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"Exploring Humanity" Informal Assignment # 3

[ Submit Assignment

Due Jun 21 by 11:59pm Points 50 Submitting a téxt entry box

Once again, as with the first two EH assighments, refer to the "Exploring Humanity” Guidelines
Document for this "EH" assignment.

Feel free to do the following alternative informal assignment (and in so doing you can select one of
the EH assignment prompts/themes to omit from the list):

Using specific points made in TWO of the five videos listed below on the

general subject of "creativity and madness", discuss the conclusions you've drawn in
your own mind regarding this (scientific?) phenomenon after hearing experts

discuss the "fine line"” that distinguishes the two conditions and the
anecdotes/examples they provide. In other words, to pose it as a question, how do you
‘personally reconcile t_he.'.cteativity and madness question? Do you believe they are
mutually exclusive categories, or do you believe they are synonymous terms to a
certain degree? If the latter, to what degree?

Choosé two from these titles in the "media gallery™:

1. Genius or Madness: The Psychology of Cre_ativity

2. Tina Seelig: InGenius / Talks at Google

3. A Brilliant Madness: A Mathématical Genius Descent into Madness:

4, Madness Redefined: Creativity, Intelligence, and the Dark Side of the Mind

5. Johnny Depp and Lawrence Krauss: Finding the Creativity in Madness.

hitps://eagleonline hees.edu/courses/86154/assignments/1121702 6/12/2019
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"Exploring Humanity" Informal Assignment #4

’ Submit Assignment ]

Due Jun 21 by 11:59pm Points 50 Submitting a text entry box

See "Exploring Humanity" guidelines document below, as this assignment is structurally the same
as EH # 1 (the Iast.informal assignment) and-ail of the others.

__;I]__t_t_gs:Hlegmi'nq.hccs-.ed'uffacuva}'christopher.carnewhum1 301/huma-de-course-documents-
duplicates-from-canvas/exploring-humanities-informal-assignemt-guidelines/view
(https:Hlearni_n_g_._hccs.eduﬁa}cultv!chr’IstOgher.c’:arne’yihum'ﬁ301.-*hu__m'a-de_‘-course-docu_mentg';gj._l_plicatesffrorh-
canggg!ex’pioring-humgnEties~info'rmgIeassiqn'emt~quidelihesf'vié'w}_ | -

hitps://eagleonline hees.edu/courses/86154/assignments/1 121703 6/12/2019



Dr. C. Carney / Humanities 1301 - DE

“Exploring Humanities”

Informal Assignments
Guidelines

This document provides guidelines necessary for completing ALL of the “Exploring Humanities”
informal* assignments. While each of these will certainly be quite unigue and distinet from: each other in
‘your own set, and all of your assignments will certainly be unigue from all those of ‘your peers, there will
be one set of guidelines governing them. '

*Informal = not concerned with demonstrating “corveciness” of form (grammar/spelling) nor finding “correct” answers,
L. General Overview

What These Assignments Are Al About: Making Connections!

One of the greatest skills college graduates can possess, especially in the 215 century, is an ability to
construct knowledge—not just absorbing and/or regurgitating information! In this regard, college and K-
12 education could not be more different from each other, since providing regurgitated answers on standardized
tests pretty much characterizes the highest goals K-12 institutions set for studerts {thus distorting the very
concept of education and learning in the process). So, the ultimate goal of a college education is to teach
students how to teach themselves by learning how to ask themselves good questions, make uhique conrections,
state and defend original insights, and fully develop lines of thinking.

So, you might ask: how does one “construct knowledge? " While there are several factors involved with this
cognitive activity, such. as asking good questions and conducting effective research, a third factor consists of
making strong, fresh connections between ideas and/or the content under discussion! In these informal
exploratory assignments, especially because fhis is « Humanities class, making (strong) connections (and
supporting tlhem with equally strong rationale) is your primidry goal! These assignments all require plenty of
specific examples, especially since they will wnot be evaluated for correct/incorrect form or éven
“correct/incorrect” content! Rather, in addition to the development of ideas overall in these assignments, the
primaiy -basis of evaluation will be on the sefection".of your examples and the connectivity you demonstrate
between them! This means using works of art (visual, literary, performing), philo&ophies/rhe'ori'es-, historical
evenis/documents, cultures, belief systems, and famous/infamous people in history.



Again, 1 believe the academic skills Fve described above apply to all students in all classes; however, a
Humanities 1301 course—by definition and course description—is all about making connections between all
the areas listed above and then some! So, the informal “Exploring Humanities” assignments should not only be
the easiest to complete for HUMA 1301 students, but they should also be-among the most interesting because of
their eclectic-nature! '

Now, before we gét to the specific prompts at the end of this handout, read the “Content Guidelines” below and
be sure you understand how ALL three listed categories apply to ALL of the EH assignitients.

11. Content Guidelines

What do these assignments contain?

1. Book Content: Humanities Through The Arts

As youtead each specific assignment prompt in part IlI, you’ll notice that the primary source they address is
your class text. These “Exploring Humanities” assignments lose significant points, if they earn any points at
all, when students either ignore our class text or write so generally that comments could refer to any book. OR
they fail to provide plenty of specific examples from this book. Of course, vou know from the description of
these assignments in the syllabus that the last thing I want to see¢ in them is a mere retelling of the chapter
contents; SO DO NOT RETELL WHAT THE BOOK SAYS! Chapters need to be analyzed and/or
discussed critically (this means offering your 'interpretatftm- and opinions about chapter contents—not just
regurgitating them). For each assignment, you will need to select a conibination of SIX or SEVEN works of
art/specific examples from TWO or THREE CHAPTERS.



2. Time-Era Content: Stephen Hicks . . .

Stephen Hicks, Ph.D, is our resident philosopher-historian extraordinaire! Mote specifically, in his short
video clips, Dr. Hicks explains the three time-eras into which all of world history can be divided: 1. the “pre-
modern” age; 2. the “modern” age; and 3. the “post-modern” age. I’'m sure yow've either heard of or used
these specific terms in your life at some point already. If not, no worries! Dr. Hicks will get you up to speed in
his short sequential videos. Be sure to watch them in the order listed below; otherwise you will be confiised
(this is NOT the order in which they appear in the Canvas Media Gallery). Note: The total number of minutes
required to see all 9 clips is just under 1 hour,

L “What Modernism Is” — Clip 1 (5:32); Clip 2 (7:40)
2, “The Enlightenment Vision” Clip 1 (8:18); Clip 2 (6:00); Clip 3 (5:06)

-3, “Postmodern Pliilosophy: Infroduction” (3:14) + “Postimodernism’s Themes™ Clip 1 (7:57}, Clip 2 (7:06),
Clip 3 (7:33)

3. Your Choice: 1. TED Talk Video OR RSA Video (Royal Society for the Arts)

Finally, there is one more thing you’ll need to add to the mix in éach assignment: ONE VIDEQO from
either TED Tilks or the RSA that YOU SELECT on your own, and which YOU BEILIEVE applies
beautifully to your already-selected collection of examples from the class text! Hence, the TED or RSA
video you select should fit nicely into the theme/thesis for each assignment! In terms-of applying the video
to Hicks’ time era characteristics, it should simply be included with all of the other examples you selected
and discussed accordingly.

So, to recap: I hope you see how each of the four aspects to these assignments play out in your informal
“Exploring Humanities” assignments! Again: 1. The Humanities Through the Aris book is where specific
content examples are selected and applie_d to each assignment; 2. Stephen Hicks provides you with the
time era characteristics/context surrounding any/all examples you use; 3. In the same way you made
choices regarding the examples you selected from the book chapters based on your theme or thesis; the
video choice from either TED or the RSA (only 1 for each assignment) are entirely yours to. make!



ITL. Writing the Assignments

Now that you know how each informal assignment needs to contain the four comiponents just discussed,
you aré probably asking what will specifically be the focus in each assignment.

8o, here’s what you do: you are free to sclect any one of the prompts below for any informal assl nment
when it is due, provided vou do not. rhmlu,ate them and that \,ou use all of them among vour six informal
assienments! Likewise, do not duplicate any examples from the book cither. In other: words, snmply use
the course schedule (due dates) as your guide, but do not feel obllgated to follow the thematic list as it
appears below. Again, YOU DO NOT NEED TO FOLLOW THE ORDER IN WHICH THE TOPICS
ARE LISTED BELOW in chronological order. It doesn’t mattcr which prompt you select for any
particular assignment, just as 1ong as you use all of the prompts listed below and do not duplicate them.
You also need to make sure you hdave included all of the assigned book chapters through these six
informal assignments!

‘Each informal assignment should open with a statement that serves as a thesis—a “main idea” that
captures the essence of your montage!

Very Important! Each assignment needs to be 2 minimum of 1.5 pages of paragraphed writing, and cach
assignment must have the following information listed separatelv and clearly BEFORE you begin writing
the assignment:

1. The SIX or SEVEN examples you sclected from TWO to THREE different BOOK CHAPTERS
(provide the full names/titles of works or historical events you select, including page and chapter
numbers in the book AS A LIST AT THE END OF EACH _ASS_.I_G_NMENT); 2. The specific/full title of
the TED Talk or RSA video you selected; and 3. The specific time eras, according to the Hicks videos,
that apply to your selections from Sayre and the TED/RSA selections you make.

EXPLORING HUMANITY PROMPTS. (in No Parficular Order)

a. EH # ?: Human Ability to Innovate, Create, and Generate

b. EH # ?: Human Quest to Leave a Unique Legacy and/or to.be Tmmortalized
c¢. EH # ?; Human Need for Spiritual Transcendence Beyond this World/Life
d. EH # ?: Human Appre_cia{icn for Beauty/Aesthetic

e. EH # 7: Human Identification with Tragedy (Empathy) and Pathos

£, EH # ?: Human Desire for Love, Companionship, and Eros

g. EH # ?: Human Lust for Power and Influence

h. EH # ?: Human Capacity to Reinvent, Reconstruct, and/or Re-imagine New Realities



-of taste are not disputable” can be credited with making many of us feel righteous
about-our own taste. What the saying means is-that there is no accounting for what
people like in the arts, for beauty is in the eye of the beholder, Thus, theré is no usein

us can and should be educated about the arts and should learn to respond to as wide
a variety of the afts as possible: from jazz to sting quattets, from Charlie Chaplin to
Steven Spielberg, from Lewis Carxoll to T. S; Eliot, from folk art to Picasso, Most of
us defend our taste because anyone wha challenges it challenges our deep feelings.
Anyone who tries to change our responses to arf is really trying to-get inside our
minds. If we fail to understand its purpose, this kind of persuasion naturally arouses
resistance, _

For us, the study of the arts penetrates beyon‘d facts to the values thatevoke our
feelings—the way a.succession of Eric Clapton’s'guitar chords playing the blues can
be electrifying, or-the way song Iyrics can give us a chill. Tn other words, we want
to go beyond the facts about a work of art ard get to the values revealed in the
work: How many times have we found ourselves liking something that, months
or years before, we could not stand? And how often do we find -ourselves. now
disliking what we- previously judged a masterpiece? Generally we can'say the work
of art remains the same. Tt is we who change. We learn to recognize the values.
Hluminated in such works as well as to understand the ways they are expressed,
Such development is the meaning 6f ‘education” in the sénsein which we have
been using the term. '

BEspoNSES TO AT

Qur responses to art .usually invelve processes so complex that they car never be

) fully tracked down or analyzed. At first they can only be hinted at when we talit
- about them, However, further education in the arts permits us to observe more
1 tlosely and thereby respond-more intensely to the content of the work. This is true,
n - ¥ew believe, oven with “easy” art, such as exceptionally beautiful works—for exam-
B fe, thuse by Giorglone (Figure 2-9), Cézanne (Figure 2-4), and O'Keeffe {Figure.
o . 412} Such gorgeous works ‘generally are résponded to with immediate satisfac-
of Hoen, What inore needs to be done? If art were only of the beautiful, textbooks such
e a8 this would never find many users. But we think more needs. io be done, even
:Z it the beautiful. We will begﬁn, however, with thriee worksthat obviously are not
shifol,

_ The Meican painter David Alfaro Siqueiros’s Echo of a Scremm (Figure 1-2) is a
j_"e_ shly emotional painting, in the sense that the work seems to demand a, strong
of tHonat response. What we see is the huge head of a baby crying and, then, as
X g from its own mouth; the baby himself. What kinds of emotions do you
ful Hrring i vourself as you look at this painting? What kinds of emotions do
e ol are expressed in the painting? Your own emotional responses—such as
rfi- ity for the child; jtritation at a destructive; mechanical society;-orany othet
ply emotion~do not sum. up the painting. However, they are an Important

besint, since Siqueiros paints in such a way as te evoke emotion, and our
?e‘;z A of the painting in¢reases as we examine the means by which this.

achievod.,

trying to educate anybne about the arts, Obv‘i_ously we disagree. We believe that all of

THE HUMANITIES:
AN.INTRODUCTION




‘CHAPTER 1

FIGURE-2

David Alfare Siqueiros, Mexican,,
18961974, Echo of a Scream.
1937.Enamel on wébd_,48'x 36
inches (121.9°X 91.4 cm). Gift of.
Edward M. M; Warburg. Museurrof
Modern Art, New York, Siqueiros,

a famous Mexican muralist, fought
during the Mexican Revolution

and possessed.a poyierful political
se_nsibﬁ_it\_r,.much of which found its,
way inte his.apt: He painted sore of
his warks in prison, hald there for
His political conwictions. In the 1930s
‘e centered his attention on the
Spanish:Civil War, represented here,

2017 Artists Rights Society {ARS), New
York/SOMAAR, Meico City. Phot
@iThe Museum of Modern Art/{icerised Hy
SCALAA Resource, NY

PERCEPTION KEY Eche of u Screant

1. What are theimiportant distortions in the painting?

2. What effect dods the distortion of the baby's head have on you?

3.'Why is the scream described as an echo? ' _ _

4. What are theobjects:on the ground around the baby? How do they relate tothe baby?
5. How does the red cloth on the baby intensify your emational response to the painting?
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CHAPTER]

etz

‘or Alzheimer’s disease,

genome;_has' identified certain genes for inherited diseases, such as breast cancer

ihat could be modified t@ protect individuals or their off-

spring. Genetic reseatch also suggests that in a few years individuals may be dble

to “design’ .{heix-c'hildren_’-s-in’ceﬂigence; pody shape, height, general appearance;
and physical ability. ' '

‘Seientists provide the tools for these choices: Their values are. centéred-in science

i that they valae the nature of thelr research and theix capacity to inake it work

\ “the impact on-humanity. of such a series of dramatic

1ash with one ariother: For gxammple, is

in a positive way- However,
changes to life brings to the forevalues that ¢
it-a-_positive--'social value for couples ta decide the sex of their offspring rather than
following nature’s OWn direction? I this case who should decide if *designing’
on_é’s'-offspring' is a positive value, the scientist of tlie himanist?
Even more profound i the questio'n-of’ cloning-a human being, Once a sheep
had been -cloned successfuily, it was clear that this science would lead directly
1o the possibility of a dloned human being. Some proponents of cloning support
the process because. we could clone'a child who has died itt infancy or clone.a ge-
nius whohas given great gifts to the world, For these people, cloning is a positive
value. For others, fhe: very thought of cloning a person is Tepugnant on the basis
of reli_gious-belief. Tor still others, the idea of human cloning is objectionable be-
cause it echoes the creation of an unnatural monster; and for-thein it is & negative
rldwide problem, local laws will have limited effect on
cloning of all sorts. The quiestion. of

value. Because fhis is a wo
establishing a clear position on the value of
the heart of the humanities; and
ous novel Fran:

how we decide on such a controversial issue i at

some observers have pointed to Mary Wollstonecralt Shelley's fam

kenstein, Or the Modern Prometheis, which in some ways enacts the conflict among

these values.
These examy

mendous impact on the

they merely make the di

les. denionstrate that the discoveries of scientists-often have tre-

values of society. Yet somé scientists have declared that
scoveries and that others—presumably po_litic:ians——mus_t.
decide how the discoveries are to be used. It is this last staternent that biings
us closest ta the importance of thie humanities. 1f many scientists believe they
cannot judge how their discoveries are to be used, then we fnust try to under-
stand why they give that responsibility t0 others. This is not 10 say that scientists
uniformly tarn such deécisions over 0 others, for many of them are humanists as
well as scientists. But the fact remains that many governments have made use
of great scientific achievements without pausing to ask the""-achinévets”' if they
approved of the way their discoveries were being used. The questions are, Who
‘decides how to grounds shonld their judgments

use such discoveries? On what
e based?

Studying the behavior of neutrinos or string theory will riot help us, get closer
to the answer, Such study is not related to the nature 'o_f--humank'ind but to the
natire of nature. What we need is a study that will get:us closer to-ourselves.
Tt should be a study that explores fhe. reaches of hurmnan feeling in velation 10
Ualiies—nbt-only_our own-indiv-‘i’dual feelings and values put also the fealings and
valizes of others. We need a study that will increase our sensitivity to ourselves;
others, and the values:in-dur"woﬂd. Tobe sensitive is 10 perceive with insight. To.

be sensitive is also to feel and believe that ﬁlﬁlgs_m‘ake a difference. Eurthérmorei.




THE HUMANITIES:
AN INTRODUCTION

FIGURET-1

Cave painting from Cha uyet Caves,
France. Discovered in 1994, the
Chauvel Caves have yielded some
of the most-astonishing examples of
prefistoric art thé world has seeh,
These aurachs may. have: lived as
riany as35,000 years ago, while the
painting itself seems a5 modern.asa
contemporary work.

‘Sfavier Truoba/MSE/Science Source .

it involves an awareness of those aspects of:values that cannot. be measured’ b
objective standards. To be sensitive is to respect the humanities, because, a_mong
other reasons, they help-develop our sensitivity to values, to what is importatit to
ui as individuals. .

There are ttumerous ways to appreach the humanities. The way we have c_hoéén

3 here is the way of the arts. One of the contentions of this book is that values are clar- 9’
v ' _ ified in enduring ways in the arts. Human beings have had the imipulse to express (_/)%
- their values since the earliest times. Ancient too]s recovered from the most recent . xru/( :
s lee Age, for example, have features designed to express an affection for beauty as ? \(-/
S, well.as to provide utility.
e The concept of progress in the arts is problematic. Who is to say whether fiie
¥ ree paintings (Figure 1-1) of 30,000 yéars ago that were discovered in present-day
© France are less excellent than the work of Picasso (Figure 1-4)? Cave paintings were
ts - probably not made as works of art to be contemplated, Getting to them in the caves
i almost always difficult, and they are very hard to see, They seem to have been
er . made for a practical purpose, such as improving the prospects for the hunt. Yet the
1e senrk reveals something about the power; grace, and beauty of all the animals it
2, mireved. These cave pamtmgs function now:as works of art. From the beginning,
to iy species instinctively had an interest in makmg revealing forms.
ad tmony the numerous ways to approach the humanities, we have chosen the way
s, 1w arfy because, as we shall try to elucidate, the arts clarify or reveal values, As
To deepen our understanding of the arts, we necessarily deepen our understanding

ues, We will study our experience with works of art as well as thevalues others



- had accomplished this, we would be inclined to-believe that it was more luck than

et it But do we admire this work the way we admire Siqueiros’s Echo of @ Scream
qare 1-21? Do we experierice. these two works in the sdine basic way?
gmpare a painting of a somewhat similar subject matter—Goya's May 3, 1808
wre 2-3). Goya chose the most terrible ‘moment, that split second. before the
y of the guns. There is no doubt that the executions will.go on., The desolate
aain pushing down from the left blocks escape, while from the right the firing
retntlessly huriches forward. The soldiers’ thick legs—planted wide apart
pamnivl-support like: sturdy pillars the blind, pressing wall formed by their
5. These are men of a military machine. Their rifles, flashing in the bleak light

thet any of these men would defy the command of their superiors. In the
night, the doomed are backed up against the mountain like animals ready
thiter. One man flings. up his arms in a gesturé of utter despair—or is it de-

e uncertainty increases the intensity of our attention. Most of the rest of
ury their faces, while a few, with eyes staring out of their sockets, glance
they cannot help seeing—the sprawling dead smeared in blood.

1 it takes only a glance or two to grasp what is presented. Undivided
fiaps, is necessary to become aware of the significarice of the event; but
sattention. In fact, to take careful rotice of all the details—such as the

skl Adams’s skill in catching the scene is even more evidént, and he risked his lifé

e ghastly lantern, thrust out as if they belonged to their bodies. It i unimag-

wtesraph uf't_he executionin Vietnam, despite itsiinmedidte and pow--

21
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WHATIS A WORK GF A

FIGURE 2-3
Fraincisco Gaya, Moy 3, 7808.1814-

“1815. Uil on canvas, 8 feet Yinches x

132 feet 4 inches. The Prada, Madrid.

“Goya's painting of Napoleanic

soldiers executing Spanish guérrillas
the day after the Madrid insurrectian,

‘portiays.the faces of the vietims, but:

1ot of the kilfers.

@topyﬂ Q—xk-uf the image Museo Nacional.
del PradofArt Resource; NY-

okt &
et

P(U\“rb
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CHAPTER 2

the photograp
we avoid such
Indéed, without 8
of what is reveale
bottom right.
see- the details individually and collec
aware of their collabor
Close examination o
the unity an
Loan has been darkened s0 as
background have been “dodge
fully vigible). The s
eye inexora
victim is also dodged out so that it appear
the head. All this '
was taker. Careful printi’n'g:helps
Yet we- are sugges
than Adams’s photograp
these corclusions on’
and the part_—to~Whole relationship
you may disagree.
pait of the funof talking aboutw
Jearn How to perceive

on the prisOner"s shirt-+cloes not add o our AWATeness of the significance of
I 1f anything, our awareness will be sharper and more productive if
1 detailed examination. Is such the case with:the Goyal? We believenot..
ustained attentiori- to the details of this WOrk, We, would miss most
d. For example; block out everything but the dark shadew at the
-_No'te how different that 'shadow appears w_l'_\eﬁ itis isolated. We must
tively, as they work together: Unless we are

the total foim.

{ the Adams phdtc)gr_ap_h reveals several efforts to increase
: “Ror example; the flak ja’ckét.o’f_ngeraI
ting details. The buildings in the
d out” (held back in -printing_sc:-mat they are not
hadows of trees onthe road have been softened s0 a8 tolead the.
ds the gun. The space around the head of the
5 that something like @ halo surrounds
& sometime-after the picture
artistic formal unity.

ation, we are not going to grasp fully

d thus the power of the print.
to remove distrac

bly to the hand that hol

as beeri done in the act of Pr
achieve the photo graph’s
ting that the Goya has a hig! er degree of perceptible unity
h, that perhaps only the Goya has artistic form. We base

cive: the fact that the paft:to-part
ger in the Goya. Now; of course;
' able. Indeed, that is
hether somethingisorisnota work of art-—we can

from one another.

what is given for us to perc
5 are much stron;

No judgmen_t.about SUCh-'-maitters- ig-indisput

PERCEPTION KEY Adams and Goya
4. How is the painting different from Adams's phiotograph in thie way the detdils
work together? '
2. Could dny detail in the painting
unity of the total design? What_abou’t the photograph?
3. Does the photograph.or the painting more_pow_erfu\!y reveal human barbarity?
4, Doyou find yourse‘lf participating rnoie with the Adams photograph ar the Goya

painting?
5. How does
prove its visual im
painting.
6, What do the' shadows ©
Compare-the-shadOWS s}

be changed or removed without weakening the

photograph im=

gs in the packground -of the |
hjtecture in the

blurring out the buildin_
the effect of the jooming arc

pact? Compare

the significance of the photod raph?

n the street add to
n the ground in the painting-.

7. Does it make any gignificant difference that tha Vietcong pris
checkered? Compare the white shirt onthe gestufing man in the painting.

g. |s the expression 00 the soldier's face, along the left edge of the photog?

a__pp_ropr'\até +o the situation? Compare the facial expressions in the.paintin'g.

9. Can these works be fairly compared when one.is i black and white ahd theot

- isin full color? Why or why not? '

10. What are some hasic differences betweer: vi

being killed and viewing a painting of such an even
qualify or disqualify either work as a work ofart?

gner's shirt s

ewing a phptqgr’aph--of'a real T
+? Does that distinction al
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FEEREN

;0]: Both Adams’s photograph (Figure 2-2} and the Goya (Figure 2-3) tend to grasp our WHATIS A WORK.QF ART?
105t attention. Iruhally for most of us, probably, the photograph has more pulling power
the than the painting, especially as the two works are illustrated here. In its setting in
st the Prade in Madrid, however, the great size of the Goya and its powerful lighting'
.\ are and color draw the eye like a magnet. But the term “participate” is more accurately
descriptive of what we are likely to be doing in our experience of the ‘painting. With
ease ‘the Goya, we must not only give but also sustain our undivided attention so that we
aeral lose our self-conscmusness—om sense of being separate, of standing apart from the
a the painiting. We participate, And only by means of participation can we come close fo
o not a full awareness of what the painting is about.
dthe Works of art are created, éxhibited, and preserved for us to perceive with not
~f the only undivided but also sustained attention. Artists; critics, and philosophers of art
-}.u.ﬁds {aestheticians) genera]ly are in agreemént.about this. Thus; if a work requires our
icture patticipation in order to tnderstand and appreciate it fully, we have an indication
ity that the work is art. Therefore—unless our analyses have been incarrect, and you
ity should satisfy yourself about this—the Goya would seem to be a work of art. Con-
& base versely, the photograph is not as obviously a work of art as the pairiting, and this
to-part v the case despite the fascinating impact of the photograph. Yet these are highly
-ourse, tentative judgments. We are far from being clear about why the Goya requires our
“that is pacticipation and the photograph may not. Until we are clear about these “whys,”
we.can the grounds for these judgments remain shaky. _ : _
Goya’s painting tends to draw us ori until, ideally, we become aware of all the de- .3/
ails and their interrelationships. For exaniple, the long, daik shadow at the bottom - T2
snderlines the line of the firing squad, and the line of the firing squad helps- Qj\,\w
vw out the shadow. Moreover, this shadow is the darkest and mast opaque part % 5
¢ paiiiting, It has a forbidding, blind, fateful quality, which in turn reinforces ) X\ﬁ({/
details urinous appearance of the firing squad. The dark shadow on the street just P\(J '
' ¥ the forearm of General Loan seems less powerful. Sustained attention or -
ing the: 1tion cannot be achieved by acts of will. The splenidid singularity of what we
neding to must fascinate and ¢ontrol us to the point that we no longer need
arity? Lgur attention. We can make up our fninds to-give out undivided attention to
e Goya | ting. Butif t_hat _somethmg lacks the pulling power that grasps our attention,

fowa L;w {,Tiirme 1-3) he;ghten your perceptmn of & pamtmg s u.nder-
vé, the power of simplicity of form, and the importance of a figure's

ert Hetrick’s “The Pillar of Fame” (Chapter 1) affect your concept
v see shovels differently; perhaps, after experiencing Shovel by Dine
o, presumably they are not works of art, But this assumes that we
m ted with these works, that we have: allowed them to work fully
‘that If the meaning or content were present, it had a chance to
weness. OF the four basic c_hstmchpn&—sub]_ect matter, artistic

tion a8




Delacroix’s are explained: “Those things which are most real are the illusions I create 29
in my paintings.” Qr Edivard Weston's. “The photographer who is an artist reveals
the essence of what lies before the lens with-such clear insight that the beholder .
may find the recreated image more real and comprehensible than the actual object.”

WHAT 1S A WORK OF ART?

k Camus: “If the world were ¢lear, art would not exist.™ Artistic forim is an econemy

7 that produces a lucidity that enables us better to urniderstand and, in turn, manage

7 our fives. Hence, the informing of a work-of art reveals a subject matter with value

1 «dimensions that go beyond the artist’s idiosyncrasies and: perversities. Whether or

3 not Goya had idiosyncrasies and perversities, he did justice to his subject matter:

o Fe revealed it, The drt of a pefiod is the revelation of the collective soul of its time.

- )

L ParTicieaTION, ARrTISTIC FORM, AND CONTENT

f_‘ Participation is the necessary condition that makes possible our _insightful percep-

1}; tion of artistic form and conterit. Unless we participate with the Goya (Figure 2-3),

o we will fail to see the power of its artistic form, We will fail to see how the details-

. work together to form a totality. We will also fail to grasp the content fully, for artis-

_ tie form and conterit are inseparable, Thus, we will have failed o gain insight into

e tlne subj_ecl: matter. We will have collecte.d just one more instance of barb_anty.__ The

of Gaya will have basically the same effect on us a5 Adams’s photograph except that it

it mav be less jmportant to us . because i_t happened long ago. But if, on the contrary,

us we have participated with the Goya, we probably will never see such thihgs as'execu-

l._1I.~ tiums in quite the same way-again. The insiglit that we have. gained will tend to refo-
sHe 415 our visionso that we will see similar subjectmatters with heightened awareness,

v . Look, for example, at ﬂ1e_ photograph by Kevin Carter (Figure 2-5), which was

e Blished in the New York Times on Maich 26, 1993, and which won the Pulitzer

ng. '

and

dis U
sed .
m (Q/*/

| Q_.\'()W"

FIGURE 2-5

Keviri Carter, Vulture and Child in
Sudan, 1993. Silver halide, Cartsy
‘saved this'thild but became so
deprassed by the rerrible tragedies
he had recorded in Sudai and South
Afrira that he committed suicide a
year after taking this.photegraph.

SKevin Carter/Sygma/Getly images




n 1994. The fortm isolates two dramatic figures. The closestis
a starving Sudanese ¢hild making her way to a feeding center. The other is a plump
ultute waiting for the child to die. This powerfuil photograph raised ahue and €y,

and the New York Times p’ublished- a comunentary explaining, that Cartet chased
“away the vidture and took the child to the feeding cexitér. Carter committed suicide

in July 1994.

Prize for photography i

© PERCEPTION KEY Adams; Goya, and Carter
1, How does our dis;u‘séion of the Adams pho’;qgraph--affectymir response to Carter's
photograph? '

2. To what extent does Carter’s photograph havé artistic form?.

3. Why are your answers to these guastions. fundamentally i'mportant.in'-determi_ning
whether Adams's photograph, Carter's photograply, Goya's painting, or-al of them
ave works of art? T '

4, Describe your experience regarding your participation with gither Adams's of
Carter's photodraph or Goya's painting. Can you measure. the intensity of your
participatian with each of them? Which work do you refiect upon. most when you

relax and are not thinking directly on the subject of art?

5. Theintensity of your veattions to the Adams and Carter photogra'phs-may-_wgil be.
stronger than the intenisity of your experience with the Goya. !f so, should that

back up the assertion that the phiotogra

phs are-works of art?

Agristic Form: Examples
form in two examples of work by an anonyraous. cartoon-
ist and Roy Lichtenstein. In the late 1950s and early 1960s, Lichtenstein bécame
interested in comic strips as subject thatter. The story goes that his two young
boys asked him o paint a Donald Duck “straight,” without the encumbrances
of art. But much moreé was involved. Born in 1973, Lichtenstein grew up before
the irvention of television. By the 1930s the comic strip had become one of the
most important of the ma'ss_'m'edia._Adve-nture,--rﬁom'ance, sentimentality, and ter
ror found expression in the stories of Tarzan, Flash Gordon, Superman, ‘Wonde
Wamen, Steve Roper, Winnie Winkle, Mickey Mouse, Dorald Duck, Batman an
Robin, and the like,

The purpose of the comic strip for its producers is strictly commercial. And be
cause of thelarge market, apremium has always been put on making the proces
of pro'ducti_on' as ingxpehsive as possi sle. And so generat’ib'n’s ‘of mostly unkno
commercial artists, going far back into the nineteenth century, developed way:
quick, cheap colot printing. They developed a technique that could turm out:
taons like the products of an assembly line. Moreover, because their market
duded: a large number of children, they developed ways of producing images i)

were immediately anderstandable arid striking, '
Lichtenstein reporis that he was attracted to the comie strip by its s
‘simplicity—the blatant primary colors, the ungainly black lines that encircle
ts of the char

shapes, ﬂle balloons that isolate the spoken words or though

Let us examine artistic




PERCEPTION KEY

Diescriptively criticize the Last Stipper. Point out every facet of form that seemis im-
ortant. Look for shapes that relate to each other, including shapes forrried by grou p-
g5 of figures. Do any shapes stand out as unigue—for example, the shapes of Christ
judas, who leans back, fourth from the left? Describe the color. rélationships.
cribe the symmetry, if any. Deéstribe how the lines tend to meet in the landscape
wi Christ’s head.

Last-Supper

narde planned the frésco so that the perspectival vanishing point would re-
he bead of Jesus, the central figure in the painting (Figure 3-2), He also used
neept of the trinity, in the number 3, as he srouped each of the disciplés in

bwo groups on eachside of the painting. Were you to’diagram them, you
sae they form the basis of triangles. The three windows in the bagk wall also
heiddea of three. The figure of Jesusis itself a perfect isosceles triangle, while
nd blue garmient centers the eve. In some paintings, this kind of archi-

anization might bé much too stati¢, but because Leonardo gathers the
iramatic poses, with facial expressions that reveal apparent emotions, the

jer

Ban. 1t seéms. that perfection—appropriate to his subject matter—was
rides simed at in creating the underlying structure of the fresco. Judas,

vhis will betray Jesus, is the fourth figure from the left; his face in
Bag back in shack, '

istracted from the formal organization while being subliminally affected

FISURE3-1

Leonardo da Vind, Last Supper.

Circa 1495-1498. Ofl and tempera

oni plaster, 15 feet 1 Vainches X

28 feet 10%: inches. Réfeﬂpr}r of
Santa Marja delle Grazfe, Mian.
Leonardo’s pdinting was one of many
on this subject, but his jsthe first

.16 represent recoguizably human
figures with understandable facial
exgressions, This is the dramatic
mament when Jesus tells his disciples
thét-one of them will betray him..

EiErich Lessing/Art Resource, MY




FIGURE 3:2

“I he Last Supperis geometrically
arranged with the single-point
vanishihg pers pective centered on the
head of Jesus. The basic prganizing
form for the figures in the painting
is the triangle. { ponardo.aimed at
geometric perfection.

@Erieh Lessing/art Resousee, NY

Detuil and Structural Relationships When we address a painting we concerno

selves both with the structivral relationships and the detail that control our vis
attention. For example, the dorminant structures il the Last Supper are the W.
rectangular table cloth contrasting with the high receding white walls that crea
the single-point vanishing perspective eénding in the head of Jesus. These dynam
lines of force imply & dramatic moment. Abyou examine the -painﬁng.and consid
the following discussion, detide whether the relationship of structural element

detail elements i_s:'_dqminant' in how you'see this painting.

When we talk about details, we are concerned with how the srmaller elemet
of the work function together. For example, in the Last Supper, we Se€ thatt
figure of Jesus-at the center is a geomeiric shape, an isosceles triangle. Withitit
painting, this triangle constitutes a detail. Moreover, when exanining the P
ing for more details, we see that all the apostles aré grouped in patterns of
Fowever, their iriangular shapes.are fot as perfect as the center triangt
draw the implied triangle for any other group of three, you. will see that-it
isosceles, but somewhat misshapen. Perfection in this-painting-is regerved fi
one figure. '

Ir exarhining other details in the painting we see that the three open Wi
in the rear are details that 'repli‘eate'_the i_dea of three; echoing the three line
iriangle. The four tapestries on each wall act as b"ackgr_ound_, bui may r :
traditional “perfact” number; eight, whicl signifies the new beginning. (T
‘white keyson a plano iflustrate that idea: C—D-E—FG’—A—B-C‘)

The triangular figure of lesus, with red and blue garments, in the cente
List Supper is a dominant settling force for the eye, but it ¢ontrasts ims
with the-other triangular arrangements of the apostles. Ameng other
details are the colors of the garments of the apostles. They are paler compl




and threats to civilization. Destruction and skeletons figure in much.of QOrozco's

48
CHAPTBR , work in the 1930s. Could the content of the painting point to an apocalypse?
' - Picasso’s Guerstica (Figure 1-4) is more or less balanced with respect to detail and

structure. The detail relationships are organized into three major regions: the great

triangle-with the apex at the candle and two sides sloping down to the lower cor-

ners—and the fwo large rectangles, vertically oriented, running down along the left

_ % o ?) and right borders. Moreover, these regions are hierarchically ordered. The triangu-
(\J»\L._,p : lar region takes.precedence in both size and interest, and the left rectarigle, mainly.

! f the impasS‘ive_.bu’H (what is he doing here?), domihates

% Lp because of the fascination o
" the right rectangle, even though both are’ about the same size. Despite the complex-

" '\u rf/ ity of the detail relationships in Guernics, we gradually perceive the power of a very
(‘) v stronig, clear structure.. ' '

The basic formal element in Leonardo’s Mora Lisa (Figure 1-5) is the:isosceles
triangle, but in this portrait the roundness of the three poirits of the triangle soften -
the iinpa‘tt of the form. We are drawn to the hands, which are crossed in such a way
as to create an “upside down” triangle with the elbows and the other points: The -

flesh of her neckand bosom creates ariother triangle, while her oval face dominate
the composition. Naturally her siriile has ‘been an -erigma because it implies an
undérstanding between the painter and the model. Its enigmatic quality is echoe:
slightly by the strange landscapes in the background—they carefully avoid any sta
ble géometric-figure as a way of contrast: Refurn to the discussion of this painting in
“Experiencing: The Mona Lisa” in Chapter 1-and consider the descriptive critici

offered there.

" PERCEPTION KEY Detail and Siructural Dominance

1. In the Lost Supper, do you find-that detail or'structural relationskiips dominate-
are equal? Which analysis, of structure ordetail, yields the most understandin
the painting's content?

2 Whether detall or structural relationships dominate—or are equal-—ofte
ies widely from work o work. Compare PollocK’s The Flame, Picasso’s Gl

(Figure 1-4),and Leonarda’s Mona Lisa (Figure 1-5). In which painting or pai

if any, do detail relationships dominate? Structural refationships?.

Indevpretive Critieism

Interpretive criticism explicates the content of 2 work of art. It helps us u
stand how form transforms subject matter inte content: what has been &
about some subject matter and how that hias been accomplished, The cor
any work of art-will become clearer when the structure is petceived in rel;
the details and regions. The Le Corbusier and Sullivan examples (Figure

3-5) demonstrate that the same principle holds for architecture as for pairiti
subject matter of a building—or at least an important componént of it—i

ally the practical function the building serves. We have no difficulty tell
of these buildings was reant to Servé as a bank and which was meant i

a church.,




sider

nts or olors of red, blue, and ochre, competing with the dominant darkness of the rear
“alt and the tapestries on'the Jeft and right walls. Observing the apostles's colored

mients rements and their less than equilateral triangular grouping is important for inter-

at thi reting their relationship tothe main figurein the painting and its:mdin dramatic

in this ot

acxson Pollock’s The Flarie (Figure 3-3), the: details of the flames, in tlie briliant
w vrange-whites, and the deep contrasts in the blacks of the composition, are
sorous that on firstinspection it is difficult to see the forms that begin to appear.
i not know the name of the painting, we might have 1o idea whether some-
3 i buing represented or if the painting is an example of abstraction, a style for
1 Pulinck was usually known. But closer examination shows the formal order in
enter of the painting, creating'a triangular structure controlied by the angular
ex rising to';rhe:tqp center. The central flame in orange-white seems to rise
1 angular forms-in white (possibly parts-of 4 skeleton?) that angle down ixi
dle, the base for the central flames, AJJ the detailed _shapes. angle tpward; as
ot fire to do. The subject matter of the paintirig is flame, but the intensity of
and the potver of the contrasts of black, white, and red reveal an energy in
ediatéld ethal sugrests som'e_fhmg-di'eadﬁa_l. If thiis were a painti'ng'ﬁiade"m-ﬂie Mid-
i e would assume-it an allusion to the pits of hell. However, Pollock was

. FIGURE 3-3

o Jacksdin Polleck, The Flamea (1934—
1938). Oll on canvas mounted on
fiberboard, 20% % 30inches {51.1
76.2 erm). Enid A Haupt Fund, The
Metfropolitan Museam of Art, New’
York, MY,
L2017 The lf’qllock-I{r'asner Fnunda_sliunj ’
Arligts Rights Suctety (ARS}, New York.
Photo: ©Fihe-Art Ihages/agefotostock:



