CH 9 Drawing
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Fig. 8-1 Leonardo da Vind, Study of Human Proportion:
The Vitruvian Man, c. 1492,

Fen and ink drawing, 13'/2 X 9%/ in. Galleria dell'Accademis,
Venice,




Figs. 9-7 and 9-B Raphael, Studies for The Alba Madonna [recto and verse), € 15771
Left: red chalk; right: red chalk and pen and ink, both 16%/a 3 10%: in. Musée des Beaux Arts, Lille, France..




Fig. 9-6 Leonardo da Vinel, Study of a woman's head or of the angel of the Vergine delle
Rocce, 1473

Silverpoint with white highlights on prepared paper, 7'/8 X §'/2 in. Biblioteca Reale, Turin, ltaly
AlnarifAr Rasousrcs, WY




Fig. 910 Georgia O’'Keefle, Banana
Flawer, 1933

Charcoal and black chalk on paper, 213/1
1434 n. The Museum of Modemn Art, New
York, NY, U5 A Given ancnymously (Dy
exchange)

Chalk and Charcoal

Metalpoint is a mode of drawing thar is
chiefly concerned with delineation—
that is, with a descriptive represen-
tation of the thing, seen through
an outline or contour drawing. Effects
of light and shadow are essentially
“added" to the finished drawing by
means of hatching or heightening.
With the softer media of chalk and
charcoal, however, it is much casier to
oive a sense of the volumetric—that is,
of three-dimensional form—through
modulations of light and dark. By the
middle of the sixteenth century, artists
like Raphael were using natural chalks,
derived from red ocher hematite, white
spapstone, and black carbonaceous
shale, which were fitted into holders
and shaved to a point (see Figs. 9-7
and 9-8). With these chalks, it became
possible to realize gradual transitions
trom light o dark, either by adjusting
the pressure of one’s hand or by merg-
ing individual strokes by gently rubbing
over a given area with a hnger, cloth, or
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Fig. Q.14 Edg.ir Degas, After
the Bath, Woman Drying
Hersaif, c. 1889-90

Pastel on paper, 2678 X 22% in
The Samuel Courtauld Trust,
Courtauld Institute Gallenes,
London

Thinking Thematically: See
Art, Gender, and Identity
on myartsiab,.com
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soft to permit long and continu-
ous strokes across the surface, the
density of oilsticks allows the art-
ist more gestural freedom and a
sense of direct engagement with
the act of drawing self. Sandy
Brooke's oilstick drawing, Fate and
Luck: Eclipse (Fig. 9-18), is one
of a series of paintings and draw-
ings on the theme. As Brooke says,
*Things we cannot explain are of-
ten written off as Fate, and when
things po well, we might feel we
just pot Lucky. Much of life is a
complete mystery, It the same in
painting.” Here, the helicoprers
are simultaneously symbols of res-
cue and agents of war. The eclipse
of the title, imaged in a horizon-
tal band about one-gquarter the
way up the painting, is, in some
cultures, an omen of good things
to come, in others just the op-
posite, The forces of nature—the
dragonfly, the hummingbirds, the
sea, and the eclipse—collide here
with the forces of civilization.
With oilstick—often smeared and

Fig. 9-15 Mary Cassatt, Young
Mcther, Daughter, and Son, 1913
Pastel on paper, 43 /e X 334 in

Mleernri Al At Gallory o ke Univarsmy of
Rochester. blason Stratton Gould Furd
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A Walk on the Cliffs at Pourville - 1882 Claude Monet Oil on canvas | 26" x 32" | The Art Institute of Chicago




THE CRITICAL PROCESS

Thinking about Making and Seeing

In this chaprer, we have discovered that the world of
art is as vast and various as it is not only because dif-
ferent artists in different cultures see and respond to
the world in different ways, but also because each of
us sees and responds to a given work of art in a dif-
ferent way., Artists are enpaped in a creative process.
We respond to their work through a process of critical
thinking. At the end of each chapter of A World of An
is a section like this one titled The Critical Process in
which, through a series of questions, you are invited to
think for yourself abour the issues raised in the chap-
ter. In each case, additional insights are provided at
the end of the text, in the secrion titled The Crinical
Process: Thinking Some More abowt the Chapter (Ques-
tions. After you have thought about the questions
r._l-l!-.l.'ij, fturn fo the b.ﬂ._.L: um.j Sl 1f-1!.'|,_u| Arg ]I.:.'._h.h'qj in
the right direction.

Here, Andy Warhol's Race Riot (Fig. 1-24) depicts
events of May 1963 in Birmingham, Alabama, when
police commissioner
Bull Connor employed
attack dogs and fire
hoses to disperse civil
rights demonstrators
led by Reverend Mar-
tin Luther King, Jr.
The traditional roles
of the artist—rto help
us see the world in new
Or INnNoyvaLive Wavs; Lo
make a visual record of
the r'l..'«lpll..', |‘-!.J|_|.'=~. and
events of their time
and place; to make
functional objects and
structures more pleasur.
able and elevate them

Fig. 1-24 Andy Warhol,
Hace Riot, 1963

Acrylic and silkscreen on
canvas, tour panels,

each 20X 33 m

B 207 Ancly Warhol Foundation
Fesr the Wimyal Aods

i |:'-F":!_ Maw Vork
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or imbue them with meaning; and to give form o im-
material, hidden or universal truths, spiritual forces, or
rll.'“'l"‘:'ll'.'T"l.'Il "L"l..'“l.l'l'l‘.':"'i——i'll'l.: .'l” r'l-'l'l'r of a more L:L;‘I'II.,:'T'Jl CTc-
AL1e Il'l'l.l."‘ill.'.*rl_' 1.E1-|| i'l_'rtIJ!\-.. l]ll]l“.lll._']"r', L []'H_' 1I"|.|.|[.L: '|.II- Arl.
Which of these is, in vour opinion, the most impor-
tant for Warhol in creating this work? Did any of the
other traditional roles play a part in the process! What
do you think Warhol feels about the events (note that
the print followed soon after the events themselves)!
How does his use of color contribute to his composi-
tion! Can you think why there are two red panels, and
only one white and one blue! Emotionally, what is the
impact of the red panels! In other words, what s the
work's psychological impact? What reactions other
TI‘I:'II'I VOUTr OwWT Can "!.-'l.'ll.l ITEEIne ll'll..' “'C"FI; "_!li,'I'lh.""l".'lr'l'I'l';_r:l
These are just few of the questions raised by Warhol's
work, questions designed to help you initiate the crin-

cal process for yourself,

A WORLD OF ART 19
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Fig. 6-44 Wassily Kandinsky, Black Lines (Schwarze Linien), December 1913
Qil on canvas, 51 X 51°%/s in. Selomon R. Guggenheim Museum, New York. Gift, Solomeon R. Guggenheim, 1937, 37.241
Fhirsr e A by Dharew] Hivalo L They Soleernn R r!l i [ TR | Fownddaten, Neww Yioak © 2002 Artswts B .|' & G |."'l|l.-'-|FT..I Mesw YorkFACAGE Pars




@E View the
Closer Look
on Starry
Mght on

myartslab.com

Fig. 4-14 Vincent van Gogh (1853-1890), The Starry Night, 1889
Ol on canvas, 79 X 36'f2 in. The Mussum of Modern Art, New York, NY, U S A Acguired through the
LI|||1_" F E-:-I Ei-:::f_".;l..u."_.t |:|'1 .-lr,.:' ";‘-l-':l

Lk -:_'|||,1 I rips The Miseum of Madern Art 7 Leenssd By Seals / At Pesource, Mew Yark,

Thinking Thematically: See Art, Gender, and ldentity on myartslab.com
CHAPTER 4
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Fig. 5-15 Leonardo da Vind, The Last Supper, ¢ 1495-93

Mural [oil and tempera on plaster), 15 #. 1/ in. X 28 ft. 1072 in. Refectory, Monastery of Santa Maria delle Grazie, Milan

e B s beprocyat=a. Phnt £1.1] |:|F! il

angel Gabriel wams the Virgin of her impend-
ing death, Duccio is evidently attempting to
erasp the principles of perspective intuitively.
At the top, the walls and ceiling beams all
converge at a single vanishing point above the
Virgins head. Bur the moldings at the base of
the arches in the doorways recede o a vanish-
ing point at her hands, while the base of the
reading stand, the left side of the bench, and
the baschoard at the right converge on a point
beneath her hands. Other lines converge on
no vanishing point at all. Duccio has attempted to cre-
ate a realistic space in which to place his figures, but he
does not quite succeed. This is especially evident in his
treatment of the reading stand and bench. In true per-
spective, the top and bottom of the reading stand would

% ik I-i.- l'h'l'l'-'llll |I 2 T rll'hlll.' 5 s | E"llll'll I"lll' LLEF l||1-1 Pt R BN o0

Fig. 5-16 Perspective analysis of Leonarde da Vinei, The
Last Supper, ¢, 1495-98

Mural (oil and tempera an plaster), 15 1'/a in. X 28 ft
10z in. Refectory, Monastery of Santa Maria delle Grazie,
Milan

Indcs Ries i lesnograses, Fhabs Focpn [



Fig. 5-29 Henri Matisse, Harmony in Red (The Red Room), 1508-0%

Ol on canvas, 7078 X B85 in. The Hermitage, S F"l_*lf_":.-!'_:-l_.llgj Q424

that create a visual rhythm across the surface. The
picture is more abstraction, as its title sugpests, than
realistic rendering; it is a picture of shapes, not things,

In painting, modern artists intentionally began to
violate the rules of perspective to draw the attention
of the viewer to elements of the COMmposItion other
than its verisimilitude, or the apparent “truth” of its
representation of reality. In other words, the artist
secks to draw attention to the act of Imaginacion that
created the painting, not its overt subject matter. In

his large painting Harmony in Red (Fig. 5-29), Henri

Matisse has almost completely eliminated any sense of
three-dimensionality by uniting the different spaces of

the painting in one large field of uniform color and

design. The wallpaper and the tablecloth are made of

the same fabric. Shapes are repeated throughout: The

spindles of the chairs and the tops of the decanters
echo one another, as do the maid’s hair and the white
foliage of the large tree outside the window. The tree's
trunk repeats the arabesque design on the tablecloth
directly below it. Even the window can be read in two
ways: [t could, in fact, be a window opening to the
world outside, or it could be the comer of a painting, a
framed canvas lving flat against the wall. In traditional

perspective, the picture frame functions as a window,
Here the window has been transformed into a frame.

What one notices most of all in Cézanne’s
Mme. Cézanne in a Red Armchair (Fig. 5-30) is its
very lack of spatial depth. Although the arm of
the chair seems to project forward on the right, on
the left the painting is almost totally flat. The blue
flower pattern on the wallpaper seems to float above

CHAPTERS SPACE 95
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Fig. 2-21 Jan van Eyck, Giovanni Amolfini and His Wife Giovanna Cenarmi, c 1434

Ol on oak p el 327 % 23 i, National Gallery, London

See Art and Beauty on myartslab.com




In his painting Charles the First (Fig. 2-23), Jean-
Michel Basquiat employs iconographic systems both of
his own and others’ making. The painting is an homage
o the prear jazz saxophonist Charlie Parker, who died in
1955, one of a number of black cultural heroes celebrared
by the graffiti-inspired Basquiat. Son of a middle-class
Brooklyn family (his father was a Hamman-bormn accoun-

tant, his mother a black Puerto Rican), Basquiar left
school in 1977 at age 17, living on the streets of New
York for several years during which time he developed
the “tag"—or grafhiti pen-name—SAMO, a combination
of “Sambo™ and “same ol' shit.” SAMO was most closely
associated with a three-pointed crown (as self-ancinted

“king" of the grathti anists} and the word “TAR,” evoking

q- View the Closer Look on Charles the First on myartslab.com

Fig. 2-23 Jean-Michel
Basqulat, Charles the First,
1982

Arrylic and oil oilstick

on canvas, threa panels
Triptych &'4" X 524"
(158 % 1.58 m). overall.

i€ The Estste ol Jasn-Mak

Baseyaint’ © JO0F Artigrs Pighis
Soacinty (AFR5) New Yo

Thinking Thematically:
See Art and the Passage
of Time on myartsiab.com

racisin {as in “tar baby™), violence (“tar and feathers,”
which he would entitle a painting in 1982), and, through
the anagram, the “art”™ world as well. A number of his
paintings exhibited in the 1981 New York/New Wave
exhibit ar an alternative art gallery across the 59th Soreet
Bridee from Manhattan attracted the attention of several
art dealers and his career exploded. (The impact of the
art market on his career will be discussed in a section on
the art market in the next chapeer.)

Central wo his personal iconography is the crown,
which is a symbol not only of his pesonal success,
bur of the other African-American “heroes” thar are
the subject of many of his works—ijazz artists, such
as Parker and Dizzy Gillespie, and *famous Negro

athletes,” as he calls them, such as boxer Sugar Ray
Leonard and baseball’s Hank Aaron, Heraism s, in
fact, a major theme in Basquiat’s work, and the large
“S," which appears three times in the first panel of
Charles the First and twice in the second, is a symbol
for the superhero Superman, as well as for SAMO.
Directly above the riangular Superman logo in the
first pancl are the letters “X-MN.," which refer to the
X-Men comic book series, published by Marvel Com-
ics, whose name appears crossed our ar the botom of
the third panel. Marvel describes the X-Men as follows:
“Bomn with strange powers, the mutants known as the
X-Men use their awesome abilities to protect a world dhat
hates and fears them.” Basquiar clearly means 1o draw an
analogy berween the X-Men and his African-American
heroes. And, in fact, Basquiat refers to another Marvel
Comics hero, the Norse god Thor, whose name appears
below the crown in the top left of Basquiats painting.
The “X" has a special significance in Basquiat's
iconography. In the Symbol Source-book: An Authori-
tative Guide to International Graphic Symbols, a book
by American industrial designer Henry Dreyfuss first
published in 1972, Basquiat discovered a section on
“Hobo Signs,” marks left, grathti-like, by hobos to in-
form their brethren about the lay of the local land. In
this graphic language, an *X" means “O.K. All right.”
The “X" is thus ambiguous, a symbol of both nega-
tion (crossed-out) and afhrmation (all right). This is, of
course, the condition in which all of Basquiar’s African-
American heroes find themselves. Charlie Parker

How does subject matter differ from content?

An artwork's subject matter is what the image or
object literally represents. The content, by contrast,
is what the artwork means, How can the subject
matter of Shirin Neshat's Rebellious Silence be distin-
puished from its content? How does Loma Simpson
use text and images together to create the content
of She and Necklines!

What is representational art!

Representational artworks portray recognizable
forms. The more the representation resembles what
rthe eye sees, the more it is said 1o be an example of
realism. What does Albert Bierstade represent in his
painting The Rocky Mowntains, Lander’s Peak?

Whart distinguishes nawralism from other types of
realism! How does representational are differ from
abstract art!

is also Charles the First, a reference to the King Charles
[ of England, beheaded by Protestants in the English
Civil War in 1649—hence the phrase across the bot-
tom of pancls one and two, "Most kings et thier [sic]
head cut off.” Basguiat's reference to Marker’s rendering
of “Cherokee,” in the third panel, evokes not only the
beaury of the love song iself, bur also the Cherokee In-
dian Nation's "Trail of Tears," the forced removal of the
tribe from Georgia to Oklahoma in 1838 that resulted
in the deaths of some 4,000 of their people. Above
“Cherokee"” are four feathers, a reference at once to
Indians, Parker himself, whose nickname was “Bind,”
and, in the context of Basquiat’s work as a whole, the
violent practice of tar and feathering, Finally, Basquiar's
sense that the price of heroism is high indeed is
embedded in two other of his iconographic signs: The
“S." especially when lined or crossed out, also suggests
dollars, %, and the copyright © sign, which is ubiqui-
tous in his paincings, sugeests not just ownership, but
the exercise of property rights and control in American
society, an exercise and control thar Basquiat sees as the
root cause of the mstirution of slavery (1o say nothing
of the removal of the Cherokee nation to Oklahoma).

In sum, Basquiat's paintings are literally packed
with a private, highly ambiguous iconography.
But their subject is clear enough., When asked by
Henry Geldzahler, curator of contemporary art at
the Merropolitan Museum of Art in New York Ciry,
just what his subject matter was, Basquiat replied:
“Rovalty, heroism, and the streets.”

Je Study ano feview on myarslab.com

What comstitutes an artwork's form?

Form s the overall structure of an artwork. Form in-
cludes such aspects of an artwork as its materials and
the organization of its parts into a composition, What
role does form typically play in nonrepresentational an!
How does form differ from content? How do Kazimir
Malevich and Beatriz Milhazes use form in their works!?

What is iconography!

Il.’.'l.“'I'IIJ'L:IiI["'l'\‘p' is a system of images whose meaning is
understood by a certain cultural group. The images
used in iconography represent concepts or beliefs
beyond ligeral subject marter, Culural conventions
are often carried from one penerabon o the next
through iconography. How might the meaning of an
image chanpge over time? What is personal iconogra-
phy! How is iconography used in the lower six panels
of the center lancet window of Chartres Cathedral?



THE CREATIVE PROCESS

Chuck Close's Stanley

Chuck Close's 1981 oil painting Stanlev (Fig. 6-38)
might best be described as “layered”™ pointillism (see
Fig. 6-33). Like all of his paintings, the piece s based
on a photograph. Close’s working method is to over-
lay the original photograph with a grid. Then he

-

draws a grid with the same number of squares on a
canvas. Close is not so much interested in represent-
ing the person whose portrait he is painting as he is
in reproducing, as accurately as possible, the com-
pletely abstract design that occurs in each square of
the photo's grid. In essence, Close's
large paintings—Stanley is nearly
8 feet high and 6 feet wide—are
made up of thousands of lictle square
paintings, as the detail (Fig. 8-35)
makes clear. Each of these “micro-
paintings” is composed as a small
target, an arrangement of two, three,
or four concentric circles. Viewed up
close, it is hard to see anything but
the design of each square of the gnd.
Bur as the viewer moves farther away,
the design of the individual squares
of the composition dissolves, and the
sitrer’s features emerge with preater
and grearer clarity,

In an interview conducted by
art critic Lisa Lyons for an essay that
appears in the book Chuck Close,
published by Rizzoli International
in 1987, Close describes his working
method in Stanley at some length,
comparing his technique to, of all
things, the pame of polf:

Golf is the only sport in which vou
move from the general to the spe-
cific. In the beginning when vou
tiake your first shot, vou can't even
see the pin. And m a matter of three
or four strokes, vou're supposed to
be in the cup, a very small, specific

il on canvas, 108 x84 in The Solomon
B. Guggenheim Museum, New York
Purchased with funds contnbuted by Mr
and Mrs. Barne M, Damson, 1981, 812839

Phiotograph by, Déed Heald Cowrtésy The Pace
Gallery. FR 2835

Fig. 6-35 Chuck Close, Stanizy (large
varsion), 1980-81, detail n

Fig. 6-36 Chuck Close, Stanley
{large wersion}, 1980-81.

il on canvas, 108 « B4 in. The
Selomen R. Guggenheim Museum,
Mew York. Purchased with tunds
contributed by Mr and Mrs Barrie M
Darmson, 1981, 812837

Photogragh by L Heald, Courssy Tha P
Galbary, FH 2837

place a very long wavs away.
I chought of the gridded canvas as
a golf couwrse, and each square of
the grid as a par-four hale, Then
just o complicate things and make
the game more interesting, | teed
off m the opposite direction of the
pin, For example, [ knew that the
color of the skin was going to be m
the orange family, so | started oue
by putting down a thin wash of
blue, green, or purple—something
very different from what the fimal
color would be. The second color
then had to po miles to alter the
first one. So for this big correctmp
stroke, | chose a hue that moved
me into the generic color family
I showdd have been aimimg for. Now
[ had moved meo ovange, but ic was
too vellow, so m the middle of chat
stroke, | put dounm a gob of red to
move mto a reddish orange, Then |
was at the equivalent of being “on
the green” and hopefully quite close
to the cup. But the color was sull
much too bright. So the final stroke was a linle dot of
blue, the complementary color, which -:th.in;tﬂ_ﬂf mixed
with the ovange and lowered its mtensity, dropping it
down 1o an orangish broum. | was in the cup.

[z was possible] o have a birdie—to come in a
stroke early. Tt was even possible o have an eaple—
to come in two [strokes] under par. Of conrse, it was
also egually possible 1o have a bogie or a dowble bosie
[eme or two strokes over par], and even get mived in
some aesthetic sandirap, just makmg serokes and get-
ting nowhere at all.

Close’s “game” with color is exacting and de-
manding, requiring a knowledge of the optical ef-
fects of color mixing that is virtually unparalleled
in the history of art. He is able to achieve, in his
work, two seemingly contradictory goals at once,
On the one hand, his work is fully representational.
On the other, it is fully abstract, even nonobjective,
in 1ts purely formal interest in color. Close has it
both ways.



THE CREATIVE PROCESS

Jackson Pollock’s No. 29, 1950

While not as karge as Monet's paintings at the Orangerie,
Jackson Pollock's works are still large enough to enpulf
the viewer. The eye travels in what one critic has called
“walactic” space, following first one line, then another,
unable 1o locate itsell of to complete its visual circuit
through the web of paint. Work such as this has been
labeled * Action Painting,” not only because it prompis
the viewer to become actively engaged with it, burt
also because the lines that trace themselves out across
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Fig. 714 Hans Namuth, Jackson Pollock painting Autumn
Rhythm. 1950

Gelatin silver print, Center for Creative Photography
Tucson

Photegraph by Hens fNamuth

the sweep of the painting seem to chart the path of
Pollock’s own motions as he stood over it. The drips and
sweeps of pamt record his action as a painter and docu-
ment it, a fact captured by Hans Namuth in QOctober
of 1950 in a famous series of photographs (Fig. 7-14) of
Pollock at work on the painting Autumn Rhythm, and
then in two films, one shot in black and white and the
other in color. An excerpt from the black-and-white
film can be viewed on myartslab.com. Ir shows Pollock
hirst creating a linear network of black lines
by dripping paint with a small brush over
an entire canvas, and then overlaying that
web of lines with white paint dripped from
a much larger brush. The second, color
film was shot from below through a sheet
of glass on which Pollock was painting,
vividly capturing the motion embodied
in Pollock's work. The resulting work,
No. 29, 1950 (Pig. 7415), was completed
over the course of five autumn weekends,
with Namuth filming the entire event.
After a false start on the painting, which
Pollock wiped out in front of the camera, he
created a collage web of paint, containing
pebbles, shells, sand, sections of wire mesh,
marbles, and pieces of colored plastic.

Namuth'’s photographs and hlms teach
us much abour Pollock's working methad.
Pollock longed o be completely involved
in the process of painting. He wanted to
become wholly absorbed in the work. As
he had written in a short article called
“My Painting," published in 1947, “When
[ am in my painting, I'm not aware of what
I'm doing . . . the painting has a life of its
own. | oy to let it come through. It is only
when | lose contact with the painting thar
the resule is a mess, Otherwise there is
pure harmony, an easy give and take, and
the painting comes out well."

In Namuth’s photographs and filins, we
witness Pollock's absorption in the work,
We see the immediacy of his gesture as
he flings paint, moving around the work,
the paine tracing his path. He worked on
the floor, in fact, in onder wo heighten his sense
of being in the work. “T usually paint on the

Fig. 715 Jackson Pollock (American, 1912-1958), No. 2%, 1950, 1950

Oil, expanded steel, string, glass, and pebbles on glass, 48 % 72 in. National Gallery of Canada, Ottawa. Purchased 1968
G 2N 7 Tea Pollock- Erasnor Founsatormdar sty Fighis Socaty (ARSE Mow York

q | View the Closer Look for Actumn fhythm on myartslab.com

floor,” he says in Namuth's film. “I feel more ar home,
more at ease in a big area, having a canvas on the floor,
I feel nearer, more a part of a painting. This way | can
walk around it, work from all four sides and be in the
painting.” We also see in Namuth’s images something
of the speed with which Pollock worked. According
to Namuth, when Pollock was painting, "his move-
ments, slow at first, gradually became faster and more
dancelike.” In facr, the traceries of line on the canvas
are like choreographies, complex charts of a dancer’s
movement. In Pollock’s words, the paintings are

ki T Ly |!.'||! Moem
made visible

memories arrested in shace.

Namuth was disturbed by the lack of sharp-
ness and the blurred character in some of his pho-
tographs, and he did not show them to Pollock. *1r
was not until years later,” Namuth admiteed, “tha
I understood how exciting these photographs re-
ally were.™ At the time, though, his inability o
capture all of Pollock's movement led him o the
idea of making a film. “Pollock’s method of painting
sugpested a moving picture,” he would recall, “the
dance around the canvas, the continuous move-
ment, the drama.™



There is perhaps no better evidence of the psy-
chological impact that a change in intensity can make
than to look at the newly restored frescoes of the
Sistine Chapel at the Vatican in Rome, painted by
Michelangelo between 1508 and 1512 (Figs. 6-27 and
&-28). Restorers have discovered thar the dull, somber
hues always associated with Michelangelo were not
the result of his palette, tha is, the range of colors he
preferred to use, but rather of centuries of accumulated

B

f

dust, smoke, grease, and vamishes made of animal glue
that were painted over the ceiling by earlier restor-
ers. The colors are in fact much more saturated and
intense than anvone had previously supposed. Some
experts find them so intense that they seem, beside
the golden tones of the unrestored surface, almost
garish. As a result, there has been some debate abour
the merits of the cleaning. But, in the words of one
observer: “It's not a controversy. It's culture shock."

Fig. 6-27 Michelangelo, The Creation of Adam (unrestored), ceiling of the Sistine Chapel, 150812
Fresco. The Vatican, Rome

Fig. 6-28 Michelangelo, The Creation of Adam [restored), ceiling of the Sistine Chapel, 1508-12

Fresco. The Vatican, Rome

Tk V£l Tha At al iy SEE .ﬂ.rt .-1I":I'_| Hl!‘_l.}l':,-‘
on myartslab.com



.* Explore the architec-
ural panorama of the
Sistine Chapel ceiling on
myartslab. com

Fig. 11-10 Michelangelo
Buonarroti, The Libyan
S-EF__r‘-', i 5-' 14 :Z..

Fresco, detail of the Sistine
Ceiling, Sistine Chapel,
Vatican City
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Fig. 11-22 Winslow Homer (1836-1910), A Wall, Nassau, 1898
Watercolor and pencil on paper, 14% X214 in. The Metropolitan Museum of Art, New York, NY, U 5 A Amelia 8. Lazarus Fund,

1910 {10.228.20)
Thinking Thematically: See Art, Politics, and Community on myartslab.com

<& | Watch a video about watercolor on myartslab.com
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Fig. 71 Alexander Calder, Untitled, 1977
Aluminum and steel, overall: 29 ft. 114sin. < 75 ft. 11%8 in ; gross weight: 920 Ib. National Gallery of Art,
Washington, D.C. Gitt of the Collectors Committee. 19//.76.1



Fig. 13-1 Richard Serra, The Matter of Tir

Installation of seven sculptures, weatherproof steel, varying dmensions. Guggenheim Bilbao Museoa, GBM19%6-2005
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PUBLIC SCULPTURE

To value are for art's sake is to value it as an aes-
thetic object, to value the beauty of its forms
rather than its funcrional pracricality or its im-
pact on social life, The NEA assummed, however,
that teaching people to appreciate art would
enhance the social life of the nation. Public art,
the Endowment believed, would make everyone's
lives better by making the plﬂc:ﬁ in which we live
more beautiful, or at least more interesting. The
public sculpture considered in this section tests
this hypothesis.

Richard Serra’s controversial Tilted Arc
(Fig. 3-11) was received far less enthusiasti-
cally than Calder's Grand Vitesse. When it was
originally installed in 1981 on Federal Plaza
in Lower Manhattan, there was only a minor
flurry of negative reaction. However, beginning
in March 1985, William Diamond, newly ap-
pointed Regional Administrator of the General
Services Administration, which had originally
commissioned the piece, began an active cam-
paign to have it removed. At the time, nearly
everyone believed thar the vast majority of
peaple working in the Federal Plaza complex
despised the work. In fact, of the approximately
12,000 employees in the complex, only 3,791 signed
the petition o have it removed, while nearly as
many—3,763—signed a petition to save it Yet the
public perception was that the piece was “a scar on
the plaza” and “an arrogant, nose-thumbing ges-
ture,” in the words of one observer. Selections from
the testimony at a hearing to have the sculpture re-
moved, including Serra’s own defense of the piece,
are included in an excerpt from the video The Tral

et '.iﬁr'
Fig. 3-11 Richard Serra, Tilted Arc, 1981

Cor-Ten steel, 12 ft x 120t x2'/2 in. Installed, Federal
Plaza, New York City. Destroyed by the LS. government
March 15, 1989,

© 2012 Ruchasd Sorra £ Amists Rights Sociaty (AR, Now York

& {Watch a video about the Tilted Arc
trial onmyartslab.com






Touch™ are so necessary: If, for
example, every visitor to the
Vatican in Rome had touched
the marble body of Chirist in Mi-
chelangelo’s Pieta (Fig. 7-2), the
rounded, sculptural forms would
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Fieta on myarsiab. com

BN Fig. 7-2 Michelangelo, Fietd, 150
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Fig. 13-6 Giami
Capture of the 5a
completed 1583
Marble, height 13
Lﬂggra dl:'l Lanai,

Fig. 13-5 Giambologna,
Capture of the Sabine Women,
completed 1583

Marble, height 13 ft_ & in. Loggia
dei Lanzi, Florence
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WHhEre Citizens coutd enory with the
burghers’ sacrifice and make their her-
oism at least potentially their own.
In her Variability and Repetition
of Similar Forms, 11 (Fig. 13-20),
Nancy Graves pays homage to
Rodin's Burghers. The work con-
sists of 36 leg bones, modeled
after life-size camel bones

and arranped across a large,
flat base. Each leg appears
unigque, but, in fact, each

ﬁg. 13-21 Luis Jiménez, Howl 1984,

Fiberglass and acrylic urethane, 60 X 29 X 29 in. Spencer
Museum of Art at the UI1|'.-'1:*'.-I1:,' of Kansas. Museum
purchase, Y3 282



Fig. 13-15 Robert Arneson, Case of Bortles,
]

Glazed ceramic {stoneware} and glass, 10/ X 22
< 15 i, Collection of the Santa Barbara Museum
ol Art, Gilt of Mr. and M, Stanley Sheinbaum

| "-'q,."'"_. s Aclirna G l'.-_H-'-' o ik A '-E tate el

MY

G4, Mew York,

Riochest ArmesoniLicensed by WA



Fig. 8-20 Claes Oldenburg
and Coosje van Bruggen,
Spoonbridge and Cherry
1895-1988

Aluminum, Stainless Stell, paint
J54° K&1B" X 162" . Collection
Walkar Art Centar, Minneapolis
Gift of Frederick R Weisman in
honor of his parents, William
and Mary Weisman, 1788
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| Stainless steel, 33 Rt <46 ft. X 42 ft. Millennium Park, Chicago. Courtesy City of Chicago and Gladstone Gallery

& Anish Eapoo
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Fig. 13-35 Robert Smithson, Spiral Jetty, April 1970
Great Salt Lake, Utah. Black rock, salt crystals, earth, red water (algae). 3/ 0t X 15§t 1,500 f

Courtewy Jamas Cohan Galleny, o Yok Collacton: DUA Cantad fod ths arte Néw York, Photo; Ganlraneo Gonoe. At
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THINKING BACK

How does relief sculpture differ from

sculprure-in-the-round?

Relief sculpture has three-dimensional depth bur is
attached 1o a surface, and it is typically meant o be
seen frontally. Sculpture-in-the-round, by conrrast,
is unattached to any surfaces, and it is oypically
meant to be viewed from all sides. How does low
relief differ from high relief!? What is a frieze!?

How do subtractive processes differ from additive
processes?

Il'l. 5l|£‘l|.l'.ill:1.|1'L" pr-.':n::u_'!-;-aus, |.|1L' SCUIrll.I'.:I[ .I:‘N_'E"jl'l!'i- “.'I.T.I.'I
a larger mass and removes material to achieve
the final result. In additive processes, by contrast,
t]"li..." "H:LI.IP“'I-T hl.l!ll,.'lf-i |I1L' l’r'{'lrl':., HI,JLELHE I fl.!rlfll Lo
achieve the final result. How are santos created?
What role does a kiln play in ceramics!?

e Study ant review on myartslab.com

What is involved in casting processes?

Casting is a replacement process. It mvolves the
creation of a form (often made using modeling),
then building a mold around the form and pouring
a material mto the mold, which dries in the form
of the original form. The poured matenial is often
a molten metal, as in the lost-wax process. How is
an investment used in casting! Whart is a patinal

What is assemblage?

Assemblage s the process of bringimg individual
objects together to form a larper whole. As a

pProcess, '.i.‘i!i-l'-l'l'll'_"ll'.lf.{c is often associated with the
transformation of common materials into art. How
does Robert Gober use a combination of materials to
create meaning in Unoted? What qualities do Clyde
Cornell and Eva Hesse share in their work!?

THE CRITICAL PROCESS

Thinking about Sculpture

In 1992, the artists Christo (bom Christo Viadimirov
Javacheff in Bulgaria on June 13, 1935) and his wife,
Jeanne-Claude (French-born Jeanne-Claude Denat
de Guillebon, born the same day in 1935) announced
plans to drape nearly 6 miles of silvery, luminous fabric
panels above the Arkansas River along a 42-mile
stretch of the river between Salida and Canion City
in south-central Colorado. The fabric panels, they
proposed, would be suspended for two weeks at eight
distinct arcas of the river that were selected by the art-
ists for their aesthetic mernits and technical viability.,
As with all Christo and Jeanne-Claude projects, the
proposal met with immediate, and sustained, criticism.
What impact, environmentalists quickly retali-
ated, would the project have on bighomn sheep popu-
lations in the area! What about fish and birds! How,
people asked, could Christo and Jeanne-Claude justify
the expense—a projected $50 million that, many
arpued, could be far berter spent! Why “desecrate”
the already beauriful Arkansas River canyon! Why, in
fact, pick the Arkansas River canyon ar all!
Responding to the environmental issues, Christo
told the New York Times; “Every artist in the world
likes his or her work to make people think. Imagine
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how many people were thinking, how many profes-
sionals were thinking and writing in preparing that
environmental impact statement.” Theirs was, in
fact, the first Environmental Impact Statement ever
required of a work of art. In November of 2011,
federal reculators with the Burcau of Land Manage-
ment approved Chnisto’s plan, and it will be installed,
at the earliest, in the summer of 2015.

As for the cost: Christo funds the costs associated
with the project in their entirety through the sale of
artworks such as the two illustrated here {Fig:. 13-48
and 13-49). The project requires no public subsidy or
taxpayer support, nor does Christo accept sponsorship
ot endorsement fees.

Why the Arkansas River! Christo and Jeanne-
Claude, who passed away in November 2011, trav-
eled 14,000 miles and visited 89 rivers in seven Rocky
Mountain states looking for the right site. The Ar-
kansas between Salida and Cafion City was chosen
tfor several reasons: the east/west orientation of the
river, which will allow the fabric panels to berrer re-
flect sunlight from morning to evening; high river
banks liuit:th]-: for the suspension of steel cables; the
fact that U.S. Route 50 runs continuously along the

Colorado, 2010

ﬂ Fig. 13-48 Christo and Jeanne-Claude, Over the River, Froject for the Arkansas River, State of

Drawing in 2 parts (detail}, pencil, charcoal, pastel, wax ¢crayon, enamel paint, wash, fabric sample,
hand-drawn topographic map and technical data, detail size: 42 X 9% in

Coaurtesy of Chotto end Jesane-Llacde.

river to facilitate viewing; the presence of
a nearby railroad that can provide essential
ACLEssS :-'II'LI.] H-I.IF"}'I-]:"P' J..II'LI;,!:"-: ;.-'I['ll.l [.a.!'lilllﬁ.’. Eﬂtl-l..ll-’
rions that allow for viewers 1o see the work
of art from the river.

Ower The River involves two different
"i'i.l'.'l'n-'j.l]j.: CXPErcnces: e rﬂ"ll'l'l t]'l.l.."‘ I'.'lll.!]f'l.-'
way, where the fabric will reflect the colors
of the sky and clouds from sunrise to sun-
set; the other at water level, where rafters,
kﬂ}'ﬂk{.’rﬁ-, E[HJ Canoeists "l'r'l].I i.‘ll_II '.-IJ."IIL" EO ViECW
the clouds, sky and mountains through the
translucent fabric. How is Ower the River,
then, similar to sculpture-in-the-round! In
what more specific ways is it similar to
Anish Kapoor's Clouwd Gate!? Obviously,
one of the ways Owver the River differs most
dramatically from Cloud Gate is its tempo-
rary, two-week display. Why do you sup-
pose Christo and Jeanne-Claude prefer
temporary installations rather than per-
manent ones! Christo and Jeanne-Claude
also enjoy the controversy that their proj-
ects inevitably generate. Why! Whart imi-
portant issues does a work like Over the
River raise other than environmental ones!

Arkansas River, State of Coalorado, 2011

Drawing in 2 parts (detall), pencil, charcoal, pastel, wax crayon, enamel
paint, aerial photograph with topographic elevations and fabrie sample,
detail size; 42 < &5in

Conirtrs o Chrsto and Jnanna-Claede

Fig. 13-49 Christo and Jeanne-Claude, Over the River, Project for the ﬂ
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