a moment of reconcilia-
tion between father and son, who had had a violent falling out. The moment
did not last, however. Khusrau would soon stage an armed rebellion that cost
him the throne. Although the intricate details of Mughal history may be lost
on us today, this enchanting painting gives us a vivid glimpse into their van-
ished world as they wanted it to be remembered.

1.7 (left) Kente cloth, from
Ghana. Asante, mid-20th century.
Cotton, 6'54" X 45",

The Newark Museum, New Jersey.

1.8 (right) Manohar. Jahangir
Receives a Cup from Khusrau.
1605-06. Opaque watercolor on
paper, 8% X 6".

The British Museum, London.
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1.9 (above) Shiva Nataraja. India,
10th century c.E. Bronze,
height 5'%4".

Rijksmuseum, Amsterdam.

1.10 (below) Vincent van Gogh.
The Starry Night. 1889. Oil on
canvas, 29 X 364"

The Museum of Modern Art,

New York.

A fourth task for artists is to give tangible form to the unknown. They
portray what cannot be seen with the eyes or events that can only be imag-
ined. An anonymous Indian sculptor of the 10th century gave tangible form
to the Hindu god Shiva in his guise as Nataraja, Lord of the Dance (1.9).
Encircled by flames, his long hair flying outward, Shiva dances the destruc-
tion and rebirth of the world, the end of one cycle of time and the begin-
ning of another. The figure’s four arms communicate the complexity of this
cosmic moment. In one hand, Shiva holds the small drum whose beat sum-
mons up creation; in another hand, he holds the flame of destruction. A third
hand points at his raised foot, beneath which worshipers may seek refuge,
while a fourth hand is raised with its palm toward the viewer, a gesture that
means “fear not.”

A fifth function artists perform is to give tangible form to feelings and
ideas. The statue of Shiva we just looked at, for example, gives tangible form
to ideas about the cyclical nature of time that are part of the religious cul-
ture of Hinduism. In The Starry Night (1.10), Vincent van Gogh labored to
express his personal feelings as he stood on the outskirts of a small village
in France and looked up at the night sky. Van Gogh had become intrigued
by the belief that people journeyed to a star after their death, and that there
they continued their lives. “Just as we take the train to get to Tarascon or
Rouen,” he wrote in a letter; “we take death to reach a star.”* Seen through
the prism of that idea, the night landscape inspired in him a vision of great
intensity. Surrounded by halos of radiating light, the stars have an exagger-
ated, urgent presence, as though each one were a brilliant sun. A great wave
or whirlpool rolls across the sky—a cloud, perhaps, or some kind of cosmic
energy. The landscape, too, seems to roll on in waves like an ocean. A tree
in the foreground writhes upward toward the stars as though answering their
call. In the distance, a church spire points upward as well. Everything is in
turbulent motion. Nature seems alive, communicating in its own language
while the village sleeps.

Finally, artists refresh our vision and help us see the world in new ways.
Habit dulls our senses. What we see every day we no longer marvel at,
because it has become familiar. Through art we can see the world through
someone else’s eyes and recover the intensity of looking for the first time.
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VINCENT VAN GOGH

1853-1890

he appeal of Van Gogh for today’s art lovers is

easy to understand. A painfully disturbed, tor-
mented man who, in spite of his great anguish, man-
aged to create extraordinary art. An intensely private,
introspective man who wrote eloquently about art
and about life. An erratic, impulsive man who had
the self-discipline to construct an enormous body of
work in a career that lasted only a decade.

Vincent van Gogh was born in the town of
Groot-Zundert, in Holland, the son of a Dutch Protes-
tant minister. His early life was spent in various
roles, including those of theological student and lay
preacher among the miners of the region. Not until
the age of twenty-seven did he begin to take a seri-
ous interest in art, and then he had but ten years to
live. In 1886 he went to stay in Paris with his brother
Theo, an art dealer who was always his closest emo-
tional connection. In Paris, Vincent became aware of

the new art movements and incorporated aspects of
them into his own style, especially by introducing
light, brilliant colors into his palette.

Two years later Van Gogh left Paris for the
southern city of Arles. There he was joined briefly by
the painter Paul Gauguin, with whom Van Gogh
hoped to work closely, creating perfect art in a pure
atmosphere of self-expression. However, the two
artists quarreled, and, apparently in the aftermath of
one intense argument, Van Gogh cut off a portion of
his ear and had it delivered to a prostitute.

Soon after that bizarre incident, Van Gogh real-
ized that his instability had gotten out of hand, and
he committed himself to an asylum, where—true to
form—he continued to work prolifically at his paint-
ing. Most of the work we admire so much was done
in the last two and a half years of his life. Vincent
(as he always signed himself) received much sympa-
thetic encouragement during those years, both from
his brother and from an unusually perceptive doctor
and art connoisseur, Dr. Gachet, whom he painted
several times. Nevertheless, his despair deepened,
and in July of 1890 he shot himself to death.

Vincent’s letters to his brother Theo represent a
unique document in the history of art. They reveal a
sensitive, intelligent artist pouring out his thoughts
to one especially capable of understanding. In 1883,
while still in Holland, he wrote to Theo: “In my opin-
ion, I am often rich as Croesus, not in money, but
(though it doesn’t happen every day) rich, because I
have found in my work something to which I can
devote myself heart and soul, and which gives inspi-
ration and significance to life. Of course my moods
vary, but there is an average of serenity. I have a sure
faith in art, a sure confidence that it is a powerful
stream, which bears a man to harbour, though he
himself must do his bit too; and at all events I think
it such a great blessing, when a man has found his
work, that T cannot count myself among the unfortu-
nate. I mean, I may be in certain relatively great dif-
ficulties, and there may be gloomy days in my life,
but I shouldn’t want to be counted among the unfor-
tunate nor would it be correct.””

Vincent van Gogh. Self-Portrait. 1889.
QOil on canvas, 25% X 214"
Musée d’Orsay, Paris.
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1.11 Ernst Haas. Peeling Paint on
Iron Bench, Kyoto, 1981. 1981.

Kodachrome print.
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Ernst Haas' photograph Peeling Paint on Iron Bench, Kyoto, 1981 (1.11) sin-
gles out a small detail of an ordinary day and asks us to notice how rich it
is if we really take the time to look. Rain has made the colors shine with
fresh intensity, brilliant red against deep black, and the star-shaped leaves
could almost be made of gold. After seeing through Haas’ eyes, we may find
ourselves—if only for a few hours—more attentive to the world around us,
which is stranger, more mysterious, more various, and more beautiful than
we usually realize.

CREATING AND CREATIVITY

Out walking on a rainy day in Kyoto, Ernst Haas could have noticed the park
bench, smiled with pleasure, and continued on his way. Standing in a field
over a century ago, Van Gogh could have had his vision of the night sky, then
returned to his lodgings—and we would never have known about it. We all
experience the moments of insight that put us where art begins. For most of
us, such moments are an end in themselves. For artists, they are a begin-
ning, a kind of raw material that sets a creative process in motion.

Creativity is a word that comes up often when talking about art, but
what is creativity exactly? Are we born with it? Can it be learned? Can it be
lost? Are artists more creative than other people? If so, how did they get that
way? Many writers and educators have tried to analyze creativity and deter-
mine what makes a person creative.® Although the exact nature of creativity
remains elusive, there is general agreement that creative people tend to pos-
sess certain traits, including:

e Sensitivity—heightened awareness of what one sees, hears, and touches,
as well as responsiveness to other people and their feelings.

o Flexibility—an ability to adapt to new situations and to see their possibil-
ities; willingness to find innovative relationships.

e Originality—uncommon responses to situations and to solving problems.
¢ Playfulness—a sense of humor and an ability to experiment freely.

¢ Productivity—the ability to generate ideas easily and frequently, and to
follow through on those ideas.



¢ Fluency—a readiness to allow the free flow of ideas.

e Analytical skill—a talent for exploring problems, taking them apart, and
finding out how things work.

e Organizational skill—ability to put things back together in a coherent
order.

We might bear that list in mind as we look at Tim Hawkinson’s Emoter
(1.12). Like many of Hawkinson’s works, Emoter looks like a do-it-yourself
science project that has gotten a little out of hand. The stepladder on the
floor houses a black-and-white television monitor tuned to a local broadcast
station. Rows of light sensors attached to the monitor’s screen react to
changes in the moving image, sending signals through a tangle of cords,
cables, and wires up to a large photograph of the artist’s face. The compo-
nents of the face—eyes, nostrils, eyebrows, and mouth—move continuously
in response to the signals they receive, generating expressions that are as
extravagant as a mime’s.

Certainly, sensitivity made Hawkinson a keen observer of faces, and
originality suggested to him that such unlikely material as laboratory exper-
iments monitoring brain waves, or antiquated scientific theories linking
specific facial expressions to specific emotions, could inspire a work of art.
Playfulness, flexibility, fluency, and productivity set him to exploring ways in
which his project could be given form, while analytical and organizational
skills allowed him to carry it to completion.

The profession of artist is not the only one that requires creativity. Sci-
entists, mathematicians, teachers, business executives, doctors, librarians,
computer programmers—people in every line of work, if they are any good,
look for ways to be creative. Artists occupy a special place in that they have
devoted their lives to opening the channels of visual creativity.

Can a person become more creative? Almost certainly, if one allows one-
self to be. Being creative means learning to trust one’s own interests, expe-
riences, and references, and to use them to enhance life and work. Above all,
it means discarding rigid notions of what has been or should be in favor of
what could be. Creativity develops when the eyes and the mind are wide
open, and it is as important to looking at art as it is to making it.

We close this chapter by exploring what looking creatively might
involve.

1.12 Tim Hawkinson. Emoter.
2002. Installation (left) and detail
(right). Altered ink-jet print on
plastic and foam core on panel,
monitor, stepladder, and
mechanical components; print:
49 X 36 X 4"; stepladder height
27",

Courtesy Ace Gallery, Los Angeles.
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LOOKING AND RESPONDING

Science tells us that seeing is a mode of perception, which is the recognition
and interpretation of sensory data—in other words, how information comes
into our eyes (ears, nose, taste buds, fingertips) and what we make of it. In
visual perception, our eyes take in information in the form of light patterns;
the brain processes these patterns to give them meaning. The role of the eyes
in vision is purely mechanical. Barring some physical disorder, it functions
the same way for everyone. The mind’s role in making sense of the informa-
tion, however, is highly subjective and belongs to the realm of psychology.
Simply put, given the same situation, we do not all notice the same things,
nor do we interpret what we see in the same way.

One reason for differences in perception is the immense amount of
detail available for our attention at any given moment. To navigate efficiently
through daily life, we practice what is called selective perception, focusing
on the visual information we need for the task at hand and relegating every-
thing else to the background. But other factors are in play as well. Our mood
influences what we notice and how we interpret it, as does the whole of our
prior experience—the culture we grew up in, relationships we have had,
places we have seen, knowledge we have accumulated.

The subjective nature of perception explains why a work of art may
mean different things to different people and how it is that we may return
to a favorite work again and again, noticing new aspects of it each time. It
explains why the more we know, the richer each new encounter with art will
be, for we will have more experience to bring to it. It explains why we should
make every effort to experience as much art in person as possible, for phys-
ical dimensions also influence perception. The works reproduced in this book
are miniaturized. Many other details escape reproduction as well.

Above all, the nature of perception suggests that the most important
key to looking at art is to become aware of the process of looking itself—to
notice details and visual relationships, to explore the associations and feel-
ings they inspire, to search for knowledge we can bring to bear, and to try to
put what we see into words. A quick glance at Juan de Valdés Leal’s Vanitas
(1.13) reveals a careless jumble of objects with a cherub looking over them.
In the background, a man looks out at us from the shadows. But what are
the objects? And what are the cherub and the man doing? Only if we begin
to ask and answer such questions does the message of the painting emerge.

In the foreground to the left is a timepiece. Next to it are three flow-
ers, each one marking a stage in the brief life of a flower across time: bud-
ding, then blossoming, then dying as its petals fall away. Then come dice and
playing cards, suggesting games of chance. Further on, a cascade of medals,
money, and jewelry leads up to an elaborate crown, suggesting honors,
wealth, and power. At the center, books and scientific instruments evoke
knowledge. Finally, back where we began, a skull crowned with a laurel
wreath lies on its side. Laurel traditionally crowns those who have become
famous through their achievements, especially artistic achievements.

Over this display the cherub blows a bubble, as though making a com-
ment on the riches before him. A bubble’s existence is even shorter than a
flower's—a few seconds of iridescent beauty, and then nothing. Behind the
books, a crystal globe resembles a bubble as well, encouraging us to see a
connection. When we meet the man’s gaze, we notice that he has drawn back
a heavy curtain with one hand and is pointing at a painting he has thus
revealed with the other. “Look at this,” he all but speaks. The painting depicts
the Last Judgment. In Christian belief, the Last Judgment is the moment
when Christ will appear again. He will judge both the living and the dead,
accepting some into Paradise and condemning others to Hell. The universe
will end, and with it time itself.



We might paraphrase the basic message of the painting something like
this: “Life is fleeting, and everything that we prize and strive for during it is
ultimately meaningless. Neither wealth nor beauty nor good fortune nor
power nor knowledge nor fame will save us when we stand before God at
the end of the world.” Without taking the time to perceive and reflect on the
many details of the image, we would miss its message completely.

Vanitas is Latin for “vanity.” It alludes to the biblical book of Ecclesi-
astes, a meditation on the fleeting nature of earthly life and happiness in
which we read that in the end, “all is vanity.” The title wasn’t invented or
bestowed by the artist, however. Rather, it is a generic name for a subject
that was popular during his lifetime. Numerous vanitas paintings have come
down to us from the 17th century, and together they show the many ways
that artists treated its themes.

Closer to our own time, the painter Audrey Flack became fascinated by
the vanitas tradition, and she created a series of her own, including Wheel
of Fortune (Vanitas) (1.14). Knowing something of the tradition Flack is
building on, we can more easily appreciate her updated interpretation. As
ever, a skull puts us in mind of death. An hourglass, a calendar page, and a
guttering candle speak of time and its passing. The necklace, mirrors, pow-
der puff, and lipstick are contemporary symbols of personal vanity, while a
die and a tarot card evoke the roles of chance and fate in our lives. As in
the painting by Valdés, a visual echo encourages us to think about a connec-
tion, in this case between the framed oval photograph of a young woman
and the framed oval reflection of the skull just below.

Flack may be painting with one eye on the past, but the othgr is ﬁr.rnly 1.13 (lefo) Juan de Valdés Leal.
on our society as we are now. For example, she includes modern inventions Vanitas. 1660 Oil on canvas
such as a photograph and a lipstick tube, and she shuns symbols that no 513 » 3911 ’
longer speak to us directly such as laurels and a crown. The specifically  yy,dsworth Atheneum, Hartford.
Christian context is gone as well, resulting in a more general message that
applies to us all, regardless of faith: Time passes quickly, beauty fades, chance ;| 14 (right) Audrey Flack. Wheel
plays a bigger role in our lives than we like to think, death awaits. of Fortune (Vanitas). 1977-78. Oil

Despite their differences, both Flack and Valdés provide us with many gver acrylic on canvas, 8 x §'.
clues to direct our thoughts. They depict objects that have common associa-  Collection Louis K. Meisel Gallery,
tions and then trust us to add up the evidence. At first glance, a contemporary  New York.
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1.15 Jim Hodges. Every Touch.
1997. Silk flowers, thread,

16 X 14'.

Philadelphia Museum of Art.
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work such as Jim Hodges' Every Touch seems very different (1.15). Every
Touch is made of artificial silk flowers, taken apart petal by petal. The petals
were ironed flat, intermingled, then stitched together to form a large curtain
or veil. Yet although Every Touch may not direct our thoughts as firmly as
the other works, we approach it in the same way. We look, and we try to
become aware of our looking. We ask questions and explore associations. We
bring our experience and knowledge to bear. We interrogate our feelings.

We might think of spring. We might be put in mind of other art, such as
the flowered backgrounds of medieval tapestries (see 15.24) or the role of flow-
ers in the vanitas tradition. We might think about flowers and the occasions
on which we offer them. We might think about the flowers we know from
poetry, where they are often linked to beauty and youth, for all three fade
quickly. We might think about petals, which fall from dying flowers. We might
think about veils and when we wear them, such as at weddings and funerals.
We might notice how delicately the work is stitched together and how fragile
it seems. We might think about looking not only at it but also through it, and
about how a curtain separates one realm from another. The man in Valdés’
painting, for example, draws back a curtain to reveal the future.

Every Touch is not as easily put into words as the vanitas paintings, but
it can inspire thoughts about many of the same ideas: seasons that come and
go, how beauty and sadness are intertwined, the ceremonies that mark life’s
passing, the idea of one realm opening onto another, the fragility of things.
In the end, what we see in Every Touch depends on what we bring to it, and
if we approach the task sincerely, there are no wrong answers.

Every Touch will never mean for any of us exactly what it means for
Hodges, nor should it. An artist’s work grows from a lifetime of experiences,
thoughts, and emotions; no one else can duplicate them exactly. Works of art
hold many meanings. The greatest of them seem to speak anew to each gen-
eration and to each attentive observer. The most important thing is that some
works of art come to mean something for you, that your own experiences,
thoughts, and emotions find a place in them, for then you will have made
them live.
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What Is Art?

rt is something that has great value in our society. Across the coun-

try, art museums are as much a point of civic pride as new sports

stadiums, pleasant shopping districts, public libraries, and well-

maintained parks. From daring structures designed by famous archi-
tects to abandoned industrial buildings reclaimed as exhibition spaces, new
museums are encouraged by city governments eager to revitalize neighbor-
hoods and attract tourists. Inside our museums, art is made available in
many ways, not only in the galleries themselves, but also in shops that offer
illustrated books, exhibition catalogues, and photographs of famous artworks
reproduced on posters, calendars, coffee mugs, and other merchandise. The
prestige of art is such that many of us visit museums because we feel it is
something we ought to do, even if were not exactly sure why.

Many artists from the past have left moving accounts of just how much
they, too, valued art. For Vincent van Gogh, to be an artist was a great and
noble calling, even if the price to be paid for it in life was high. In a letter
written to keep up his brother Theo'’s flagging spirits, he admitted that the
two of them were “paying a hard price to be a link in the chain of artists,
in health, in youth, in liberty, none of which we enjo