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Artistic Innovations 
in Fifteenth-Century 

Northern Europe 

HE GREAT CATHEDRALS OF EUROPE'S GOTHIC ERA-THE PRODUCTS OF 

collaboration among churchmen, rulers, and the laity-were mostly 

completed by 1400. As monuments of Christian faith, they exemplify 

the medieval outlook. But cathedrals are also monuments of cities, 

ere major social and economic changes would set the stage for the modern world. 

e fourteenth century came to an end, the medieval agrari­

- nomy was giving way to an economy based on manufac-

-5 and trade, activities that took place in urban centers. A 

' h ift accompanied this economic change. Many city 

~rs belonged to the middle dass, whose upper ranks 

_ ed literacy, leisure, and disposible income. With these 

tages, the middle classes gained greater social influence 

~ .::ul tural significance than they had wielded in the Middle 

w hen the clergy and aristocracy had dominated. This 

ormation had a profound effect on European culture, 

uding the development of the visual arts. 

C ities such as Paris, London, Prague, Bruges, Barcelona, 

- Basel were home to artisans, dayworkers, and merchants as 

as aristocrats. Urban economies based more on money and 

es than landed wealth required bankers, lawyers, and 

epreneurs. Investors seeking new products and markets 

_ ou raged technological innovations, such as the printing 

s, an invention that would change the world. Trade put 

ore liquid wealth into the hands of merchants and artisans, 

-ho were emboldened to seek more autonomy from the tradi-

- nal aristocracy, who sought to maintain the feudal status quo. 

Two of the most far-reaching changes concerned increased 

·re racy and changes in religious expression. During the four-

Detail of figure 14.17, Rogier van der Weyden, Descent ji-om the Cross 

teenth century, the removal of the papacy to Avignon and the 

election of two popes created a schism in the Church that ended 

in 1417. But the damage had already been clone. Lacking confi­

dence in the institutional Church, many lay people turned to 

religious movements that encouraged them to read sacred texts 

on their own, to meditate on Scripture, and to seek a personal 

relationship with God. One such movement was called the 

Modern Devotion, but mendicant friars and other clerics also 

encouraged this new lay piety. The Church was not wholly 

comfortable with this phenomenon, but it took hold nonethe­

less. These religious impulses and increasing literacy resulted 

in a demand for books in vernacular (local) languages, includ­

ing translations of Scripture. The printing press made books 

more available, further stimulating the development and 

spread ofknowledge. 

In the political sphere, changes were shaping the modern 

boundaries of European nations. The Hundred Years' War 

between France and England finally ended in 1453. This 

allowed the French monarchy to recover, but civil war kept 

England politically unstable until late in the fifteenth century. 

French kings, however, had to contend with their Burgundian 

cousins, who controlled the trading hub of Northern Europe, 

the rich lands of Flanders in the Southern Netherlands (pre­

sent-day Belgium) and the Northern Netherlands (present-day 

Holland). Indeed, Duke Philip the- Good of Burgundy, 

(r. 1419- 1467) was one of the most powerful men of the century. 
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'his rernoves the therne frorn a strict narrative context and 

1akes the painting function as an irnage of devotion similar to 

1e Roettgen Pietd (fig. 12.56), though the precise detail of the 

gures and the landscape derive frorn Flemish rnodels. In con­

ast to the cool rationality ofFouquet, Berrnejo's wo rk is high­

emotional and expressive. 

~entral Europe 
-inked by trade and political ties to the Netherlands, artists 

rrd patrons in Central Europe were also receptive to the new 

yle, especially in cities along the Rhine (see rnap 14.1). One 

1ch artist, Conrad Witz (1400/10-1445/46) became a citi zen 

f Basel, Switzerl and, and a rnaster in the city's gu ild of 

ainters at just ehe moment that the Church's Counci l of 

sei concluded. This Church council, or synod, had rnet 

rn rn 1431 to 1434 to debate whether the pope alone or coun­

ils of bishops had the right to deterrnine doctrine. These 

ontroversial issues inforrn the paintings Witz made in 1444 

fo r the bishop ofGeneva, which were destined fo r the Cathe­

dral of Saint Peter. 

The panels rep resent scenes frorn the life of Saint Peter, 

including The Miraculous Draught of Fishes (fig. 14.28). The 

painting depicts Christ calling Saint Peter to walk across the 

Sea of Galil ee to join hirn. The solidly rnodeled figure of Christ 

dorninates ehe right side of the cornposition, in part because hi s 

red garment contrasts vividly with the g reen tones of the paint­

ing. Saint Peter appears twice, once in the boat among other 

apostles, who are called tobe "fish ers of men," and again sink­

ing into the waters upon which Christ seems to float. The tech­

nique and style owe much to the F lemings, but Witz devotes 

his attention eo ehe landscape. In place of ehe Sea of Gal ilee, 

Witz substitutes Lake Geneva, emphasiz ing local topography, 

such as the d istinctive mountain above Christ's head. He accu­

rately depicts every reflection on the water, so that we can see 

the bottom of the lake in the foreground and the variety of tex­

tures of the water's surface in the background. W itz places the 

events of the historical past in the setting of ehe present. Peter's 

14.28. Conrad Witz. The Miracu!ous Draught of Fishes. 1444. Oil on panel, 51 X 61" (132 X 154 cm). 
© Musee d' Art et d'Histoire, Geneva, Switzerland. 1843 .11 
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From the Contract 
for the St. Wolfgang Altarpiece 

lt took Michael Pacher ten years ( 14 71- I 48 I) to complete this elaborate 

a/tarpiece for the pilgrimage church of St. Wolfgang. The altarpiece is still in its 

original location. 

H ere is recorded the pact and contract concerning the altar at St. 

Wolfgang, concluded between the very Reverend, Reverend Bene­

dict, Abbot of Mondsee and of his monastery there, and Master Michael, 

painter of Bruneck, on St. Lucy's day of the year 1471. 

ITEM, it is first to be recorded that the altar shall be made conforming 

to the elevation and design which the painter has brought to us at Mond­

see, and to its exact measurements. 

ITEM, the predella shrine shall be guilded on the inside and it shall show 

Mary seated with the Christ Child,Joseph, and the Three Kings with their 

gifts; and if these should not completely fill the predella shrine he shall 

make more figures or armored men, all gilt. 

ITEM, the main shrine shall show the Coronation of Mary with angels 

and gilt drapery-the most precious and the best he can make. 

sinking into the water, suggesting hi s need for assistance , may 

be evidence of the bishop's support of the Council 's role to 

advise the pope. 

AN ALTARPIECE IN ITS ORIGINAL SETTING Witz's 

panels were originall y the wings of an altarpiece, many of 

which had sculptures as their central elements or corpus. In 

German speaking regions, altarpieces we re usually made of 

wood, often !arge and intricately ca rved . Protestant reformers 

in the sixteenth century destroyed many sculpted religious 

images, so surviving examples are rare. The St. Wolfgang Altar­

piece (fig. 14.29) by the Tyrolean sculptor and painter Michael 

Pacher (ca. 1435-1498) is impressive both because of its scale 

and because it remains in its original setting. 

The surviving contract between the abbot who commis­

sioned it ; nd the painter specifies both the subject matter and 

the quality of the materials and workmanship (see Primary 

Soui-ce, above). This was the normal pattern for contracts given 

to artists fo r expensive projects in the period. 

Much as Jan van Eyck d id in the G hent Altarpiece, Pacher 

creates a vision of heaven: The corpus depicts the Coron ation 

of the Virgin as Queen of H eaven flank ed by the patron saints 

of thc monastery. Carved of soft wood that permits the sculp­

tor to crea te deep folds and sharp edges, the lavishly gilt and 

colored fo rms make a dazzling spectacle as they emerge from 

the shadows under Flamboyant G othic canopies. The fi gures 

and setting in the central panel seem to melt into a pattern of 

twisting lines that permits only the heads to stand out as sepa­

rate elements. 

The complexity and surface ornam entation that dominates 

the coipus contrast w ith the paintings of scenes from the life of 

the Virgin on the interior of the wings. H ere the arti st repre-

ITEM, on one side St. Wolfgang with mitre, crozier, church, and hatchet; 

on the other St. Benedict with cap, crozjer, and a tumbler, entirely gilded 

and silvered where needed. 

ITEM, to the sides of the altar shall stand St. Florian and St. George, fine 

armored men, silvered and gilded where needed. 

ITEM, the inner wings of the altar shall be provided with good paintings, 

the panels gilded and equipped with gables and pinnacles, representing 

four subjects, one each .. .. 

ITEM, the outer wings-when the altar is closed-shall be done with 

good pigments and with gold added to the colors; the subject from the 

life of St. Wolfgang .... 

ITEM, at St. Wolfgang, while he completes and sets up the altar, we shall 

provide his meals and drink, and also the iron werk necessary for settin5 

up the altar, as weil as help with loading wherever necessary. 

ITEM, the contract is made for the sum of one thousand two hundrec 

Hungarian guilders or ducats . . .. 

ITEM, if the altar is either not worth this sum or of higher value, a 

there should be some difference of opinion between us , both parties sh­

appoint equal numbers of experts to decide the matter. 

SOU RCE: NORTHERN RENAIS SANCE ART 1400-/600: SOURCES AND DOCUME NTS, ED. WOLFGANG 

STE C HOW. (EVAN STON, IL: NORT HW ESTE RN U N IVERS ITY PRESS, 198 9) 

sents !arge figures, strongly modeled by clear ligh t, and he suu­

gests a deep space fo r them. H e takes a viewer's va ntage poio­

into account, so that the upper panels are represented as if see 

from below. This kind of perspecti ve must have been inspi r 

by developments in contempora ry I talian painting. Pache­

almost certainly crossed the Alps and visited northern Ital_-. 

where some of his works were commissioned, so he ha 

lea rn ed to use the new technique fo r projecting space. (Com­

pare his perspective to Mantegna's in figure 15.53 .) This per­

specti ve appears onl y in the wings, however, where scenes fro 

the past are set into spaces that look like the Austrian presen 

The interior of the temple where the circumcision takes place. 

for example, has a vault much like ones in late Gothic church­

es. Pacher makes the historical scenes in the wings much m ore 

down to earth than the spectacle of heaven in the center. 

PRINTING AND THE GRAPHIC ARTS 

Along with the new techniques of painting, fifteenth -cen tu _ 

Europe saw the development of a new medium : printmak inu. 

The invention of movable type and the printed page woul 

have enormous consequences for Western civili zation. Tradi­

Liu11 has credited Johann Gutenberg (ca. 1397-1468) wi 

inventing movable type, but the roots of printing actually lie in 

the ancient N ear East 5,000 years ago. The Sumeri ans were the 
earliest "printers," fo r their relief impressions on clay, from 

stone seals, were carved with both pictures and inscription. 

(fig. 2. 11). From Mesopotamia the use of seals spread to India 

and eventually to China. The Chinese applied ink to their seaJ 

in orde r to impress them on wood or silk, and in the second 

century CE they in vented paper. By the ninth century they were 

printing pictures and books from wooden blocks ca rved in 
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14.29. Michael Pacher. St. Wolfgang Altaipiece. 1471 - 1481. Carved wood, figures about li fes ize; wings, oil on panel. 
Church of St. Wolfgang, Austria 
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Printmaking 

P rintmaking is a technique for making multiple copies of the same 

image. In the fifteenth century, most prints used dark black ink on 

paper (though some are printed on parchment). Printmakers used one of 

several techniques to make these images; the two broad categories are 

relief prints (in which the lines to be printed are 

raised from the block) and intaglio (in which the 

lines to be printed are cut into a plate). Designs (and 

text) will print as reversed images as they are trans- -

ferred to the paper by the force of a press. By 1500, 

printing technology allowed for the reproduction of 

pictures by several methods, all developed at the 

same time as the printing of type. 

not for small ones, and the technique proved cumbersome for printi =­

long texts such as the Bible. By 1450 this problem had been solvec 

through the introduction of metal type cast from molds, and the stage 

was set for book production as it was practiced until the late twentieth 

century. Because the text was carved in relief, it became apparent that 

accompanying pictures should be carved in relief as weil, so that an entire 

page could be printed with one run of the press over the matrix-or 

form-which held all the information to be printed. 

ENGRAVING The technique of engraving-embell­

ishing metal surfaces with incised pictures-had devel­

oped in Classical antiquity (see fig. 6.20) and continuec 

- to be practiced throughout the Middle Ages (see 

WOODCUT In a woodcut the design is cut into a 

wood block so that raised ridges will print. The thin­

ner the ridges are, the more difficult they are to 

carve, so specialists took over this phase of the 

work. Early woodcuts often include inscriptions, but 
D etail of Schonga uer's 

fig. 10.2). Goldsmiths and designers of armor, in partic­

ular, were experts in incising designs on metal surfaces.. 

These skills allowed goldsmiths to engrave a plate that 

could serve as the matrix for a paper print. Because 

the lines themselves were incised into the plate, mona 

linear information could be included in the design. In ar; 

engraving, lines are V-shaped grooves cut with a spec~ 

tool, called a burin, into a metal plate, usually coppe.-

which is relatively soft and easy to work with. lnk · 

forced into the grooves made by the burin, the plate · 

to carve lines of text backward in relief on a wood­

en block must have been risky-a single slip could 
The Temptation of St. Anthony. 
Eng raving, see fig. 14.32 

ruin an entire page. lt is little wonder, then, that 

printers soon had the idea of putting each letter on its own small block. 

Wooden movable type carved by hand worked weil for large letters but 

relief, and 200 years la te r, they d eveloped movable type. Som e 

of the products of C hinese printing may have reached the 

m edieval West-perhaps throug h Islamic intermediaries. 

The technigue of m a nufacturing paper, too, came to 

E urope from contact w ith Islamic regions, though it gained 

g round as a cheap altern ati ve to parchment very slowly. While 

printing on wood blocks w as known in the late Middle Ages, it 

was used only for ornamental patte rns on cloth. All the m ore 

as tonishing, then, is th e development, over the course of a cen­

tury, of a printing techn ology capable of producing ed itions of 

several ' hundred copies of rela ti vely inexpensive books. The 

new technology guickly spread ac ross Europe, spaw ning the 

new industry of bookmaking. Printed books we re fa r less 

expen sive than hand m ade volumes, but they w ere useless to 

th ose w ho could not read. Li te racy began to rise among the 

low er classes, a conseguence that would have profound effects 

o n W estern civilization. T o compete with illuminated m anu­

scripts, printed books included printed images, which we re 

often hand colored to imita te the m ore expensi ve manuscripts. 

Ultimately, the printed book almost completely replaced the 

illuminated manuscript. 

The pictorial and th e lite ra ry aspects of printing were close­

ly linked from the start. The practice of inking pictori al d esig ns 

ca rved on wooden blocks a nd th en printing those d esig ns on 

paper began in Europe la te in th e fourteenth century. E a rly 

surviving examples of such p rints, called woodcuts, come from 

France, the Netherlands, a nd Germany. The d esign s we re 
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wiped clean of excess ink, and a damp sheet of paper · 

placed on top of the inked plate; the force of a press tranfers the ink­

and the design-to the paper. 

14.30. Buxheim Sa int Christopher. 1423. Woodcut, 113/s X 81/s" 
(2 8.8 X 20.6 cm). John Ryland s University Library. Courtesy of the 
Director and the Librari an. The John Rylands Uni versity Library 
of Manchester 



14.31 . Woodcut of St. Christophe1; deeail from ehe Annunciatio12 
by Robert Campin (?) ca. 1435. Musees Royaux de Beaux-Ares 
de Belgique. Inv. 3937 

probably furni shed by paineers or sculpeors, buL Lhe aceual carv­

ing of ehe wood blocks was clone by specialists. (For the various 

techniques of printing, for pictures as weil as books, see 

Materia lsand Techniques, fac ing page.) 

An ea rly dated exarnple of a woodcut is the Buxheim Saint 

Christopher (fig. 14.30), so ca lled because it came from a 

monastery in that south Ge rman town. T his sing le sheet, 

ha nd-colored woodcut bea rs the da te 1423 and a prayer to the 

sa in t; woodcues combining image and text li ke thi s were 

sometimes assembled into popular picture books call ed block 

books. SiJTiple, heavy li nes define the forms in the p rint, 

incl ud ing ehe fa ll of the ga rmen t around the fi gures and the 

contours of obj ects. Ve rti cal lines in parall el rows- call ed 

hatching- denote shadows or textures of objects, but the 

composition is strictl y two-d imensional, as the landscape 

forms rise along the picture plane to sur round the figures . 

According to legend, C hristopher was a giant who ferri ed 

people across a ri ver; he was surprised one day at the weight 

of a child, who turned out to be C hrist. (The sain t's nam e 

de ri ves fr om this encou nter. ) 

T he fo rms in the Buxheim Saint Christopher owe a great 

deal to late Goth ic style, but the audience for prints we re not 

ehe a ristocrats of the Middle Ages. F ifteenth -century woodcuts 

we re popular art. A single wood block yielded thousands of 

copies, to be sold for pennies apiece, so ehat for the firs t time in 

hi sto ry al most anyone could own pictures. A detail from a 

Flemish Annunciation panel of about 1435 in figu re 14.31 
reveals one use to which people put such prines. A p rin t much 

li ke the Buxheim Saint Christopher is pinned on the wall in a 

middle-class household. 

From the start, engravings appealed to a smaller and more 

sophisti cated public. T he oldest surviving exam ples, from 

about 1430, already show the influence of Flemish pain ters. 

Ea rly eng ravers were usually erained as goldsmiehs, but their 

prines reflect local painting styles. T heir fo rms are systemati ­

call y modeled wich fi ne hatched lines and often conv incingly 

fo reshortened. Distinctive styles appea r even in ehe ea rliese 

ART IN TIME 

1444-Witz's The Miraculous Draught of Fishes 

1469-Marriage of Ferdinand of Aragon and lsabella of Castile 

1486-Maximilian of Habsburg becomes Holy Roman Emperor 

1492- Muslim kingdom of Granada conquered by Spain 

engravings, and eng rave rs included iniei als and daees in eheir 

p rines. Consequently, rn any engrave rs of ehe laee fifeeeneh cen­

tury a re known eo us by name. 

Printing Centers in Colmar and Basel 
Ma rtin Schongauer of Colmar, Germany (ca. 1435/50- 1491) 

learn ed the goldsmith's craft fro m his facher, but he became a 

printmaker and a painter. He studied the paintings of Rogie r 

van der Weyden, which may have influenced the style of his 

engrav ings. Their cornplcx dcsigns, spaeial depeh , and rich eex­

tures rnake ehern competi tors to panel paintings. Som e arti sts 

found inspira tion in ehern fo r large-scale pictures. T hey were 

also copied by other printmakers. The Temptation of St. Anthony 

(fig. 14.32) is one ofSchongauer's m ost farno us works- k nown 

14.32. Martin Schongauer. The Temptation of St. Anthony . 
ca. 1480- 1490. Engraving, 11 ½ X 85/s" (29.2 X 21.8 cm). 
The Metropoli tan Museum of Art, New York Rogers Fund , 1920 
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ART IN TIME 

ca. 1250-Paper mills in Europe 

ca. 1455-Gutenberg prints Bible in Mainz, Germany 

ca. 1476-William Caxton establishes a printing press in England 

ca. 1480-Martin Schongauer's The Temptotion of St. Anthony 

and adm ired in sixteenth-century ltaly. The print represents 

the climax of Saint Anthony's resistance to the devil. U nable to 

tem pt him to sin, the devil sent demons to torment him. The 

engraving displays a wide range of tonal values, a rh ythmic 

quality of line, and the rendering of eve ry conceivable kind of 

surface- spiky, scaly, leathery, furry-achieved by varying the 

type of mark made on the plate. 

Since the time ofWitz, the Swiss city ofBasel had embraced 

the new technology for printing books to become a major center 

for publishing. A g roup of reform-minded intellectuals and 

500 PART III THE RENAISSANCE THROUGH THE ROCOCO 

authors contributed texts for publication, which graphic arti sts 

illustrated with woodcuts. One of the best sellers of the period 

was a satiric text by Sebastian Brant called the Ship of Pools, 

published in Basel in 1494. Brant's text poked fun at many of the 

ills he perceived in contemporary society, which, as the title 

impli es, he characterized as a boat piloted by Foll y. One impor­

tant theme his text addresses is contemporary dissatisfaction 

w ith the Church. Th is tide of anticlerical feeling was already 

rising when Luther's critique of the Church was posted in 151 7 

in Wittenberg (see page 632). But Brant's satirical eye also feil on 

hi s own peers, as the woodcut in fi gure 14.33 reveals. The image 

depicts a scholar in his study surrounded by books, but rather 

than read them, he holds a duster to clean them. The man· -

turne, including a hood with bells on it, identifies him as a fool. 

Compared with the Buxheim Saint Christopher, the unnamed 

artist who produced this woodcut increases the density ofhatch­

ing that implies texture and volume and attempts a spatial con­

text for the forms. The practice of coloring prints fell by the 

wayside as the medium developed its own aestheti c and appeal. 

14.33. Woodcut of Scholar in Study, 
from Sebastian Brant, Ship of Fools. 
Published Basel, 1494 



MARY 

:hat it depends on the past, the art of Northern Europe in the 

century differs profoundly from the art of previous cen­

Out of the lingering Gothic forms preferred by the aristocra­

its books and precious objects grew a new form of art in the 

of oil painting. The paintings of Robert Campin, Jan van 

and Rogier van der Weyden are exceptional not for the 

e of their raw materials, but for the skill with which each 

r records the natural world to enhance the spiritual experi­

of a viewer. The revolution in the visual arts that these artists 

eered spread all over Northern Europe and affected many dif­

media. lf we consider the fifteenth century in Northern 

pe as a period of artistic and cultural flowering with great impli­

ns for the future, then this era must be called a renaissance. 

URTLY ART: THE INTERNATIONAL GOTHIC 
-'fing out of French Gothic styles, but also incorporating stylistic features 

other parts of Europe, t he International Gothic style appealed mostly to 

rons in the royal courts. These aristocratic patrons commissioned luxury 

ucts based on the t raditions of Gothic art, but embellished with natural­

c details. Made for elite viewers, these works often have complex and eru­

= imagery. The international ties among the patrons spread the style to the 

JrtS of Europe. 

\ BAN CENTERS AND THE NEW ART 

contrast, artists in the urban centers of the Southern Netherlands devel­

:d techniques and styles to record the natural world and create religious 

1ges that spoke directly to the middle-class patrons who commissioned 

,m. In these iniages made only of wood and oil paint, sacred figures resem­

d real people, who had bodies with weight and texture and who expressed 

human emotion vividly. Portraits recorded the features of patrons with great 

accuracy. Details of settings or garments contribute to the realistic effect of 

these images, while adding symbolic meaning. 

LATE FIFTEENTH-CENTURY ART 
IN THE NETHERLANDS 
The new style of painting spread throughout the Netherlands and by 1500 

had an impact on artists working in other art forms, such as manuscripts, 

tapestries, and sculpture. Although the courts continued to prefer these luxu­

ry arts, painting increased in stature and in patronage. International merchants 

purchased paintings that depicted the patrons in close contact with sacred fig­

ures. These works expressed the piety of their patrons, but also served their 

social ambitions. 

REGIONAL RESPONSES TO THE EARLY 
NETHERLANDISH STYLE 
Artists in other regions throughout Europe adapted the technical and stylistic 

innovations of the Netherlands. The French preference for geometric order 

and clear design combined with this naturalistic style to produce somber and 

meditative images, while Spanish artists made more dramatic and express ive 

images. In Central Europe, artists extended the naturalistic style to include 

specific local Settings for sacred stories, bringing the religious lessons ever 

closer to a viewer. 

PRINTING AND THE GRAPHIC ARTS 
Born in Northern Europe, the new technology of printmaking contributed to 

the spread of these variations on Netherlandish naturalism. Early prints in 

woodcut and engraving borrowed motifs and compositions from painters, 

which they had to translate into strictly linear elements. By the end of the 

century, however, printmakers made original compositions with great skill that 

competed with the naturalism of painting. 
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Renaissance and 
Reformation in Sixteenth­
Century Northern Europe 

UROPEANS BEYOND THE ITALIAN PENINSULA CONFRONTED THE SAME 

breaks with tradition that Italians did in the sixteenth century. In addi­

tion to the religious challenge of the Reformation and the new cultural 

expressions of the Renaissance, Northern Europeans witnessed the grow-

g power of large centralized states in France, England, Spain, and the Holy 

Roman Empire, and the expansion ofEurope's economic reach 

around the globe. As Northern Europe experienced the birth 

pangs of the modern era, artists reconciled local traditions with 

these new conditions. 

The chall enge of the Reformation to the Roman Catholic 

Church would fundamentally change the map of Europe. Pro­

ponents of religious reform including Luther, Ulrich Zwingli , 

John Calvin , and others attracted many adherents, and whole 

communities, citi es, and even states were converted, fracturing 

the religious unity ofEurope. Catholic Europe faced off against 

Protestant Europc, with g reat loss of li fe . While France and 

Spain remained loyal to the Roman Catholic Church, Ger­

many, England, and the Nethe rlands were divided by religious 

sectarianism. The more radical reformed faiths deplored the 

Catholic tradition of religious images and relics and encour­

aged the destruction of images in the areas that converted to 

thei r beliefs. 

Under such conditions, artists had to find new ways to pur­

sue their craft and new markets for their products. Those mar­

kets would continue the trends established in the fifteenth 

century. A growing capitalist economy brought wealth and 

population to the cities, while landowning declined as a mea-

Detail of fi gure 18.1 7, Albrecht Dürer, The Four Horsemen of the 
Apocalypse 

sure of wealth. Manufacturing and trade grew, especially with 

the new Atlantic trade routes and colonial settlements in the 

Americas and Asia. Even as the cities increased in economic 

and social importance, increasingly authorita rian rulers assert­

ed control over their domains. 

The arts in Northern Europe responded to these pressures. 

In part because of the Protestant Reformers ' suspicion of sculp­

tural expression, the medium of painting increased in impor­

tance. As religious patronage waned, artists turned to secular 

themes, which appealed to patrons in the cities and in the 

courts. To compete on the open market, artists began to special­

ize in particular subjects or themes. The achievements of the 

Italian Renaissance also challenged Northern artists, who 

absorbed Italian compositions, ideal figure types, and admira­

ti on of antiguity. Patrons in the courts found Italian style 

particularly useful for expressing their power, as they built 

monumental palaces. Catholic rulers often used Italianate 

forms to affirm their faith. 

FRANCE: COURTLY TASTES 
FOR ITALIAN FORMS 

France was fertile grou nd for the importation of Italian 

ideas. French kings had been intervening in Italy for centuri es, 

which brought them into contact with developments in Italian 
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ART IN TIME 

15 19-Magellan begins global voyage for Spain 

1521-Conquest of Mexico by Cortes 

1563-Escorial begun 

1586-EI Greco's The Burial of Count Orgaz 

calculated to achieve an illusion of boundless space above, 

while the figures in the lower foreground appear as on a stage. 

The !arge stone plaque set into the wall also belongs to the 

ensemble. lt represents the front of the sarcophagus into 

which the two saints lower the body of the count, which 

explains the action in the picture. A viewer, then, perccivcs 

three levels of reality. The first is the grave itself, supposedly 

set into the wall at eye level and closed by an actual stone slab; 

the second is the reenactment of the miraculous burial; and 

the third is the vision of celestial g lory witnessed by some of 

the participants . This kind of mysticism is ve ry similar in 

character to parts of the Spiritual Exercises of Ignatius of Loy­

ola, the founder of the J esuits. Serving the aims of the Catholic 

Reformation, Ignatius taught believe rs to meditate in steps so 

that they might achieve visions so rea l that they wou ld seem 

to appear before their very eyes. Such mysticism could be 

achieved only through strenuous devotion. That effort is mir­

rored in the intensity of EI Greco's work, which expresses 

strenuous spiritual struggle. 

CENTRAL EUROPE: 
THE REFORMATION AND ART 

While France, Spain, and Italy adhered to the Catholic faith, 

the religious and artistic situation was more complex elsewhere 

in Europe. In addition to Spain, Charles V had inherited the 

many different politica l units that comprised what is now Ger­

many, Austria, Hungary, and the Czech Republic. Governing 

so many disparate regions posed many challenges, which were 

passed along to Charles's brother Ferdinand when Charles 

stepped down as rul er in 1556. Though linked in many cases by 

language and cultural ties, as weil as by trade, these were inde­

pendent regions only nominally under control of the Holy 

Roman emperor. What unity they may have had suffered 

another blow after 1517, when religious unity was fractured by 

the Reformation. 

In October 1517, Martin Luther, a former Augustinian friar 

who had become professor of theology at the University of 

Wittenberg, issued a public challenge to both the theology and 

the institutional practices of the Catholic Church. In his now 

famous Ninety-five Theses, which he nailed to the church door 

at Wittenberg Castle, Luther complained about the Catholic 

practice of selling indulgences-promises of redemption of 

sins; he argued too against the veneration of Mary and 

the saints. Most fundamental to hi s critique of Catholicism, 

Luther claimed that the Bible and natural reason were the sole 

bases of religious authority, and that the intervention of clerics 

and saints was unnecessary for salvation, which was freely 

give n by God. lt followed then, that religious authority was 

transferred from the pope to the individual conscience of each 

believer. The Catholic Church responded by condemning him 

in 1521. But Luther's critique was accepted by many Christian 

in E urope, which eventually fuel ed political instab· · 

li ons, and wars. Many areas of northern Germany converted · 

the reform, while southern regions, like Bava ria, rem~ 

Catholic. In rethinking these basic issues of fa ith, Luther 

joined by other religious reformers. 

The Swiss pastor Ulrich Zwingli wanted to reduce reli,5 

to its essentials by stressing access to scriptures and preac · - _ 

As a result of his literal reading of the Bible, he denounced 

on ly the sale of indulgences, but the visual arts as weil. z w· 

interpreted the Euchari st as a symbolic, rather than ac 

communion of bread and wine, which led to a split ~\ -­

Luther that was never healed. What concerned the reforme­

above all were the twin issues of grace and free will in atta· 

faith and salvation. By the time ofZwingli 's death at the h 

of the Catholic forces in 1531, the main elements of Prot 

theology had nevertheless been defined. John Calvin ofGe 

codified these tenets around midcentury; his vision of a 

li fe based on a literal reading of Scripture was to prove 

in fluential. The spread of the reformed faiths led to decades 

violence, including a Peasants' Revolt in 1525 and wa 

regions that were converting to the Protestant confes · -

From 1546 until 1555, German principalities fought with · 

emperor Charles V, until the Peace of Augsburg in 155-. 

this compromise, the rulers of individual regions of Germ-; 

chose the faith for that region's inhabitants. This furthered · 

spread of the reformed faiths, but also fostered the poli 

divisions of the a rea. 

The repercussions for art were equally dramatic. Ai ch 

Luther's own attitude toward the visual arts was ambi,·a. 

he saw the value of art as a tool for teaching. (See end of 
III, Additional Primary Sources.) Same of the more ra 

reformers saw the many forms of Medieval and Renai 

religious art as nothing short of idolatry that needed 

cleansed. lnspired by reformers ' zeal, civic leade rs, a 

and workers attacked religious images in the cities. 

waves of image destruction, called iconoclasm, resulted in~ 
lasses of works of art from ea rlier periods. And, as !arge __ 

of central Europe converted to the new confessions, art 

that had been the bread and butter for artists disappear 

churches were whitewashed and religious commissions 

up. Artis ts in many media had to find new styles, new s 

and new markets for their work. 

Humanism and the new technology of printing pla_ 

vital role in the Refo rmation. The spirit of inquiry and res 

for original tex ts inspired the writings of such famous in 
tuals and teachers as Desiderius Erasmus ofRotterdam P­
Melancthon in Germany, and Thomas More in En~· 

Latin texts published in printed editions spread new id 

over Europe. As a result, the printing press was an impo­
factor in both the development and in the dispersion of R 
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n thought. Individual access to scripture was a funda ­

ral tenet of the reformers, so they wanted good texts of the 

:: and translations of it into vernacular languages. Luther 

.5el.f translated the Bible into German. Printed images con-

-ed to the spread of Reformation ideas; inexpensive 

cuts satirized the Catholic hierarchy while making 

of the reformers. Prints also illustrated the tenets of the 

-äi ths. 

- ."inewald's Isenheim Altarpiece 
aot all regions of German-speaking Europe converted to 

-eformed faiths, and it was not until the 1520s that the 

.-mation took wide hold, so some traditional objects were 

-ed in the sixteenth century to serve Catholic patrons. One 

-e m ost memorable of these objects was an altarpiece exe-

by the painter Matthias Gothart Nithart, who was 

-n fo r centuries only as Grünewald (ca. 1475- 1528). This 

-= e was given to him by a seventeenth-century author; 

m German artists in the modern period began searching for 

they discovered the artist through his nickname and it 

ruck. Grünewald was born in Würzburg in central Ger­

y and worked for the archbishop of Mainz. His most 

us work is a transforming triptych called the Isenheim 

- ·ece, similar in structure to the St. Wolfgang Altarpiece by 

:: r (fig. 14.29). lt was painted between 1509/10 and 1515 for 

:nonastery church of the Order of St. Anthony at Isenheim, 

- ·_ ce, not far from the former abbey that now houses it in 

.:icy of Colmar. 

-:bis church served the monks of this order and the patients 

:.ae hospital attached to their monastery. The monks spe-

:.....:zed in tending people who suffered from a disease called 

_-\nthony's Fire, which was a disorder caused by eating 

ed rye. This disease produced painful symptoms, includ­

- - testinal disorders, gangrenous limbs, and hallucinations. 

- - __ anent consisted mostly of soothing baths andin some cases 

3.Illputation oflimbs. The altarpiece stood on the high altar 

-- e monastery church, where it would have been seen by 

-- m onks and the sick in the hospital. This extraordinary 

iece encases a huge shrine carved in wood by Nicolas 

~ au around 1505. Enclosing the carved central section are 

panels organized in two sets of movable wings. These 

- in three stages or "views." The first of these views, when 

- e wings are closed, shows The Crucifixion in the center 

el (fig. 18.13). This is the view that was visible during the 

_ ,,;:. The wings depict St. Sebastian (left), who was invoked 

~ st the plague (compare with fig. 15.52) and St. Anthony 

-hot (right), who was revered as a healer. The central image 

r- the Crucifixion draws on the late medieval tradition of 

tbe Andachtsbild (compare with fig. 12.56) to emphasize the 

uffering of Christ and the grief of his mother. The figure of 

Christ, with its twisted limbs, its many wounds, its streams 

of blood, matches the vision of the fourteenth-century mystic 

t. Bridget as described in her book of Revelations, which had 

been published in a German edition in 1501/02. 

Grünewald renders the body on the cross on a heroic scale, 

so that it dominates the other figures and the landscape. The 

Crucifixion, lifted from its familiar setting, becomes a lonely 

event silhouetted against a ghostly landscape and a blue-black 

sky. Despite the darkness of the landscape, an eerie light bathes 

the foreground figures to heighten awareness of them. On the 

left, Mary's white garment enfolds her as she swoons at the 

sight of her tortured son; the red of St. John's robe accents her 

paleness. Below the cross, Mary Magdalen, identified by her 

ointment jar, kneels in grief to lament. On the right, John the 

Baptist points to the Crucified Christ with the words, "He 

must increase, and I must decrease," indicating the significance 

of Christ's sacrifice. Behind him a body of water recalls the 

healing power of baptism. The lamb at his feet bleeds into a 

chalice, as does the lamb in the central panel of the Ghent Altar­

piece (fig. 14.12). The bleeding lamb is a reminder ofthe sacra­

ment of the Eucharist, celebrated before the altarpiece. In the 

predella below, a tomb awaits the tormented body while his 

mother and friends bid farewell. The predella slides apart at 

Christ's knees, so victims of amputation may have s~en their 

own suffering reflected in this image. 

On Sundays and feastdays the outer wings were opened 

and the mood of the Isenheim Altarpiece changed dramatically 

(fig. 18.14). All three scenes in this second view- The Annunci­

ation, the Madonna and Child with Angels, and The Resurrection 

(fig. 18.15)-celebrate events as jubilant as the Crucifixion is 

somber. Depicting the cycle of salvation, from the lncarnation 

to the Resurrection, this view of the altarpiece offered the 

afflicted a form of spiritual medicine while reminding them of 

the promise of heaven. Throughout these panels, Grünewald 

has rendered forms of therapy recommended for sufferers at 

the hospital: music, herbs, baths, and light. The contrast of the 

body of the dead Jesus in the predella with the Resurrected 

Christ in the right panel offers consolation to the dying. 

Grünewald links the panels through color and composi­

tion. Reds and pinks in The Annunciation panel on the left are 

carried through the central panels to come to a crescendo with 

the brilliant colors surrounding the Risen figure of Christ on 

the right. The figure of the dead Jesus held by his mother and 

friends in the predella adds poignancy to the figure of the 

Child Jesus in his mother's arms in the central panel. The sim­

ple Gothic chapel in which the Annunciation takes place gives 

way in the next panel to a fanciful tabernacle housing choirs of 

angels who play stringed instruments and sing. Beneath that 

tabernacle appears a figure of the Virgin, crowned and glow­

ing like a lit candle. The aureole surrounding this figure antic­

ipates the brilliant figure of the Resurrected Christ in the 

right-hand panel, whose body seems to dissolve into light. 

The central image of the Madonna holding her child in a 

tender embrace gives way to a vision of heaven, also made of 

pure light. 

These elements lead the eye to the right panel, where the 

body of Christ appears to float above the stone sarcophagus 

into which it had been placed in the predella. The guards set to 

watch the tomb are knocked senseless by the miracle. Their 
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18.13. Matthias Grünewald. St. Sebastian; The Crucifixion; St. Anthony Abbat; predella: 
Lamentation. lsenheim Altarpiece (closed). ca. 1509/10- 1515. Oil on panel, main body 
9'9 ½" X 10'9" (2.97 X 3.28 m), predella 2'5 1/z" X 11'2" (0.75 X 3.4 m). Musee d'Unterlinden, 
Colmar, France 

18.14. Matthias Grünewald. The Annunciation; Madonna and Chitd with Angels; The Resurrection. 
Second view of the lsenheim Altarpiece. ca. 1509/10-1515. Oil on panel, each wing 8'10" X 4'8" 
(2.69 X 1.42 m), center panel 8'10" X l 1'21/z" (2.69 X 3.41 m). Musee d'Unterlinden, Colmar, France 
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5. Matthias Grünewald. The Resurrection, from second view 
e lsenheim A!taipiece. Musee d'Unterlinden, Colmar, France 

res, carefully arranged in a perspectival display, contrast to 

- e weightless and transfigured body of Christ. H e holds his 

ands up and a\\ows the shroud to fall to reveal the wounds he 

uffe red in death, now as brilliant as the halo that engulfs him. 

This figure differs dramatically from the figure on the Cross; 

' is body bears no scars and the proportions are closer to the Ital­

ian ideal seen in Piero della Francesca 's Resurrection (fig. 15.46). 
Grünewald's strikingly individual approach to form is based 

on the traditions of the Northern European Renaissance estab­

lished in the fifteenth century. His oil technique, his brilliant use 

of color, and the detailed rendering of objects draw from that 

t radition, but he must have learned from the ltalian Renais­

sance too. The low horizon lines suggest a deep space for his fig-

ures and the rendering of the tomb from which Christ rises is a 

study in perspective. Yet Grünewald does not try to convince 

the viewer of the weight and substance of his figures; his aim is 

to create an emotional response with the impact of a vision. 

Albrecht Dürer and the 
Northern Renaissance 
The key figure for the Renaissance in Germany is Grünewald's 

contemporary Albrecht Dürer (1471 - 1528). Dürer's style was 

formed in the tradition of Northern European realism (which 

we explored in Chapter 14), but he delved deeply into the inno­

vations and possibilities ofltalian art. Aftertraining as a painter 

and printmaker in his native Nuremberg, Dürer traveled in 

Northern Europe and Venice in 1494/95 before returning home 

to start his career. His travels not only expanded his visual 

repertoire, but changed his view of the world and the artist's 

place in it. (He returned to Italy in 1505.) Dürer adopted the 

ideal of the a rtist as a gentleman and humanistic scholar, and 

took the Italian view that the fine arts belang among tbe liberal 

arts, as artists like Mantegna and Alberti had argued (see Chap­

ter 15). By cultivating his artistic and intellectual interests, 

Dürer incorporated into his work an unprecedented variety of 

subjects and techniques. His painting technique owes much to 

the Flemish masters, but making copies ofltalian works taught 

him many of the lessons of the Italian Renaissanc('. . He was able 

to synthesize these traditions in his paintings and prints. As the 

greatest printmaker of the time, he had a wide influence on six­

teenth-century art through his woodcuts and engravings, which 

circulated all over Europe. His prints made him famous and 

wealthy-so much so that he complained about the relatively 

poor reward he earned for his paintings. 

Dürer's debt to the legacy of Jan van Eyck and Rogier van 

der Weyden is clear in the many drawings and watercolors he 

made in preparation for his works. The watercolor of the Hare 

he made in 1502 (fig. 18.16) demonstrates the clarity of his 

vision and the sureness of his rendering. This small representa­

tive of the natural world was treated with the dignity due to 

Nature herself, much as Van Eyck had painted the small dog in 

the foreground of The "Arnolfini Portrait" (fig. 14.16). Dürer 

uses the watcrcolor tcchnique to render each hair of the fur, the 

curve of the ears, the sheen on the eyes. His monogram at the 

base of the page identifies Dürer as the creator of this image; 

this monogram was the signature he used on his mature prints. 

Dürer's ability as a draftsman also informed his work as a 

printmaker. Having been trained in both woodcut and engrav­

ing, he pushed the limits of both media. As a mass medium, 

prints were not commissioned by individual patrons, but were 

made for the open market, so Dürer had to invest his own time 

and materials in these projects. This entrepreneurial spirit 

served him weil, as his prints sold widely and quickly. Signs 

and portents, such as the threat of invasion by the Turks and 

the birth of malformed animals, worried Europeans as they 

awaited the approach ofthe year 1500. As this year approached, 

many people believed that the Second Coming of Christ was 

imminent, and prepared for the Millennium. Thus, with an eye 
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to the market for things pertain ing to popular fears about the 

end of time, Dürer produced a woodcut series illustrating the 

Apocalypse in 1498. This series was hi s most ambitious graphic 

work in the years followin g his return from Italy. The g rue­

some vision of The Four Horsemen of the Apocalypse (fig. 18.17) 
offers the viewer a frightening visualization of the text of the 

book ofRevelation. The image depicts War, Fire, Famine, and 

Death overrunning the population of the Earth. During hi s 

trip to Italy in 1494, Dürer had encountered prints by Manteg­

na, which he carefully copied . H e especially admired the sculp­

tural quality Mantegna achieved in paintings like the St. 

Sebastian (fig. 15.52). The physical energy and full -bodied vol­

ume of the fi gures in the Apocalypse woodcuts series is partly 

owed to Dürer's experience of Tta li an art, although he elimi­

nates logical space in favor of an otherworldly fl atness. Dürer 

has redefined his medium- the woodcut- by enriching it 

with the linear devices of eng raving. Instead of the broad con­

tours and occasional hatchings used to define form in ea rli er 

woodcuts, Dürer's wide range ofhatching marks, va ri ed width 

of lines, and strong contrasts ofblack and white give his wood­

cuts ambitious pictorial effects. (Compare, for example, the 

Buxheim St. Christopher of 1425 shown in fi g. 14.30 with 

Dürer's woodcuts.) He set a standard that soon transformed the 

technique of woodcuts all ove r Europe. 

Dürer's fusion ofNorthern European and Italian traditi ons 

is appa rent in his engraving entitled Adam and Eve of 1504 

(fig . 18.18), for which the watercolor H are was a preliminary 

study. Here the biblical subject allows him to depict the first 

parents as two ideal nudes: Apollo and Venus in a densely 

wooded fo rest. Unlike the picturesque setting and the animals 

in it, Adam and Eve are not observed from life; they are con­

structed according to what Dürer believed to be perfect pro­

portions based on Vitru vius (see Primary Source, page 637) . 

Once again, Dürer enla rged the vocabulary of descriptive 

marks an engraver could use: T he lines taper and swell ; they 

intersect at varying angles; marks start and stop and dissolve 

into <lots, called stipp/es. The result is a monochrome image 

with a great tonal and textural range. The choice of animals 

that populate the Garden is ve ry deliberate: The cat, rabbit, ox, 

and elk have been interpreted as symbols of the medieval theo­

ry that bodily fluid s, call ed humors, controll ed personali ty. The 

cat represents the choleric humor, quick to anger; the ox the 

phlegmatic humor, lethargic and slow; the elk stands for the 

melancholic humor, sad and se rious; and the rabbit for the san­

guine, energetic and sensual. In thi s moment before the fa ll , the 

humors coexist in balance and the humans retain an ideal beau­

ty. T he composition itself is balanced and unified by the tonal 

effects. Dürer's print, which he signed prominently on the 

plaque by Adam's head, was enormously influential. His ideal 

male and female figures became models in thei r own right to 

countless other artists. 

18.17. Albrecht Dürer. The Four Horsemen of the Apocalypse. 1498. 
Woodcut, 1 S½ X 11 1/s" (39.3 X 28.3 cm). The Metropolitan 
Museum of Art, New York. Gift of Junius S. Morgan, 1919 
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recht Dürer (1471-1528) 

m the draft manuscript for The Book on 
·tm Proportions 

:!T made two trips to ltaly and was exposed to the new art theories being 

-;ed there, which impressed him greatly. H e did not accept them uncrit­

howeve1: His rethinking of ltalian ideas often appears only in prelimi-

_cinm, in drafts such as this one, written in 1512-1513. 

ow beauty is tobe judged is a matter of deliberation .... In 

some things we consider that as beautifu l which elsewhere 

lack beauty. "Good" and "better" in respect of beauty are not 

-o d iscern, for it would be quite possible to make two different 

___ , neither of them conforming to the other, one stouter and the 

~~ thinner, and yet we scarce might be able to judge which of the 

may excel in beauty. What beauty is I know not, though it adheres 

-:nany th ings. When we wish to bring it into our work we find it 

ha rd. We must g:;i ther it together from far and wide, and espe­

_- in the case of the human figure . ... O ne may often search 

oh two or three hundred men without finding amongst them 

:- 18. Albrecht Dürer. Adam and E ve. 1504. E ngraving, 
- "X ?5/g" (25.2 X 19.4 cm). Museum ofFine Arts, Boston . 

....entennia l gift of Landon T. Clay 

more tha n one or two points ofbeauty which can be made use of. You 

therefore, if you desire to compose a fine figure, must take the head 

from some and the ehest, arm , leg, hand, and foot from others ... . 

Many follow their taste alone; these are in error. Therefore let each 

take care that his inclination blind not his judgment. For every moth­

er is weil pleased with her own child ... . 

Men deliberate and hold numberless differing opinions about these 

things and they seek after them in many different ways, although the 

ugly is more easil y attained than the beautiful. Being then, as we are, 

in such a state of error, I know not how to set down firmly and with 

finality what measure approaches absolute beauty .. . . 

lt seems to me impossible for a man to say that he can point out the 

bes t proportions for the human figure; for the lie is in our perception, 

and darkness abides so heavily within us that even our gropings 

fa il. ... 

However, because we cannot altogether attain perfection, shall we 

therefore wholly cease from our learning? T his bes tial thought we do 

not accept. For evil and good lie before men, wherefore it behooves a 

rational man to choose the better. 

SOURCE: T HE W RITINGS OF ALBRECHT DÜR ER. TR. AN O EO. BY W ILLIAM MART IN CONWAY. 

(NY: PHILOSOPHICAL UBRARY, 1958) 
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18. 19. Albrecht Dürer. Seif-Portrait. 1500. Oi l on panel, 26 1
/ 4 X 19¼" (66.3 X 49 cm). Alte Pinakothek, Mun ich 
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.20. Albrecht Dürer. Melencolia I. 1514. Engrav ing, 
· X ?1/( (23.8 X 18.9 cm). Victoria and Albert 

. fuseum, London 

AGES ABOUT ARTISTRY Although best known for 

· prints, Dürer was also a gifted draftsman and skilled 

· ter. One of his earliest works, a drawing made at 13, is a 

--portrait that foreshadowed his fascination with his own 

age throughout his career. Most impressive, and very 

- ·ealing, is the painted Seif-Portrait of 1500 (fig. 18.19). In 

~- to rial terms, it belongs to the Flemish tradition of Jan van 

::-_ ck 's Man in a Red Turban (see fig. 14.15), but ehe solemn 

e and the idealization of the features have an authority not 

.- und in most portraits up to this time. Instead of a conven­

·ona l three-quarters pose, Dürer places himself frontally in 

- e composition, a pose usually reserved for images of the 

iYine. The panel looks, in fact, like a secularized icon, for it 

patterned after images of Christ. It reflects both Dürer 's 

eep piety and the seriousness with which he viewed his mis­

·on as an artist and intellectual. 

The status of the artist may also be the theme of one of 

ürer's most famous and puzzling prints. This is an engraving 

labeled Melencolia I (fig. 18.20), one of a trio of prints that 

D ürer sold or gave away together. Dated 1514, the image rep­

resents a winged female holding a compass, surrounded by the 

cools of the mathematician and the artist. She holds the tools of 

geometry, yet is surrounded by chaos. The figure is probably a 

personification, though her identity is controversial: Is she 

Melancholy? Is she Geometry? Is she Genius? Her face in 

shadow, she sits in a pose long associated with melancholy, 

which itself was associated with intellectual activity and cre­

ative genius. Compare her pose to Raphael's depiction of 

Michelangelo as H eraclitus in The School of Athens (fig. 16.25). 

Like Raphael, Dürer shrouds the face of Genius in shadow, as 

though ehe figure is lost in thought. Dürer's figure thinks but 

cannot act, while the infant scrawling on the slate, symbolizing 

practical knowledge, can act but not think. Dürer makes a 

Statement here about the artistic temperament and its relation­

ship to the melancholic humor. 

The Italian Humanist Marsilio Ficino viewed melancho­

lia (to which he was himself subject) as the source of divine 

inspiration. He tied it to Saturn, the Mind of the World , 

which, as the oldest and highest of the planets, he deemed 

superior even to Jupiter, the Soul of the World. His notion of 

the melancholic genius was widespread in Dürer's time, and 

the printmaker includes details that make reference to 

Saturn, to Jupiter, to divine inspiration, and to geometric 

theory. The print claims for the visual artist (and perhaps for 

Dürer himself?) the status of divinely inspired, if melan­

cholic, ge nius. 
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A REFORMATION ARTIST Dürer became an earl y and 

enthusiastic follower of Martin Luther, although, like 

Grünewald, he continued to work for Catholic patrons. His 

new faith can be sensed in the growing austerity of style and 

subject in his religious works after 1520. The climax of this 

trend is represented by The Four Apostles (fig. 18.21). These 

paired panels have rightly been termed Dürer's artistic testa-

ment. He presented them in 1526 to the city of Nuremberg. 

which had joined the Lutheran camp the year before. These 

four men are fund amental to Protestant doctrine. John and 

Paul , Luther's favorite authors ofScripture, face one another in 

the foreground, with Peter and Mark behind. Quotations from 

their writings, inscribed below in Luther's translation, warn 

the city not to mistake human error and pretense fo r the will o -

18.21. Albrecht Dürer. The Four Apostles. 1523- 1526. Oi l on panel, each 7' 1" X 2'6" (2. 16 X .76 m). Alte Pinakothek, Munich 
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18.22. Lucas Cranach the Eider. An Allegory of Law and Grace. ca. 1530. Woodcut, 105/s X l'¾ " 
(27 X 32.4 cm). British Museum, London 

God. They plead against Catholics and Protestant radicals 

· ·e . But in another, more universal sense, the figures repre­

.ent the Four Temperaments and, by implication, the other 

mic quartets-the seasons, the elements, the times of day, 

· d the ages of life. The apostles have a sculptural solidity that 

·ngs to mind Nanni di Ranco's Quattro Coronati (fig. 15.5). 

e heavily draped figures have the weight and presence of 

aphael's figures in the tapestry cartoon of Saint Paul Preaching 

-., Athens (fig. 16.27), which Dürer probably saw on a trip to the 

_ ·etherlands in 1521. Through the power of hi s paintings, 

die portable medium of prints and his workshop, Dürer was 

die most influential artist of sixteenth-century Germany. 

Religious and Courtly Images 
in the Era of Reform 
T he realignment of German culture and society produced by 

the Reformation required artists to adapt their styles and sub­

·ect matters for the reformed fai ths. Prints were an important 

tool for spreading the tenets of the Protestant confessions. For 

courtly patrons, artists made images on classicizing themes, for 

which they used local visual traditions that emphasized detail, 

texture, and the natural world. 

In Reformation Germany, painters had to contend with the 

Protestant leaders' ambivalence toward religious images. 

When a faith places the Word above the Image, the image 

becomes subordinate to the text; though Luther himself toler­

ated images (see end of Part III,Additional Primary Sources), the 

works that most deliberately address Lutheran themes are 

often literal illustrations of texts. 

LUCAS CRANACH: REFORMER AND COURT ARTIST 

Lucas Cranach the Eider (1472-1553), a close friend of Martin 

Luther, attempted to solve the problem of casting Luther's doc­

trines into visual form. Cranach made numerous prints and 

paintings to express the tenets of the reform. A woodcut of ca. 

1530 entitled An Allegory of Law and Grace (fig. 18.22) contrasts 

the difference between the fate of a Catholic and a Lutheran. 

The left side depicts the Catholic doctrine that the children of 

Adam and Eve, stained by original sin, must perform specific 

deeds according to the Law ofMoses; when this is unsuccessful, 

the soul is consigned to hell at the Last Judgment. The right side 

--- ----
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depicts the believer washed in the blood of Christ's Crucifixion; 

faith in Christ alone is needed to assure salvation, which is 

Luther's position. Compared to the complexity of Dürer's 

woodcuts, this image is rather simple and straightforward, 

without complex tonalities, illusions of space, or an emphasis on 

textures. Cranach makes the image almost as legible and acces­

sible as the text. 

In addition to images with Lutheran content, Cranach 

excelled in portraits and mythological scenes painted for aristo­

cratic patrons, both Catholic and Protestant, in Saxony and 

elsewhere in Germany. In The judgment of Paris (fig. 18.23) of 

1530, Cranach retells a story from Greek mythology in which 

the Trojan prince Paris selects the most beautiful goddess of 

Olympus. He depicts Paris as a German knight clad in thc 

fashionable armor of the nobles at the court of Saxony. The 

sinewy figures of the goddesses are displayed for the judgment 

of the prince, who confides his choice to Mercury, also dressed 

in armor. Like many ofhis Italian contemporaries working for 

aristocratic patrons, Cranach gives his Classical subject an 

overtly erotic appeal, inviting a viewer to identify with Paris as 

the privileged observer of the female nudes. Yet the detailed, 

miniaturistic technique and the weightless bodies of the 

women are distinctive to Cranach. One of the striking features 

here is the landscape, whose lush vegetation recalls Dürer's 

Adam and Eve (fig. 18.18), though Cranach exaggerates its 

foliage into a sensual fantasy of natural beauty. 

ALTDORFER'S BATTLE OF ISSUS Both Cranach and 

Dürer played a critical role in the development of the Danube 

School oflandscape painting, which appeared in southern Ger­

many and Austria in the first half of the sixteenth century. The 

key figure in this school, however, was Albrecht Altdorfer 

(ca. 1480-1538), a slightly younger artist who spent most ofhis 

career in Bavaria. Although he made prints and paintings on a 

variety of themes, Altdorfer's work is dominated by his fascina­

tion with landscape, which he used to great expressive effect. 

His most famous work is The Battle of Issus (fig. 18.24). 
The painting, made in 1529, is one of a series of images depict­

ing the• exploits of historic heroes, commissioned for the 

Munich palace of William IV, Duke of Bavaria. In a sweeping 

landscape, Altdorfer depicts Alexander the Great's victory over 

Darius of Persia, which took place in 333 BCE at Issus. This vic­

tory was the subject of a composition attributed to the Greek 

painter Apelles, preserved in a mosaic at Pompeii (fig. 5.79). To 

make the subject clear, Altdorfer provided an explanatory text 

on the tablet suspended in the sky, inscriptions on the banners 

(probably written by the Regensburg court Humanist, Aventi­

nus), and a labe! on Darius's fleeing chariot. The artist has tried 

to follow ancient descriptions of the actual number and kind of 

combatants in the battle and to record the geography of the 

Mediferranean. 

Altdorfer adopts an omniscient point of view, as if looking 

down on the action from a great height to fit everything into 

the picture. From this planetary perspective, a viewer must 

search to find the two leaders lost in the antlike mass of their 
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18.23. Lucas Cranach the Eider. The J udgment of Paris. 1530. 
Oil on panel, 13½ X 91/( (34.3 X 24.2 cm). Staatliche Kunsthalle. 
Karlsruhe, Germany 

own armies. The drama ofNature is more elaborated than :_ 

human actors: One can almost feel the rotation of the globe 

the sun sets in the distance and the moon rises. The curve of -

earth, the drama of the clouds, the craggy mountain pea.... 
overwhelm the mass ofhumanity. Suchdetails suggest that · 

events portrayed have an earth-shaking importance, wli­
arguably, was the case for this historical event. However, -

soldiers' armor and the fortified town in the distance 

unmistakably of the sixteenth century, which encourages us -

look for contemporary significance. The work was executed 

the moment the Ottoman Turks were trying to invade Vie -

after gaining control over much of Eastern Europe. (Thou=­
the imperial forces repelled the Turks this time, they were -

threaten Europe repeatedly for another 250 years.) Altdorfe­

image suggests that the contemporary battle between Eu.;­

peans and Turks has the same global significance as Ale -

der 's battle with Darius. 



18.24. Albrecht Altdorfer. The Battfe of Issus. 1529. Oil on panel, 62 X 47" (157.5 X 11 9.5 cm). Alte Pinakothek, Munich 
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18.25. Hans Baldung Grien. Death and the Maiden. ca. 1510. 
Oil on panel, 153/4 X 123/4" (40 X 32.4 cm). Kunsthistorisches 
Museum, Vienna 

Painting in the Cities: Humanist 
Themrs and Religious Turmoil 
Cities along the Rhine River, especially Strasbourg and Basel, 

were centers of commerce, publishing, and humanism . The 

ancient city of Strasbourg's commercial success was due to its 

location and its industry. Further down the Rhine, Basel had a 

university as weil as an early printing press. lt was in Basel 

that Sebastian Brant's Ship of Pools was published in 1494 

(see fig. 14.33). As elsewhere, the spread of the Reformation 

and Humanist ideas to these cities profoundly affected the arts, 

visible in the work ofHans Baldung Grien and Hans Holbein. 

HUMANISM AND MORALITY : HANS BALDUNG 

GRIEN'S DEATH AND THE MAIDEN The impact of 

humanism on German artists may be seen in the work of the 

painter and printmaker Hans Baldung Grien (1484/85- 1545). 

This former apprentice of Dürer spent much of his career in 

Strasbourg. Although he made some religious works, Baldung 

Grien made numerous secular images that explore themes of 

witchcraft, magic, and death . A characteristic example is his 

Death and the Maiden (fig. 18.25) of about 1510. The painting 

depicts a self-absorbed, nude young woman who stares at her 

reflection in a mirror, while the skeletal figure of Death holds 

an hourglass triumphan tly over her head. The young woman 's 

companions are versions of herself at different ages: A child 

plays with the diaphanous veil that wraps around the woman 

and an elderly woman moves abruptly to ward off death. The 

three ages of life- infancy, adulthood, old age- are visible in 

the mirror. Yet, although the three heads stare out forlornly at 

the young woman, she obliviously toys with her long hair. The 

young woman personifies the vice of Vanity, which must gi e 

way to death. Images of the fragility of beauty and the 

inevitability of death- called Vanitas emblems-were qui te 

popular in a time when sudden death was frequent. Baldung 

sources for this image include Dürer's Eve from the Adam and 

Eve engraving and Jan van Eyck's representations of mirror 

(see fig. 14.16). The landscape has the lush fantastic quality tha 

also appears in Cranach's work. Although the patron for thi 
image is not known, its imagery allows a viewer to meditate on 

the proximity of death while enjoying the spectacle presented 

by the display of the young woman 's body. 

HA N S HO L B E I N I N REFORM AT 1 0 N BASE L The so 

of a painter, Hans Holbein the Younger (1497- 1543) was bom 

and raised in Augsburg, but it was in Basel that Holbein sough­

to make his career. Basel, in what is now Switzerland , was 

another center oflearning, publishing, and commerce. By 15_ . 

Holbein was established there as a painter and a designer : 

woodcuts. He had also become a member of the Humanist ru­
cle that included the writer Desiderius Erasmus (1466-153 . 

Holbein took Dürer as his point of departure, but he devel­

oped his own distinctive style informed by Netherlandish real­

ism and ltalian compositional techniques. He is best known fo­
his portraits, such as the likeness of Erasmus of Rotterdam 

(fig. 18.26). This was painted soon after the famous author had 
settled in Basel. Erasmus was one of the most prolific Human­

ists of the era, who corresponded with many of the lead iou 

thinkers of his day. Holbein's portrait . refl ects Erasmus· 

authority and status. Holbein depicts the scholar in profile 

busily engaged in the act of writing. This kind of profile vie, · 

had been popular during the Early Renaissance in ltaly (see 

fig. 15.47), although H olbein depicts the sitter in action. Eveo 

while using an older ltalian format, Holbein renders the figure 

and his setting with an eye for realistic detail. The compositioo 

is simple to keep the focus on the concentration of the sitter. 

A representation of the very ideal of thc scholar, this portrait o • 

Erasmus exudes a calm rationality that lends him an intellectu­

al authority formerly reserved for doctors of the Church.. 

The similarity is probably intentional. Erasmus greatl r 

admired St. Jerome, who translated the Bible into Latin (called 

the Vulgate) and who was the role model for Erasmus' own 

great work: the production of a printed edition of the Bible tha 

included a Greek text and hi s own fresh Latin translation. T his 

edition by Erasmus appeared in Basel in 1516 and was used b_­

Luther to produce his German translation. 
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Hans H olbein the Younger. Erasmus of Rotterdam. ca. 1523. 
panel, 16½ X 12½" (42 X 31.4 cm). Musee du Louvre, Paris 

pread of the Reformation disrupted the Humanist circle 

By 1525, followers ofZwingli preached the sole authority 

- ru re, while more radical reformers preached that images 

- ls. To escape this climate, Holbein sought employment 

e. H e had traveled to France in 1523-1524, perhaps 

to offer his services to Francis I. Hoping for commis­

the court of H enry VIII, Holbein went to England in 

- - e presented the portrait ofErasmus as a gift to the human-

as More, who became his first patron in London. Eras­

- a letter recommending Holbein to More, wrote: "Here 

:ascl] the arts are out in the cold." By 1528, when Holbein 

to Basel, violence had replaced rhetoric. H e witnessed 

= nt mobs destroying religious images, a scene Erasmus 

d in a letter: "Nota statue has been left in the churches ... 

e monasteries; all the frescoes have been whitewashed over. 

i.ng which would burn has been set on fire, everything eise 

-cd i.nto little pieces. Neither value nor artistry prevailed to 

_ .mything." H olbein resolved to return to London. 

LAND: REFORMATION AND POWER 

in 's patron in England was the ambitious H enry VIII, 

- reigned from 1509 to 1547. Henry wanted England tobe a 

er broker in the conflicts between Francis I of France 

ehe Emperor Charles V, although hi s personal situation 

pl icated these efforts. Married to Catherine of Aragon in 

ART IN TIME 

1502-Peter Henlein of Nuremberg invents pocket watch 

ca. 1 509-Grünewald's /senheim Altarpiece 

1521-Diet of Worms condemns Luther 

1525-Peasants' War ignited by Reformation 

1526-Albrecht Dürer's Four Apostles presented to city 

of Nuremberg 

1555-Peace of Augsburg between Catholics and Lutherans 

1509, twenty years later H enry was seeking to annul their 

union, fo r they had failed to produce a male heir to the throne. 

Thwarted by the Catholic Church, he broke away from 

Catholi cism and established himself as the head of the Church 

of England. His desire for a male heir to the throne led Henry 

into a number of marriages, most of which ended either in 

divorce or in the execution of his wi fe. H e had three children, 

who succeeded him as Edward VII , Mary 1, and Elizabeth I. 
H olbein's Henry VIII (fig . 18.27) of 1540 captures the 

supreme self-confidence of the king. H e uses the rigid frontality 

that Dürer had chosen for his self-portrait to convey the almost 

divine authority of the absolute ruler. The king's physical bulk 

creates an overpowering sense ofhis ruthless, commanding per­

sonality. The portrait shares with Bronzino's Eleanora of Toledo 

(fig. 17.7) an immobile pose, an air of unapproachability, and the 

18.27. H ans H olbein the Younger. Henry VIII. 1540. Oil on panel. 
32 ½ X 29" (82.6 X 74.5 cm). Galleria Nazionale d'Arte Antica, Rome 
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ABAcus . A slab of swne at the top of a Cbssic:il cop­
i,al just hcnc.1th the. arrhitra ve, 

ABBEY, (1) A rdigious community headed by an 
abbot o r ahbcss. (2) Thc huildi ngs that house the corn­
munity. An ahhcy church often has an cspecially ]arge 
d lOir to providc spacc for ehe. monks ur nuns. 

ACADEMY, A place of sttuly, rhc word coming from 
ehe Greck uame of a g:mlcn ncar Athens whcrc Plato 
an<l, latcr, Platonic phi losophcrs held philosophical dis­
tus~ions from thc 5rh ccntury BCE to tht 6th century CE.. 

The first ocadcmy of fine arts was the J\c:Hlcmy of 
Orowing, founcled 1563 in floreucc hy Ginrgio Vasa ri. 
1 .atcr academies were thc Royal J\cadcmy of l'aincing 
and Sculpture iu Pa ris, fou ndcd 1648, and the Roya l 
Acaden,y o f J\rts in London, founded 1768. Their pu r· 
pose was to fostcr rhc arts by teaching, 6)' exhihitions, 
hy <liscu.ssion , :i n<l oc:c;-1sionall}1 by finimcial aid. 

ACANTHU S. (1) A Medircrrn ncan plant hav ing 
spiny or toothcd lc:ivcs. (2) An architectural omameut 
rc!it'mhling thc lc;i vcs of this plant~ u~t'd on moldingst 
friczes, and Corinthian capitals. 

ACROT ER I ON (pi. ACROTERIA ). Decorati ve orna­
mencs placed ar rhc apcx and the. corners of a pedirnent. 

Ac R Y LI c. A plastic binde, medium for pi gmcnrs 
rhar is soluble in wacer. üevd oped ,ihour 1960. 

ACTION PAINTING. In Abstract a rt, thc sponrn ­
ncous :1nd uninhibited appJicmion of painr, as practiccd 
hy thc avanc-garde from the 1930s rhrough rhc 1950s. 

A E RIA L PERSP ECTIVE. Sce persp,-ctive. 

AISLE. T he passageway or corridor of " ch urch that 
runs paralld to the leugth of rhc hnil ding. lt often 
flanks ehe nave of the church hut is sometimes sec off 
from iL by rows of picrs or columns. 

ALBUMEN PRIN T . A process in phnrography that 
u.,cs the. proteins fouml in cggs rn produce a photo­
g raphic phnc. 

ALLA PR I MA. A painting tech11ic.1uc in which pig­
mcnts arc laid c111 in one application wirh litrk or no 
undcrpainting. 

ALTAR. A mound or strll<'ture on which sac rificcs or 

offeriugs ~trc m:ldc in the worsh ip of a dciry. In a 
Catholic churc.h, a tabldike structurc uscd in cdcbrat­
ing thc Mass. 

ALTARPIECE. A paintcd or car"e<l work of art 
placed hchind and abo\'e the ah,ir of a Christian 
church. lt may be a single pand or a triprych or a 
polyryd,, both having hingeJ wings painrcd on both 
sidcs. Also called a rcre<los or rctahlo. 

ALTERNATE SYSTEM. A systcm devdopcd in 
Romancsquc c.hurch ard,itccture to providc ~dcquatc 
.supporc for a gruin -vaultcd nave h::w ing bays twice as 
long as the side-aisle bays. T hc pi,·r; of thc n,\\'t unYtde 
altcrnate in size; dH: hc:avicr cmnpound pier .. , suppon the 
main navc vaulrs whc:rc thc thru:.·t is concc-nlrated, and 
sniallcr, usuall y c.ylindrkal, piers Support thc: sidc.-aislc 
vaults. 

AM A z o N. One of a trihc of frmale warriors sa.id in 
Greek legend to dwdl ncar thc Black Sea. 

AMBULATORY. A coverc<l w:tlkway. (1) In a hosili ­
can chorch, the semicircular passagc arcmnd thc a.psc. 
(2} In a t cntral-plan church, rhc ring-shaped ,üsle 
a round d,e cenrrn l spacc. (3) 1 n a doister, the covered 
colon uadcd o r arcadcd walk around thc opcn 
courtyard. 

AMPHI T HEATER. A double theater. A huilcli ng, 
usually oval in plan, consisting of tiers of sc,1ts and 
access corriclors around du: cc-ntral thcatcr arca. 

AMPHORA (pi. AMPHORAE), A ]a rge Greek sroragc 
"ase with an oval bod y usually tapcring roward ehe 
hase. Two handles extend frmn jnsr hdow ehe lip to d,e 
shouldc.r. 

ANDACHTSBILD. German for "dcvotional i1nagc-." A 
picture or sculpturc with imagcry intended for pri\'atc 
devotion. lt w;is firsr clcvclopcd in Northern Eu ropc. 

ANIMAL STYLE, i\ style th,11 appcars to ha\'e origi­
natcd in ancic-nt Iran :-1nd is c.h:1 rac.terized by Slylized or 
abstracted im:igcs of animals. 

ANNULAR. Fro m thc f.a tin word for "ring." .Sig ni „ 
fies a ring-shapcd form, especially an annula r barre! 
VitU(t. 

ANTA (pi. ANTAE ) . T hc front end of a wall of a 
Grcek remple, thickened eo producc a pilasterlike 
mcmhcr. 'J'cmples ha\'i11g columns hctween the itHtae 

:uc .said tobe ''in antü." 

APOCALYPSE. T he Hook of Rcvclation, the last 
book of the New Testament. 1 n it, St. John the Evange­
list dcsnihes hi~ visions, cxperiencc<l 011 thc islan<l of 
Patmos, of I k aven , the future of humankind, and the 
Lasr Judgment. 

APOSTLE. One of the twd ve disciplcs chosen by 
Jesus ro accompau y him in his li fotime and to spread 
the gospel a fter his dc.1th. The traditional lisr includcs 
An<lrew, lh rrholomew, James the Grcarcr (son o f 
Zdx:dcc), James tbc Lesscr (son o f Alphaeus), John, 
Judas lscariot, Marrhcw, Peter, Philip, Simon rhc 
Canaanite, Thaddacus (or Jude), an<l T homas. 1 n a rt, 
l10wc,•cr, thc sa1ne tvvd vc arc no t ahvays represenlcd, 
sinc:c '·apostle" was somcrimcs applied to otl1cr ea rly 
Christians, such as St. Paul. 

APSE . A .semicircular or polygo n:ll nicht- terntinating 
one or bot!, cnds of thc nave in a Ronwn hasilica . 1 n a 
Christian church , it is usually place<l al rhc cast end of 
tlu: navc hcyond thc- lranscpt o r choir. It is also some­
times used ::tt thc end oftranscpc anns. 

APSI D IOLE. A sm,tll apse or chapcl con nccted lO thc 
main apsc o f a d ,u rch . 

AQUATINT. A print processed likc an etching, 
cxccpt tha.t the ground or ccrrai n arca.s are coverc<l \Vith 
a solutlon of asphalt, rc.sin, or salts tha.t, whcu heatcd, 
procluces a granular surfoce on the plate and rich gray 
toues in rhc final print. Etche<l liues a rc usually ad ded 
ro rhc plate after the a,1uarinr ground is laid. 

AQUEDUCT. L uin for;;d uct ofw,itcr." (1) Anartifi­
cial c:hannel or conduir for transporting wa.ttr from a 
distam sou rcc. (2) T he overground structurc rhar car­
rics thc conduir across va lleys, rivcrs, etc. 

ARCADE. A serics of archcs supported by piers or 
columns. Whcn attached to a wall, thesc form a blind 
arcadc. 

ARCH. A curvcd strucwre used l0 span an opcning. 

Masonry archcs are gencrally built of wcdge-shaped 
hlocks, c.alled vvttiJoirs, sct with their natrO\v si<lc s 

toward ehe opening so that thcy lock togcther. Thc top­
most voussoir is ca lled the keystom:. Archcs may rakc 
different shapcs, such as the pointed Gothic arch or the 
rounded Classieal arch. 

AR c He I s Ho P. T he chief bishop of an ccclcsiastic 
disrricr. 

Glossary 

ARCHITECTURAL ORDER. An architectu ra l sys­
tcm based on the column ancl irs cntablature, in which 
rhc form of the elcmeuts rhcmsdvcs (ca pital, sh,lft, 
hasc, etc.} and their reh,tiouship ro cach othcr are 
spccifically dcfi ned. T he five Classical ordcrs arc the 
D oric~ lonic, Corinthian, '11.iscan, an<l Cornposirc. 

ARCHITRAVE. The lowcrmost memhcr ofa classical 
cnrahlarnrr:, such as a series of stom: hlocks th:n rcst 
<lircctly on rhc columns. 

ARCHIVOLT. A molded band framing an arch, or a 
scrics of such h:-rnds framing a tym panurn, oftcn dcco­
r:Hc-<l with sculpturc. 

ARCUAT IO N. The use of archcs or a serics of arc.hc.s 
in building. 

ARIANISM. Early Christian bel ief, iniriatcd by 
J\ rius, a 4th -ccntury CE pric-st in A lexandri:.:i . h was 
later condc:m ncd as hcresy and supprcssc<l, ancl it is 
now largd y ohscurc. 

ARRICCIO . A coating of rough plastcr ovcr a stone 
or cem cnt wall that is ustd as a smoo th hasc or ground 
(support} in frcsco pa inting. 

ART BRUT. i,,teaning "rit\v art" in rn:nc:h, an brut is 
rhc di rcr.r and highly entotional art of childrcn and the 
mc-ntally ill thar scrvcd a.s an inspiratiun for somc arti~­
tic movemcms in f\.1odcrn a.rt. 

ASHLAR HASONRY, Carefully finishcd sronc that is 
set in finc joints to crea.te an cven surfocc::. 

ATRIUM. (!} T he ceutral court or opcn cntrance. cou rt 
of :1 Roman house. (2) An opcn cou rt, somctimcs colo n ­
nadcd or arcaded, in front of a church. 

ATT I C. A low uppcr story placcd ahovc the main 
cornicc or entablature of a building ,i ncl ofrcn dccorated 
wirh windows and pilasters. 

AUTOCHROM E, A color phorograph invenced l,y 
Louis Lumihe in 1903 using a glass plarc c.ovcrcd with 
g rains of starch dyed in th ree colors ro ;icr as fi ltcrs and 
thcn n silvcr bromide emulsion. 

AUTOMATIC DRAWING, J\ tcchniquc of clrawing 
in ?vfodcrn art ,vhereby the artist trics to minimi7.C hi.s 
or her consciou.s and intellectual control ovcr thc linc.s 
or patterns dr:.:iwn, relying instead on sul>conscious 
impulsc:s to dircct thc drawing. 

AVANT· GARDE. ~,1eaning "advance forcc" in 
rrcuch, thc arrim of the avant-gar<lc in l9th- and 20rh­
century Eu ropc lcd rhc way in innovacion in botl1 suh„ 
ject mauer and rechniquc, rcbclling against the 
cstablished tonventions of rhc arr worl d. 

BACCHANT (fem. BACCHANTE). A priest or 
priestess o f thc wiue go<l, llacchns (in Grcck mytholo­
gy, Ojonysus), or Ollt' of his ccsra tic: frm :1lc follo\vers, 
who wcrc sometimes callc-<l macnads. 

BALOACCHINO, A canopy nsually huilr O\'Cr an alta r. 
Thc most importi\Hl Olle is Bcrni ni's consrrucrion for 
Sr. Pctcr's in Rome. 

BALUSTRADE, (l) A railing supportcd by short pil ­
lars called baluscers. (2) Occasionally applicd to any low 
parapct. 

BANQUET PI EC E , t\varia nr ofrhcstilllifc,tbeban­
' l""r picce depicts ,H\ aftcr-meal sccne. Ir focuscs more 
cm tablcware. than food au<l typically incorporates a 
va nir:-is thcmc. 

BAPTISTRY. A bu ild iug or a pan of a chu rch in 
which thc sacrament of bapti.sm is administcraL h is 
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oft~n O<'r:1gonal in rlc-sig:n, :1 ncl it conra ins :l OOptis111al 
fimt, ot a rcccptadc of stonc or metal rhat holds the 
l loly \Vater for thc rirc. 

B ARR EL VA ULT. A vanlt forme,! by a rnntinuou< 
semicircular ,uch su thM it i, sha pc<l Jikc a half­

cyl indcr. 

BAR TRACERY. A style of craccry in which Alass is 
held in place by rclatively rhin mcmhranes. 

SAS-DE - PAGE. Litcrally "hottom of thc pagc." An 
ill ustration or d ccora tion that is placed bclow a block of 
rcxt in an illuminated manuscripr. 

BA SE . ( 1) Thc lowermo<r porticin nf a column or pitr. 

beneath thc shaft. (2) Thc lowest d cment of a wall, 
clome, or huil<ling or uccasionally of a Statue ur 
painting. 

BA S ILICA. (1) In ancicnt Roman architccture, a 

large, oblong building u~d as a public mceting place 
am! hall o f justice. l t gcnera ll y indudcs a nave, siele 
.:1islcs, and onc or morc apscs. (2} 1 n Chrisliau ~uc.hitcc· 
turc, :i lon)limclinal church deri,·rd from rhc Roman 
basilic::t :111<l having a nav,:, an apsr.. two or four sidr. 
aisles or ,ide chapcls, and snmctim cs a narthex. (3) Any 
one of thc sc,en nriguul rhurches nf Rmnt nr mher 

churchc5 accor<led thc s;un e rcligiuus privilcges . 

BATTLEM EN T. A p..·u~pcl c:onsiqing of :1hcrnating 
solid r•m and "l"'ll sr-,cc, de.signc<l originally for 
defensc u11<l larc r u,ed for dcccirarinn. See r.1·mcla1ed. 

B AY. A subdi"i,ion of thc interior space nf a building. 
lJ~ually O serics o( bay.s is f'unncrl h)' CUfiSCC:llti\'C archi. 
tccrural :.upporrs. 

BELV E D ERE. ..\ .rrucrurc ma<le for rhc purposc of 
\' ic:wing thc surroundings, eithcr ;1bovr. rhc roof of a 
builclini: or frccst.,nding in a ga rden or orhcr natural 
setting. 

BENE DICTINE ORDER . Foun<leda tMonte Cassino 
in 529 Cl:: by St. l:kncclict of N u rsia (c.1. 480-.a. 553). 
l .css austere rhan othcr carly o rclcr,, it sprca<l tlirough­
our much of wcstern Europe and E11gland in the next 
two c:cnturies. 

616LE MORAUSte . i\ type of illustrarc:tl lliblc in 
which each page typic.all y conta ins fou r pairs ofillusrra ­
tions rcpresenting biblic:il e,·ents a11J thcir relatcd 
lesson<. 

BI SH O P. Thc spi ritual ovcrsccr of a 1n11n bcr o( 

rhurches or a di,i<:cse. l l is throne, or catheclr,, placcd in 
thc principal rh urch of rhc d iocc<c. <lesignarc, it as a 
cathcdral. 

6LACK-FIGURED. i\ >l)'le of a11cient Creek poncry 
dccoration charactcri zcd by black figures ag:ii11st a red 
bac.kgroun<l. Thc hlack-figurcd style precedcd the red­
figurccl style. 

BLI N D A R c A o E. J\n urcadc with 110 op«lings. T he 
a rchcs und suppurts arc atlachccl dccorati\'tly to rhe 
surfacc of a wall. 

BLO C K B OCK S . llooks, oftcu religious, of thc 15th 
ccntury conraining ,,·c)(x.Jcut prinlS in which picrurc 
a ncl rcxt werc usually cnr into ehe <.1mc block. 

eooEGONES. Although in modern Spani<h bodcP,611 
means "still lifc," in 171h.cencu11• Spain, hndeg611e, 
rcferred ro gcnrc paintings that included food and 
,lriuk, as in the work of Vel~z.q ucs. 

BOOK COVER. T hesrifTuuterrm-crsprorcctiugchc 
bound pugcs of a hook. 1 n the mcdicval J)('riod, they 
wcre fr<'qucnlly ('Ovcrt"<l with prccious mcrn) ~,nci clab• 
orately cmhdlishccl witli jewcls. cmbosscd <lecorarion, 
etc. 

BOOK OF H OURS. A private pra)·cr book cuntai n­
ing ehe de,·otion, for thc ,c,·cn cannnical hours of 1hr 

Roma11 C:itbulic church (marins, vespcrs, etc.), lirurgies 
for loc:'11 ~aints. 3ncl sometimcs a C~\lenclar. Thcy wcre 
oftcn elaborardy illuminalcd for pcrsons nf high rank. 
whosc namc.~ art: attachcd lo ccrrai 11 exrant cxamplci . 

BRACK ET. A ~tune, w,,c)(ien~ or mct.al sur,port pro· 
jecting from a wall and h:iving a Aat top to hcar 1hc 
welght of a stan1c, corni~~r., hc~un, ctr.. T he lo,vcr part 
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may takc thc form of a scroll; it is rhcn called a scroll 
bracket. 

BROKEN PEDIMENT. Scc:pc-dimem. 

B RONZE AGE . Thc carliest pcrio<l in which bronze 
was used for u,ols and wcapons. In thc Mid<lle J::.1sr, the 
llronze Agc ,uccecclcd tl,e Ncolitllic pcrio<l in ca. HOO 
H<:r. und prcce<led ehe lron Agc, which commcncrn ca. 
1900 BC~~ 

BA.USH D RAWIN(i . Sec d,owing. 

BUO N F R ESc o. Sccfruco. 

BURIN. ,\ poi nrc<l meta! ttM,I wirh a wcdged-shaped 
tip 1ised for cngra\'inj\. 

BUTTRES S. A projccling support h uilt againsr an 
extcrnal wall . usually tu counrcract ehe lateral thnist of 
a va ult or arc:h wirhi11. In Gorhic church urchitccrure. a 
flying huw·r,s is a n arched hri<lgc ahm-c the. aislc n,of 
tl1a1 exrcn<ls from rhc uppcr na, c wall, whcre ehe later­
al lhru~t of lhe m:.1in \lault is greatcsr. Juwn to a :-.olid 
pier. 

B YZANTI u H. Ciry 0 11 1he Sca uf ;\larmara, founclc:tl 
hy the. ancicnt Creek~ und rcnamed Constantinor,1c in 
.BO CE.. TcKlal' calk rl htanbul. 

CA ES A R. Thc surnume of rhc Roman dit Lator, Caius 
Julius C-.acsar. suhscquently u,ed as thc titk of an 
ctnperor~ hC'OC'C, rhc German Kajscr anJ the Runian 
czM (tsar). 

CALLIGRAPHY. Frum thc Grcek wonl for "bc.,uti­
ful w riring." (1) [kcorutive or formal handwrit ing cxc ­
cuted with a qu ill or reed pc 11 or with a brnsh . (2) A 
design deri, ed from ur rcscml,ling lcucrs and tL<c-<l to 
form .t paucrn. 

CALOTY P E. Jnvcntcd in ehe 1830s. r.1 lotype was the 
first phorographic proce)S eo m,c neg:ni,·cs and ~iti\·c 
pri11ts on papcr. 

CALVARY. Tbc hill outside Jerusalem w herc Jesus 
wa, crucilicd, also known a, Golgo1ha. T hc namc 
Calvary is rakcn from thc Latin word r.ah-aris. 111(:'l.ning 
skull: ehe wor<l Golgnrha is thc Creek translitcration of 
rhe word for "skull " in Aranuic. T he hill was thought 
ro bc- ehe spol \·Vhcrc Adam wa~ buricd amJ was rhus 
rra<lilionally k.nown as 00thc place of thc skull.00 Sec 
1,0/1,.vtha. 

CA M EO . A low rr.l icf carving m:id<" on agatc, 
sc:ishdl. or m hcr mulrilayercd material in which rhc 

suhjt:ct, ofrcn in profilc "iew, i~ rt"ndc-rC"ci in ont color 
whi lc thc background appears in anothrr, darkcr color. 

CAHERA OBS C URA. Latin for "dark r<M>Jtt.'' A 
d•rkcned enclosurc or box with • small opening or lens 
on <>nc wall through w hich light cnters to lt,rm an 
in\'crtc<l im•gc 0 11 thc opposite wall. T he principle h~cl 
long been known bur was not used as :.n aid in pic:turc 
m:iking unri l thc 16th ccntu ry. 

CAMES . Strips ofle:id in stainccl-gla» winclow, tbat 
holcl thc picccs of glass togcther. 

CAM PA G N A . lralian word for "countryside." When 
capitali7-ed, it usually refcrs lO thc countrysidc ncar 
Romc. 

CAMPANIL E. From the Italia11 word c-ampana. rncan­
ing "bell." A bell rowcr thar i, cithcr round or sc1uare 
and is ~omclimcs frct:·Sl~,nd ing. 

CAMPOSAN T O . lraliau wnrd for "hnly field.'' t\ 
cemetery ncar a chnrch. often cndosed. 

CANO N . A la\.v, rulc. or st:rnda rcl. 

CANOPY. fn architecturc, an ornautcntal, r<M,flike 

prrl jcction or c:ovcr abovc a ~t:iwc or sacred ohjcct. 

c API TA L. Thc upJJ<rmost memlx:r of a colnm II or 
pillar sup1>0rting rhe archirra,·e. 

CARO i NA L. In thc Roman Cutholic church, a mem ­
lx,r of thc Sacred college, rhc «dcsiasric-,1l body that 
cle~":ts thc: pope and constitutc~ his .1clvi~ory counci1. 

CARH E LITE ORD E R . Originally a 12th-ccnrury 
hermitagc daimccl to desrcn<l from a commttn it} of 
he rmits cstablishc<i by , hc prophct F.lijah on :-.h. 

Carmd, l'alcsrine. In rhc c.irly 13th ccntury it sprcad to 
Eu ro pc and F.ngh,nd, wherc it w:1s rcfornicd by Sr. 

Simon Stock and bccame onc of the 1hrce great mendi­
cant ordcrs. 

C AR TH US IA N OR DER . An ordcr founcled at Ch:ir­
rrcuse, France, by Saint Rrnno in 1084: known for its 

,·ery stringent rulcs. Sec Clumrewr. 

C ART OO N. .Frc,m thc ha li:m word carro11c, mc:rni11.i.t 

"!arge papcr." (1) A fnll-M·ale drawing for a picwrc or 

dc-sign intcndrd ro be tr:insf~rrtd ro n w:111, pancl, 
tapcstr)', etc. (2) A drawin,g or pri11t, usually h umorou, 
ur sacirical! c.a11ing: aueorion tosomc action or person nf 
popular intcrcst. 

C ARVIN G . (1 ) T hc cutting of a lignrc or dc.sig11 out 
of a solid material such 3> ,tone nr wood. as contra<rc-<l 
to the ,d<litivc rcch11iquc of modeling. (2) t\ work exc­

cutcd in this technique. 

CARYATI o. A srnl pturcd lcmale figurc u~d in place 
of a column ;is au ;1rchitcctural snpport. A similar m:1lc 
ligure is a n ot/111 (pi. utlm1u.<). 

C A SEMAT E. 1\ chamlx:r or comparunenr w ithin a 

lcm ilied wall, USttally used for the Storage of artillcry 
and munilions. 

C AS SONE (pi. CASS O NI ). An ltalian dowry ehest 
often highly dccorated wirh c;irving,, paincings. inlaid 

dcsigns, and gil1 cmlx:lli,lunenrs. 

CAS TIN G . A method ofd 11plicMinga work o fsculp­
curc h)' pouring 3 hardcuin~ suhs1a11ce such as plasrcr 
ur rnolrcn rner:1I intu a moltt. 

CAST I RON . A hard, hrinle irnn producc<I commcr­

ciall)' in hlast furnacc, by pouring it inro rnolds whcrc it 
cool< :lll<l hardc11; . Exrcn,ivdy uscd a, a builclinA mare, 
rial in rhe carly 19th cencu ry, it w,u supersedcd by stecl 

and fcrr0<oncrctc. 

c AT A C o M B s. Thc undcrground bu rial placcs of thc 
carly Christians. c:onsi~ting of pa~s:igcs with nic.:he.s fnr 
tmnbs :anJ small chapels fnr cornmc-morati\'C scn·in:s. 

CATA L O GUE RAISONN ~ . A «>mpletc lisl of an 

artisL
1

S ,vorks of art, with 3 comprchensi\'c chronolog:y 
and a discussion of thc arti,t"s style. 

CAT H fDR A . T hc rhro11e of a bi, hop, rhe princip:il 
priest nf a <lioc~<e. Sec rorhedral. 

CAT H EO RA L. The c.hurch of a hishup; his aclminis­
trativc hca<lqu:irrcrs. Tht localion of his c,uhedra or 

throne. 

CELL A . (1) The principal c nclosecl ronm of a temple 
used ro housc an imagc. Also e-1llcd tlie 11ar,s. (2) Thc 

cnri rc bo<ly of 3 remple :l.S clistinct from its cxrcrnal 
parts. 

C ENTERI NG. A w,Mxlcn framework huilt tosupport 
an ardtt vault, ur domr. duri ng ics r.on~truninn. 

C EN TRAL , P LAN C H URCH . ( 1) A church having 
four arms of equal lcngth. Thc crossing is oftcn covcred 

wirl, a dome. Also called 3 Greck-cross church. (2) :\ 
church having a circular or polygonnl plan. 

CHAM PLE Vl. An e namding mcrh,xl in which hol ­
lows arc ctched into a m <:ra l surfocc and fi llcd with 

cnamd. 

CH ANCEL. T hc a rea of ;\ church aroun<l thc alrar, 
som crimes scr off by a scrcen. lt i., uscd by rhc dergy 

a n<l ehe choi r. 

C HA P EL. (1) A p rivate or subord inate placc of wor­

ship. (2) A placc of worship thar i, pnrt nf a chu rch hut 
separatd)" dedicatc<l . 

C HA RT REUSE . F rcnch worcl fvr a Ca rthusinn 
rnona<tcry (in lralian, Certosa). Thc Carthu,ian Order 

was founded by St. Bruno (ca. 103()...1101) at Char• 
treusc nc-ar Grc 11ob)e in 1084. l t i~ :u, cremiric or<ler, thc 
li(c of thc monk s bcing nne of silcncc, praycr, and 

att5rcrity. 

C H ASIN G. (1) J\ tcchniq ne of urnamenting a metal 
surfoce by rhc usc of \'arious cool,. (2) Thc procedure 
U!,ed m fiuish a raw bron 7.c ca~t. 



CHATEAU (pi. CHATEAUS or CHÄTEAUX ). 

Frc:nch wor<l for "castlc:," now usc:<l to <lc:signatc:' a large 
coumry house as weil. 

CHEVET. In Gothic a rchitecture, ehe term for the 
de,•eloped and unified cast end of a church, incl uding 
c.hoir, apse, ambulatory, and radiating chapels. 

CHEVRON. A V-sha ped decorativc elcmcnt that, 
whcn uscd rcpc-atcdl y, givcs a hor i·1:ontal, z igzag 
appca rance. 

CHIAROSCURO. ltalian word for "'light and <lark." 
In paintingt a mctho<l of mo<lding forrn primarily by 
ehe use o f light and shade. 

CH OIR. In church a rchitecture, a squarc or rectangu­
lar a re.a betwcen thc apse and ehe nave or transcpr. lt is 
rcscrvcd for thc clcrgy and thc singing choir a nd is usu­
ally nurkcd off hy srcps, a railing, or a choi r scrc:cn. 
Also calb) thc cha11cd. 

CHOIR SCREEN. A scrcen, frcguc:ntly ornamc:n tc:d 

with sculptun: anc.1 somc:timc:s ca1lc:d a rood scrt.·cn, sepa ­

rating thc choir of a church fron1 ehe nave or transept. 
In Orthodox Christian d rnrches it is decoratcd w ith 
icons and thus c.allcd an icono.Uaii.'i. 

CHR ISTOLOGICAL CYCLE. A series of ill ostra ­
tions depicting the life of Jesus Christ. 

CIRE · PERDU PROCESS. The lost-wax proccss of 
casting. A mcthod in whic.h an original is moddcd in 
wax or coatcd wich wax, thcn covcrcd with clay. When 
rhc wax i, mclted out, the rcsulting mold is filleJ with 
moltcn meta) (oftrn bron~c) ur liqu id plastcr. 

CISTERCIAN ORDER. FoundcJ at Citeaux in 
Fra ncc in !098 by Robert of Molesrne with ehe objective 
of reforming the Beneclictine Order ancl reassening its 
original ideals of a life of se,·ere simplic.ity. 

C ITY-S T AT E. An autonomous political unit com ­
prising a city and the surround ing countrysidc. 

CLASSICISH. Art or architecture ehat harkcns hack 
to and relies upon the style and c.anons of the a rt and 
architccturc of a ncicnt Crcccc or Romc, which cmpha­
si7.c ccrrain sr.andards ofhalancc, orclcr, a nd hc:auty. 

CLERESTORY. A row ofwindows in the upper parr 
ofa wall rha r rises ahovc an adjoin ing rO(>f. lt< purpose 
is ro providc clirc:ct lighting. as in a hasilica or church. 

CLOISONNE . An cnamding mcthod in which thc: 
hollo vv·s crc:atc:d hy wirc:s joincd to a mc:tal phtte i\re 
fillc:d with c:namd LO crc:atc: a <lc:sign. 

CLO I STER. (1) A place of religious seclusicm such as 
a monastcry or nunnery. (2} An open court attached to a 
church or monastery and surrounded by an ambulato­
ry. Used for study, med itation, and exerc.ise. 

CLUNIAC ORDER. Foundecl at Cluny, Francc, hy 
Bemo of Baume in 909. lt had a leading rolc in rhe rcli­
gioos rcform movcment in thc Middlc Agc< and hacl 
closc connections to Ottonian rulc:rs and to thc papacy. 

CODEX (pi. CODICES ). A manuscript in hook form 
macle possihk hy thc usc of parchmcnt instea<l of 
papyrus. Du ring the Ist tu 4th ccnlu rics CE, it gracl ually 
replaced the rort,lus, or "scroll," previously uscd for 
written documcnts. 

COFFER. (1) A small ehest or casket. (2) A recessed, 
geometrically shape.d panel in a ceiling. A ceil ing dcco­
rated with thcsc pancls is said to bc coffcrcd. 

COLLAGE. A composition macle of cut and pastcd 
scraps of materials, some.times w ith lines or forms 
addcd hy thc artisr. 

COLON NADE . A scrics of regularly spac.cd columns 
supporting a lintcl or cntablaturc. 

COLON NETTE . A small, ofte.n dec.orativc, column 
th:u is con nccrcd to a wall or picr. 

COLOPHON . (1) Thc production informa tion givcn 
at thccnd of a book . (2) Thc printcd cmhlcm ofa hcx,k 's 
puhlisher. 

COLOR-FIELD PAINTING . ,\ tcchni<JUC of 
Ahstract painting in which thinnc:d paints arc: spread 
omo an unprimed canvas and allowe<l to soak in with 
minimal control by the anist. 

COLOSSAL ORDER. Co]umns, pic:rs, or pilastc:rs in 

the shape of thc Grcck or Roman or<lcrs but that 
extend through two or more swries rather than follow­
ing eh e C lassical proportions. 

COLUHN . A n approximately cylin<lrical, upriglu 
architeccural support, usually consisling of a long, rela­
rivcly slcnde.r shaft, a base, and a capital. When imbed­
cle<I in a wall, it is callcd an cngagcd column. Columns 
dccorarcd with \vraparound rclic:fs ,vcrc uscd occasion­
ally as frccst:1 nding commcmorativc monumcnts. 

COHPOSITE IHAGE. An image formcd hy combin­
ing different images or different vicws of the subjcct. 

COH PO UND PI ER. A pier wich attached pilasters or 
shafts. 

CONCR ETE. A mixture. of sand or gravel wich mor­
tar a nd rubble invented in the a ncient N ear East a nd 
furrhcr rlcvcloped by thc Romans. Largely ignorcd 
during thc Middk Agcs, ir was rcvivcd by ßran1:1ntc in 
the carly l6rh ccntury for St. Pcrcr"s. 

CONTE CRAYON. A crayon made of graphice and 
clay uscd fOr draw ing. Procluccs rich, vclvcty roncs. 

CONT INUOUS NARRATION. Portrayal of the 
samc figure or charac.tc.r at different stage.s in a scory 
that is dcpicted in a singlc artistic spacc. 

CONTIIAPPOSTO. Icalian word for "set against." A 
composition developed by the Creeks to represent 
movement in a figure. T he parts of the body are placed 
asymmetrically in opposition to cach othcr around a 
cc:ntral axis, and car<:ful attention is paid to rhc distrih ... 
ution of wcight. 

CORBEL. (l) A bracket that pro jects from a wall to 
aid in supporcing weight. (2) The projection of one 
coursc, or horizontal row, of a huilding material 
hcyond rhc course below ir. 

CORBEL VAULT. A vault formcd by progressively 
projccring courses of sconc or brick, which cvcnroally 
meet ro form ehe h ighcst point of thc vault. 

COI\IN T HIAN STYLE. An ornate Classical style of 
architecture, characce.r ized in par t by columns combin­
ing a fluted shaft with a capital made up of carved 
ac.,nthus leaves and scrolls (vo/111es). 

CORNIC E. (1) T hc projecting, framing members of a 
classical pedimenc, induding the horizontal one 
bcneath and the two sloping or "raking" ones above. (2) 
Any projecting, horizontal eleme.nt surmounting a wall 
or othcr structure or dividing it horizontally for dcc.o­
rari vc purpose.s. 

COUNTER - REF ORMAT ION. T he movement of 
se.lf-renewal and reform wichin the Roman Cacholic 
chureh following the Protestant Reformation of the 
csrl y 16th centu ry and attcmpting to combat its influ­
cncc. Also k nown as thc Catholic Reform. lts principlcs 
were formnlatcd and adopte<I ar rhc Council ofTrent, 
1545- 1563. 

COURT STYLE . Sec Rayom1ant. 

CI\ENELATE D. Especially in medieval Europe, the 
up-and-down notc.hed walls (battleme111;) of fort ified 
huil dings and castles; thc cre11el< scrvcd as openings for 
rhc usc of weapons and thc higher mer/011.; as defensive 
,hiclds. 

CROHLECH. From thcWelshfor "concave stonc." A 
circle of )arge upright stones probably used as the set­
ting for ritual ceremonics in prchistoric. Britain. 

CROSSHATCHING. In d rawing and etching, paral­
lel lines drawn across other par~llel lines at· various 
angles to represent differenc.es in value.s and degrees of 
shading. See also hatching. 

c ROSSI NG. T hc area in a chu rch where the transepc 
crosses the nave, frequently emphasiz.ed by a dome or 
c.rossing tower. 

CROSS SECTION. (I) In architecture, a drawing 
that s hows a theoretical slice through a bu ild ing along 
an imagined phlne in order to reveal the design of 
the structure. (2) An imagined slice through any 
objcc.t along a n imagincd plane in order to rcvcal 
its suucture .. 

CRYPT. J\ spacc, usoally vaulted, in a church rhat 
somctimcs cau!\cs rhc floor of rhc choir to hc raiscd 
aho,;c rhat of thc navc; oftcn uscd as a i,Jacc for tombs 
a nd small chapels. 

CUNE IFORH . T he wedgc-shapcd charac.ters made 
in day by ehe ancient Mesoporamians as a writing sys­
tcm. 

CUIITAIN WALL. A wall of a modern building that 
does not supporc ehe building; the building is supportcd 
by an underlying steel structure rather than by ehe w:\II 

itself, which serves the pu rpose of a facade. 

CYCLOPEAN. J\n adjccrivc dc-scrihing masonry 
with largc, unhcwn stoncs, rhought hy thc Grccks ro 
havc hcen huilt hy the Cyclopes, a legendary racc of 
onc-cycd giants. 

DAGUERREOTYPE . Originally, a photograph on a 
sil vcr-plarccl shccr of coppcr, which hacl hcen rrcatcd 
with fumcs of iodine to f0rm silvcr iodidc on its surface 
and thcn after exposore dcvclopccl hy fomc, of mcr­
cury. T he process, invenrcd hy L. J. 1-..f. Dagucrrc and 
madc puhlic in 1839, was m orlified and accclcrarccl as 
dagucrrcotypcs gained populariry. 

DECALCOHANIA. A technique developed by the 
artist Max Ernst that uses pressure to cransfer paint to a 
canva.s fron1 sorne other surfoce. 

DEESIS. From rhe C reek wem) for "entrcaty." T he 
rcprcJ,cnration of C::hri~t cnthroncd hctwc:cn thc Vi rgin 

Mary and St. John rhc llaprisr, frequent in Ryza nrinc 
mosaics and dcpictions of rhe Last Judgmcnt. Ir rcfcrs 
to ehe roles of the Virgin Mary and St. John the Baptist 
as incercessors for humankind . 

DENTI L. A small, rectangular, tooth-like block in a 
sc:ric:s, uscd to dc:coratc a classical cntabJaturc. 

D IKKA. An clcvatcd, flat-toppcd plarform in a 
mosquc nscd hy thc muc-zzin or ca ntor. 

DIORI TE . An igneous rock, excremely hard and usu ­
ally black or <la rk g ray in color. 

DIPTYCH . (1) Originally a hingcd, two- lcavcd tablct 
used for w riting. (2) A pair of ivory carvings or panel 
paintings, usually hinged together. 

DIPYLON VASE . A Greek funerary vase wich holes 
in ehe bouom through which libacions were poured to 
the JeaJ. N amcJ for thc cemetery nea r Athens wherc 
thc: vasc:s wc rc found. 

DISGUISED SYHBOLISH. "Hiddcn ·· mcaning in 
the details of a painting that earry a symbolic message. 

DOLMEN. A structu rc fonlu::d by two or ,norc: largc, 

upright stones cappeJ by a horizomal sl:\b. Thought to 
be a prehiswric tomb. 

DOME. A truc domc is a vaultcd roof of circular, 
polygonal, or clliptical plan, formed with hcmisphe ri­
cal or ovoidal cu rv~turc. May bc snpportccl by a circular 
wall or drum and by pcndentivcs or rclared construc­
tions. Domical eoverings of man y orhcr sorrs havc bccn 
devised. 

D o He v Au LT. The arched sec.tions of a dome that, 
joine<l wgether, form ehe rounded shape of a dome. See 
donu:, vauft , an<l arch. 

DOHINICAN ORDER. Founc.Jc:d as a mc:ndicant 
order by St. Dominie in Toulouse in 1220. 

DOM US. Latin word for "house." A detached, one­
family Rmnan housc with rooms frequem ly grouped 
aroun<l two opcn courts. The first court, called the 
atrium, ,vas used for cntcrtaining and conducting busi­
ncss. The sc:cond court, usually with a gare.Jen an<l sur.-­
roundcd hy a perisiyle or colonnad c., was for thc private 
usc of rhc fam ily. 

D o No R. T he patron or dient at whosc ordcr a work 
of ar t was e.xecuted; ehe donor may bc dcpictcd in the 
\.VOtk. 

DORIC STYLE . J\ simple style of C lassical architec­
turc, characterizcd in part hy srnooth or fluted tolumn 
shafts ancl plain, cushionlike capitals, and a friezc of 
metopes and triglyphs. 
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DI\AWING. (1) A work in pencil, pen and ink, char­
coal, crc., oftcn on paper. (2) A similar work in ink or 
wash, etc., rnade with a hrush and ofren callcd a brush 
drawing. (3) A work cornbining thcse or other tech, 
niques. A clrawing rnay hc large or small , a quick 
skctch or an daborate work. Among its \'arious forms 
arc a rccord of so111erhing seen, a study for ,mothcr 
work, ,u1 illustration associated with a tcxt, ,md a tcch­
nical aid. 

DI\ESSED STONE. A masonry tcchnique in which 
exposcd stoncs are finishcd, or dressed, to proclucc a 
surfacc that is smooth ancl forrn,ll. 

DR6teR1es. l:'rench word for "jests." Uscd to 
clcscribc the li\'ely animals ,lnd small ligurcs in the mar­
gins oflate medieval manuscripts ancl in wood carvings 
on furniiure. 

DRUM. (1) A section of the shaft of a column. (2) A 
circ.ular-shapccl wall supporting a dome. 

D RYPOINT. A type of imaglio printmaking in which 
a sharp metal nccdle is use w carve lines and a cksign 
into a (usually) copper plate. T he act of drawing pushes 
up a hurr of metal lilings, and so, whcn the plate is 
inhd, ink will hc retaincd by thc burr to create a soft 
and deep tone that will be urii,1uc to each pri nr. Thc 
burr can only last for a fc:w printings. Both thc print 
ancl thc process are callccl drypoint. 

EARTHWORKS. Usually very largc scalc, outdoor 
artwork thar is produc.ed hy altcring the natural 
cnvi ronmcnt. 

ECHINUS. In the Doric or Tuscar\ Order, the round, 
cushionlike element hctwcen the top of thc sh,lft and 
the abacus. 

ELEVATI ON. (1) An architectural clrawing present­
ing a building as if projected on a \'ertical plane puallcl 
to one of its sidcs. (2) Term usecl in dcscribing the ,•erti­
cal plane of a building. 

EMBLEM BOOK. A refcrencc book for painters of 
Christian subjects that providcs examples of nhjccts ,md 
cvcnts associated wirh saints and othcr rcligious figures. 

EM Boss, NG, A mctalworking technique in which a 
rdicf design is raiscd hy hammering into rhc back side 
of a meta\ shccr. 

EMPIRICISM, Thc philosophical ancl scicntific. idea 
that knowk.dgc should be attainccl through observation 
and rhe accumulation of e\'iclcncc through repcatablc 
cxpcrirnent.s. 

ENAHEL (1) Colored glassy substanccs, cither 
opaque or transluc.cnr, applied in powdcr form to a 
meta! surfac.e ancl fuscd to it by firing. Two main tech­
niques devclopcd: chample"e (from the French for 
"raise.d fick!"), in which the arcas to bc treated are dug 
out of thc meta! surface; and cloisonnc (from thc 
Frcnch for "partitinncd"), in whic.h comparunents or 
cloisons to' be lillecl arc made on the surfacc with thin 
me.tal strips. (2) A work excc.utccl in cither techniquc. 

ENCAUSTIC. A tcchnique of painting wich pig­
ments dissolvcd in hot wax. 

ENGAGED COLUMN. A column that is joincd ro a 
wall, usually appearing as a balf-roundecl vcrtical 
shapc. 

ENGRAVING. (1) A mcans of embellishing meta\ 
su rfaces or gemsroncs hy incising a design on the sur­
fac.e. (2) A print made by cutting a dcsign into a mctal 
platc (usually copper) with a pointed steel tool known 
as a hurin. The burr ra isecl on cither sidc of thc incised 
linc is removed, lnk is thcn rubbed into rhc V-shaped 
groo\'es and wipccl off the surface. Thc pl,ne, CO\'erecl 
with a clamp sheet of papcr, is run through a hca\'y 
press, The image on rhe paper is the reversc of that on 
thc plate, When a linc sted needle is usccl inste,id of a 
burin and the hurr is retained , a drypoint engraving 
resulrs, charactcrized by a softer linc, These techniqucs 
are callcd, rcspecti\'cly, engraving and drypoint, 

ENTABLATURE. (1) In a classical order, the cntirc 
structure above the columns; this usually indudes 
architravc, frie·,c, and cornice. (2) Thc same structurc 
in any huilding of a classical sl)·lc, 

4 GLOSSARY 

ENTASIS, A swel\ing of thc shaft of a column. 

ENVIRONMENT. In arc, e.nvironmcnt rc:fers to the 
Earth itself as a stage for Environmental art, works that 
can hc cnormously ]arge yct vcry minimal a ncl ahstract. 
These works can be permanent o r transitory. Thc terrn 
Earth art is also used to dcscrihe these artworks. 

ETCHI NG, (1) A print rnade by coaring a copperplate 
with an acid-resistant resin and drawing through this 
ground, cxposing the metal with a sharp insrrumcnt 
callcd a styltM, The platc is hathcd in acid, which cats 
into thc lincs; it is then hcatcd to rcmove thc rcsin ancl 
finally inkecl am! printed on papcr. (2) Tbe teehniquc 
itself is also callecl etc hing. 

EUCHARIST, (1) Thc sacrarnent of Holy Commu­
niont thc cdehration in commcmoration of thc 1.asr 
Suppe.r. (2) Thc consecrnted brcacl and wine used in thc 
cere1nony. 

EVANGELISTS, Matthcw, Mark, Luke, and John, 
traditionally thought to be the authors of the Gospels, 
the first four hooks of the New Testament, which 
rccount thc lifc ancl dcath of Christ. T hey arc usually 
shown with their symhols, which arc probahly clcrived 
from thc four beasts S\trrouncling thc throne of the 
La111b in thc Book of Rc.vclaricm or from thosc in rhc 
\'ision of Ezckial: a winged man or angel for Matthcw, 
a winged lion for Mark, a wingcd ox for Luke, and an 
cagle for John. These S)'rnbols may also rcprcsent the 
c\'angdists. 

FACADE, The principlc face or thc front of a 
builcling. 

FAIENCE. (1) t\ glass paste fiml to a shin)' opaque 
linish, used in Egypt and the Acgcan. (2) t\ type of 
carthenware that is covcre<l with 3 colorful opayue 
gla:,:c am! is often dec.oratccl with elaborate dcsigns. 

FATHERS OF THE CHUI\CH. Early tcachers and 
clcfcnders of thc Christian faith, Those most frcqucntly 
reprcscnted are. the four l..atin fathers: St. J cromc, St. 
Amhrosc, and St. Augustinc, all of the 4th ccntury, and 
St. G regory of the 6th. 

FERRO CON CRETE. See rcinforced concrere. 

FERROVtTREOUS, In 19th-century architec.turc, the 
combining ofiron (and later stecl) with glas.s in the con­
srruction of )arge builclings (e.g„ railway stations, exhi­
hition halls, etc.,), 

FIBULA, A clasp, buckle,or brmch, often ornamentcd. 

FILIGREE. Dclicatc rlccoralive work madc of inter­

twining wires. 

FINIAL. A rdati\'dy small, dccorativc dcment ter­
minating in a gable, pinnadc, or thc likc. 

FLAMBOYANT GOTHIC. A style of Late Gothic 
arc.hitecture in which the bar traccry supporting the 
strained glass winclows is formed into daborate point­
cd, often flamelike, shapcs, 

FLUTING. In a rchitect\lrc, thc ornamental groo\'cs 
channclecl vcrtically into thc shaft of a column or 
pilasre,·, They may mcet in a sharp cdgc, as in the Doric 
style, or be separatecl hy a narrow strip or fillct, as in the 
lonic, Corinthfan, and composite styks. 

FLYING BUTTRESS. An arch or series of arehes on 
the extcrior of a huilding, connecting thc building to 
dcG\ched picr buttrcsscs so that the thrust from thc roof 
,·aults is offset, 

FOLIO. A lcaf of a manuscript or a book, identificd 
so that the front and the back have thc samc number, 
the front hcing lahclcd n•cro and the hack uaso. 

FONT, (1) In printing, a complete set of type in which 
thc lcttcrs and numbers follow a consistent design ancl 
style. (2) Thc stone or meta! container that holds the 
Holy Water in a haptistry, 

FORESHORTENING. /1. mcthod of rcducing or clis­
torting thc parts of a representcd object that arc nor 
parallel to the picture plane in order to convcy the 
impression of three dimensions as perceived by thc 
human cye. 

FORMALISH. T hc emphasis in arr on form; i.c, on 
line, shapc, color, composirion, c::Lc. rather than m, sub­
jctl matter. Hcncc, art from any cra m:1y bc judgcd cm 

thc hasis of its formal dements alonc. 

FORUM (pi. FORA), In an ancienl Romancity, thc 
n,ain public squarc, w hich was a puhlic gathering placc 
and thc ccnter of judicial aucl business acri,•ity. 

FOUR-IWAN MOSQUE. Amosqucwitharectangu­
lar intcrior courtyard clcsigned wich a largc vaultcd 
cha111bcr or recess op<:n to thc courtyard on cath side, 

FRANCISCAN ORDER. Foundecl as a mendic.1nt 
ordcr hy St. Franc.is of Assisi (Giovanni clc Bcrnardone, 
ca, 1181- 1226), The ordcr's monks airned to in,iratc thc 
lifc ofChrisr in iL, poverty and humility, to preac.h, ancl 
to minister to thc spiritual needs of thc poor, 

FRESCO. ltalian word for "frcsh," Fresco is thc tcch­
ni,p1c of painting ml plaster with pigments grouncl 
in wa rcr so that thc paint is absorbed by the plaste.r 
and becomcs part of the wall itsdf, Huon fre.<r.n is the 
tcchnique of painting on \Vet pl:tstcr~ fr1.•s1.·o lecco is 
thc rcchnique of painting on dry plastcr. 

FRIEZE. (1) A cominuous band of paimed or sculp­
tu recl clecoration. (2) In a Classic.1 I huilcling, the parr of 
thc cntahlmure bctwcc n thc architravc and thc cornice. 
A Doric friczc consists of alternating triglyphs and 
mctopcs, thc latrcr oftcn scul pturcd. An lonic fr iezc is 
usually dccorated wirh continuous relicf sculpture, 

FR o N TA LI T Y, Rcpresencation o f a subject in a full 
frontal view. 

FROTTAGE. T he techniquc of rubbing a drawing 
medium, such as a crnyon, ovc r papcr that is placcd 
ovcr a tcxtured surfacc in ordcr to translcr thc underly­
ing pancrn to the pape r. 

GABLE, (1) Thc triangular arca framed by thc cor­
nicc or caves of a huilding and the sloping sides of a 
pitched roof, In Classical architecturc, it is callecl a pnl­
iment. (2) A clccoralive elemcnt of similar shapc, such as 
the triangula r structures above thc portals .of a Gothic 
church und somctimcs at the top of a Gothic picnrre 

frame. 

GALLERY. A scconcl story placed 0\'Cr rhc side aisles 
of a chnrch and bdow thc d crcstory. In a c.hurch wirh a 
four, p,lrt e\cvation, it is placed bclow the triforium and 
above thc nave arcack. 

CiEN IUS. J\ \Vinged semi -nudc: figure~ oftcn purdy 
clccorative but fre,1ucntly personifying an abstract con­
ccpt or rcpresenting rhe guardian spirir of a pcrson or 

place. 

GENRE, The Frcnch word for "kind" or ·\ort." In 
art, a gcnrc: scene i.s a work of art, usually -1 p;.1inting, 
clepicting a sccne from everyd,y, orclinary lifc. 

GEOMETRIC AI\ABESQUE, Complcx pattcrns and 
designs usuall y composcd of polygonal gcomctric 
forms, rachcr than orgiulic flowing shapcs; ofcen uscrl 
as ornamc:-ntation in lslamic art. 

GESSO, A smooth mixwrc of ground chalk or plas­
tcr and glue used a, thc basis for te111pcra P"inting and 
for oil paintin.~ on pancl. 

GESTUI\E PAINTING. A tcchnique in painting 
and clrawing whcrc thc actual physic.al movcmcr\t of 
the artist is rcfiected in thc hrush stroke. or line as it 
is seen in thc artwork, The artisr Jackson l'ollock is 
p,rricularly assodatc<I wille this technique. 

GIGANTOMACHY, From Grcck mythology, thc hat­
tle of the gods ancl the ginnts. 

G ILDING, (1) A coat ofgolcl or of a gold-c.olorecl sub­
stance that is applicd mechanir.a ll y or d ,emically w sur­
foccs. of a p:1inting, sculpturc, or architectoral 
decoration, (2) T he proccss of applying this material. 

GIORNATA . llccausc fresco pai nting dries quickly, 
artists apply only as much wct plaste.r on rhc wall as can 
be paintcd iu one day. Thar amount of work is called 
lhe gion1ata

1 
frmn ehe Italian worc.l giorno, mcaniug 

"clay." So,giornata mcans "onc day's work .'' 



GISANT. In a tomb sculpturc, a rccumhcnr cffi6~- or 
rC'prc-.stntacion of thc dcc.cascd. Ac rirncs. rhc gis.ant may 
be represeotcd in a statc of rlccay. 

GLAZE, (1) .-'. thin layer of tra nsluccnt oil color 
applicd lO a painted surfoce or to parts of it in or<lcr lO 

modify the tone. (2) A glassy eo.ring applicd to ,, piece 
of cerarnic work hd(>rc fir ing in thc ki)n ~ts a proce,civc 
seal and oftcn as dccoration . 

GLAZED BR I CK. Brick thai is hakcd in a k iln after 
bcing paintcd . 

GLORIOLE (or GLORY). T hc circlc of rn dianl light 
around the heads or tig11 rcs of Gocl, Christ, thc Vir,::in 
~1:tty, or a saint. \Vhc;n ir surrounds rhe hcad 011ly, it is 
called ::t haln or nimbus; whe n it surroumls the enti rc 
figurc wirh" !arge oval, it i, callecl a rnar,dor/,i (thc ltal­
ian word for "alrnond.,). lt imlic.:alcS <livinicy or hol i­
ncss. though origina11y iL w"s plated a.round thc hc::ids 
of kings and gods as a mark of <listinction. 

GOLD L EA F. ( 1) Gold hcatcn into vcry thin sheets or 
" leaves' ' and applicrl ro illum inatcd rnanuscripts and 
pancl pa intings, ro sculptu rc, or to the back of thc glass 
tcsscrac nscd in mosaics. (2) Si/ver l,~af is :11~0 uscd, 
tho11gh ultimatcly i t tarnishcs. Sometimes callcd gold 

foil, silvcr foil. 

GOLCOT HA. From rh<~ word in Aramaic n1eaning 
"skull," Golgotha is rh,; hill outside Jerusalem whcrc 
thc C rncifixtion of Jesus Christ took place; ic is also 
k nown as Calvsry. Sec Calvary. 

GORGON. In Creek mythology, oneof three hidc.ous 
fä1nale monstcrs w ith l:.irgc hcads auc.J snakes for h:lir. 
Their gla ncc rnrncd mcn 10 stone. lvlc<lusa, thc rnost 
famo11s of rhc Gorgons, was killcd by Pcrseus onl y with 
hclp from rhc gods. 

GOSPEL. (1) 'J'hc fim fimr hooks of thc New Testa ­
ment. They teil thc story of Christ's lifc and death and 
arc rtscribcd ro rhc cvangdist.'i ~·fotthew, ~·1a rk, Luke, 
and John. (2) A copy of these, usually called a Gospel 
Book, oftcn richly illum inared. 

GRANULATION. A (C(.h niq uc of dccorntion in 
which meta! gran11k.s, or t iny meta! halls, arc fused to a 

mcL::tl surface. 

GRATTAGE, A tedinique in parnung whcrchy a n 
image is produced by scraping off pai nr from a canvas 
tlwt has bee n placed ovcr a tcxturcrl surfocc. 

c RE E K c Ro s s. A cross with four arms of c<1ual 

kngrh arrangc<l at right angles. 

CREEK-CROSS CHURCH, A churdl designcd using 
thc shapc of an C<Jua l, a rrncd (,reck tross; it has a ccn ­
tr~I room with four cyually si~cd roon\s excend ing out-­
w:ird from the maiu roo1n . 

GAISAILLE . :\ monochrome draw ing or painting in 
which only va lncs of hlack, g ray, an<l whi1e arc 11sccl. 

GRISAILLE GLASS. W hirc glass painted with gray 

designs. 

G RO IN VAU L T . A va11lt formcd by thc inte rsection of 
two h,irrd vaults at right angle, to cach othe r. A groin is 
the ridge resulting from thc intcrscction of LW0 vaulcs. 

GROUND-LINE. T he line, act11al or implied, 0 1) 

which fig urcs stand. 

GROUND PLAN. An arth itectu ral d rnwing prcscnt, 
ing a huilding as if cut huri,:ontally at thc floor lcvd. 

Also callcd a plan. 

GUTTAE. In a Dor ic c ntahlaturc, srnall peglikc pro­

jections :1ho\'c thc friezc; possiLly derived from pcgs 
origina lly uscd in wmx.Jen c<mstr uction. 

HALL CHURCH. Sechallc11l(ird 1e, 

HALLENKIRCHE. Gcrman word for "hall d nrrch.'' 
A churd 1 in which thc navc and rhc side aisles are of thc 
same height. T hc type was clcvdopcd in Roma ncsq11c 
arc.hitcc:tnrc :,md occurs espccially frequently in Ger-­

man G oth ic churchcs. 

HALO. In painting, rhc ci rd c or par tial circle of light 
depicted s11 rro11 nding thc hc,id of a saint, angel, or dicty 
to indic.ace a ho)y or sac::rcd nature; mo~t common in 

mc:dicval paintings but also seen in rnore modern an­
work. Also callc:d a 11im}m$. 

HAPPENING. A type of an thac invoh-es visual 
images , audiencc panicipation, and improvised pcrfor­
rnance. usually in a p11blic setting 3nd 11ndcr the lcx,se 
direction of an anisr. 

HATAIJI STYLE. .\leaning litcrall y "of Carhay" o r 
··Chinese''; uscd in Octoman T urk ish :ut to dc~crihc an 
artist ic pactern consist ing of ~ryl izcd lorus hlossorns. 
other flowers, and sin11m1.s lcavcs on curving stcms. 

HATCHI NG. A serie.s of parallel li ncs 11.scd as shading 
in prints and drawings. \Vhc n two sct~ of cros~ing p }ir ... 

allcl l incs are used, it i.s callcd cm.-.;/za1d1i11g. 

HERALDIC COMPOSIT I ON . A dcsign thar i, sym ­
metrical around a central ax k 

HIERATIC SCALE. An artistic techniq ue in which 
thc icnpurt,ince of figu res is indicated by sizc, so that 
thc rnost importallt tigure is depictcd as thc largcst. 

HIEROGLYPH . A syu 1Uol, ofLt'n based on a figure, 
a 11iu1;.tl~ or ohject, Slanding for a word, syll :lblc, or 
sound. T hese ,y1nbols form thc ca rl y F.gyptia n w riring 
system, an<l ;.1rt' fou nd on anck nt Egypri:rn monumcnts 
as weil as in Egypcian writtcn r('c.ord~. 

H I GH RELIEF, Seerelief: 

HÖTEL. Frcnch word for "lwtd" but uscd also lO 

dcsig narc a n clcg~nr rown houst'. 

HOUSE CHURCH. i\ place for private worship 
with in :1 housc; thc firs t Chrislia n churchcs ,vere locat­
cd in pri\•::ue homcs that ,vc:rc modific<l for religious 
c:c:rcmonic~. 

HUMANISM. A ph ilosophy cmphasizing thc worth 
of the individual, thc rational ahiliric, of hurnankin<l, 
and thc human porcnri,i l for good. During the ltali,tn 
Rcn:1 i~5a ncc, hum:1nism was part of a movt'mcnt that 

cncouragcd study of thc classirnl cultures of Greece and 
Romc; ofrcn it camc into contlict wid1 tht' doctrines of 
thc Catholic. ch11 rch. 

HYPOSTYLE. A hall whosc roof i, supportc<l by 
col11rnns. 

ICON. From the Grcck worcl for "image." A pand 
paincing of onc or morc ~acrcd personagt's. such as 
Christ, thc Virgin, o r a saint, particu1arly vcnerated in 
thc Orthodox Christian church. 

ICONOCLASM, Thc docrrinc of the Chr istian 
church in ehe 8th and 9th ccnmrics th:u forba<lc thc 
worship or prod11ction of rcligious imagcs. T h is <loc­
trine led to the. destrucrion of manv works of art. The 
iconoclastk concrovcrsy ovcr thc ;alidity of this doc­
trinc lcd to a div ision ofthe d 1urch. Protestant church­
cs of rhc 16th and 17th ccnturies also practiced 
iconod :i sm. 

ICONOGRAPHY. ( 1) T hc dcpicting of imagcs in art 
in ordcr to convcy cerrain meanings. (2) The study of 
thc mcan ing ofimagcs depicted in a rt, whcther they be 
inanimatc ohjccts, cvcnts, or pcrsonages. (3) T he con ­

rcnt or suhjccr matter of ~1 work of art. 

1 L L us I o N I s H. r n artistic ter rns, tbc tcch nique of 
manipulating pictorial or othe r rncans in on.lt'r to cause 
thc cyc to pc rccivc a pa rticul~tr rcality. M ay be used in 
architccturc ~nd sculpturt', as wdl as in p::tincing. 

IHPAS T O. r'ro1n thc ft:tl i:in word meaning '"w make 
into a paste"; it dcsc:rihcs paint, usua11y oil paint, 
applicd very th ick ly. 

JN ANTIS, An a rchitcc.tural rc:rm rha r indicatcs tbc 
posilion of thc colum ns on a Grcck or Roman huil<ling 
when those colum ns arc sct hcrwccn rhc junction of 
twowalls. 

1Nc1s1ON. A cut made into a hard material w irh a 

sharp instrumcnt. 

INLAID NIELLO. See11iello. 

INSULA (pi. INSULA ). Latin word for ''isla nd." (1) 
An ancicnt Roman city block. (2) A Roman "apa rtment 
hcmsc": a rnncrcte and l,rick building or chain of build ­
ings around a ccntra1 eourt, up co fi\le scorics high . 

Thc ground floor had shops, and abo,•e were living 

quartcrs. 

INTAG L 1O. A printing techni quc in wh ir.h thc 
dcsig n i, formcd from ink -filled lines wt into a s11rface. 

Engra\'i ng, ctching, and d rypoint a re cx:11nples of 

inta.~l io. 

1 NTO NACO. T he laycr of smooth plastcr on which 
paim is applicd in frc~c:o painting . 

ION1c STYLE. A style of Classical G rcck arc.h itcc­

turc chat is charncrcrizcd in pa rt by columns chat ha\!e 
flute·d sha fts, capitals with \'Olutcs (scroll,), ancl a hasc; a 
cmninuous fricz.c is also charactcrist ic. 

IWAN. A vaulrcd chamhcr in a n tosquc or othcr 
lslamic structurc, opcn on onc sidc and usually opcning 
onto an inLcr ior c.:ourtyard. 

JA MB s. T hc vc rtical sides of an opening. In 
Romanesq11e and Gothic churchcs, the jarnbs of doors 
an<l windows arc often cut on a sl;mt ourward, o r 
.. ,pbycd." th us providing a broader s11rfac.c for sculp­

tur.~1 dccorarion. 

JAPONISME. In 19th-cent11ry Frcnr.h ancl i\mcrican 

:1 rr, a style of painti11g a rnJ drawing chat rcfkctcd thc 
infl11cnc.c o f rhc Jap:rncse a rtworks, particubrly pri1Hs, 
that were then reaching thc \Vest. 

JESU I T ORDER. The "Society of Jesus'! was fo11nded 
in 1534 by lgnati11s of l.oyola (1 491- 1556) an<l was 
espccially devoted to the servicc of thc popc. T hc orclcr 
wa s a powcrful inilucncc in the strugglc of thc Catholic 

Counter-RdOrrnacion with thc Protcslanl Rcform::tLion 
and was i\lso very important for its missionary work, 
clissc:m inating Cl,ristianity in the Far E.,st and thc New 
\Vorld. Thc morhc r church in Rome, II Ges11 , conforms 
in <lcsign to the preaching ~ims of rhc new ordcr. 

KEEP. (1) T l,c innermost and strongcst struct11rc or 

centra l to,vcr of a mcdieval castle, sometimes used as 
living quarters, as weil as for dcfcnsc. 1\ lsocallcd a clcm­
jon. (2) A for tific<l medieval c,1stle .. 

KEYSTO NE. T he highest c.cntral sronc or vou.ssoir in 
an arch; it is the final stone tobe p11c in plac.c, a nd its 

wcight holds thc a rch togcthcr. 

KITSCH. A German word for " rrash," in F.nglish 

kit.,ch has comc to dcscrihc a sensibilit)' that is vulgar 
and sentimental, in conrrast to thc: rcfincmcnt of„high" 

ar t or fine :lrt. 

KORE (pi. KORAI ) . Creek wem! for "maidcn." An 
Archaic Greek scat11e of a sra nding, clrnpcd frmalc:. 

KOUROS (pi. KOUROI ) . Grcek word for " male 
youth," An Arch:1ic Grcck statuc of a standing, nud, 
youth. 

KRATER. A G rcc.~k vcssd, of assortc<l shaves1 in 
,vbich wine and water arc mixcd. :\ calyx kratcr is a 

hcll -shapcd vessd with handles near thc base; a volure 
krarer is a vesscl wirh handles shaped like sc.rolls. 

Ku F I c, Onc of the tirst genera 1 forms of Ara hie scri pr 

to bc dcvclopcd, distinguisl,ed by its angularity; distinc­
tive variants oc.cur in va rious parts of tbc lshunic 
worlds. 

KUNSTKAMMEN (Gc rman, pi. KUNSTKAMMERN ; in 
Durch, KUNSTKAMER ). Litcrall y rhi, isa room ofart. 

Dcvclopccl in the 16th ce1uu ry, it is a forenmner of thc 
muscum- a display of paintings a nd objcccs of natural 
history {shells, bonc.s, etc.) thar formed a n cncyclopc<lic 

co11cction. 

KY L IX. In Grcek and Roman antiquity, a shallow 
drinking cup with t vv·o horizontal h:1ndlcs, ofrcn sct on 

a stcm tcrminating in a fooL. 

LABORS OF THE MONTHS. The various 0tcupa­
tions suitable co the inonchs of thc yca r. Sccnes or fig„ 
ur<:-s illustrating tht'Se werc frequently represcnted in 

illumin:ltcd manu.'icripts. Smnctimcs scenc.s of the 
lahors of the months werc comhincd with signs of thc 
,:.odiac. 
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tAMAssv. An ancient Near Eascern guard ian of a 
palacc; ofccn shown in sculpturc as a huma n-hcadcd 
hu11 o r lion with wing.li. 

LANCET. A tall, pointed window common in Gochic 
a rchitccture. 

LANDS CAPE. A drawing or p,üncing in which an 
oucdoor scene of namre is ehe primary subjecc. 

LANTERN. A rd ativdy .srnall structurc crov,ming a 

tio1ne, roof, or towcr, frequendy opcn lO a<lmil light to 
an endosed area bdow. 

LA PITH, A rncmbcr of a mythical Grcck trihc that 
defemc<l thc Ccntaurs in a battlc, sccncs from which arc 

frequend~· rcprcscutcd in va:a: p~1inti11g a n<l sculpturc. 

LAT I N CROSS. A r.ross in whic:h rhrcc arms arc of 
c({ual lcngrh and onc a rm is longcr. 

LAY BROTHER. Onc who has joined a monastic. 
ordcr hnt has not takcn mon-1.stic vows and thcrcforc 
hdong, srill to ehe pcoplc or laicy, as discinguishcd from 
rhc d crgy or rd igious. 

LEKYTHOS (pi. LEKYTHOI ). A Grcck oil jug with 
an ellipsoidal hody, a narro\v neck, a fla ngcd mouth, a 
cu rvcd handle cxrcnding from hclow rhc lip to thc 
sbouldcr, and a na rrow hasc tcrminatiug in a fuot. l t 
was usccJ chidly for ointmcnts ~m<l funcrary offcrings. 

LI BE RAL A RTS . Tradirionall y thcmghr to go hack ro 
Plato, thcy c:ompriscd rhc inrdlcc:nrnl disc:iplincs con-­
sidcred sult;ih}c or ncc:essa ry to a compkrc c:ducation 

aud includcd grammar, rhetoric. logic.~ a ri thmctic, 
1nusic, gcomcrry, a nd astro nomy. During rhc: 1\1iddlc 
Agcs arn.l thc Rc:naiss.ancc, thcy wcrc oftcn rcprcscntcd 
allegorically in paintings, cngraving.s, anc.J sculpture. 

LINTEL. In a rchirccrurc, a ho rlz.ont.al hcam of any 
material that is hcld up hy two \'t:rtical supports. 

LITHOGRAPH. A print madc by drawiog a rlc,ign 
wirh an oily crayon or ochcr grcasy substancc on a 
porous scone or, lace.r, a cnccal placc; ehe dcsign i, thcn 
fixcd, thc c nti rc surfac.c is moi~tcnc.ci, ::i nd rhc prinring 
ink rh"' is applicrl arlhcrcs only to rhc oily lincs of thc 
drawing. T hc dcsign can rhcn ht: transfcrrc<I casily in a 

press to a piccc of papcr. Thc tcch niqm: w;is invcntt:d 
ca. 1796 hy J\ loys Scndcldcr ,rnd <1uickly hccamc popu­
lar. lt is also w idcly uscd comrnc:rciall y. sincc many 
impressions can hc rakcn from a single pJatc:. 

LOGGIA. A covered gallcry o r arcadc opcn ro rhc air 
on ar lr:a~t onc sidc. lt nUI }' sta nd alonc or hc part of a 

huilcling. 

LONGITUDINAL SECTI ON. A c.ross sectioo of a 
building or ocher objcc.t chac shows ehe lcngrh wi,c 
srn1cture. See c,·o..cs .cecrio11 . 

LOUVE RS. A scrics of overlapping boards or slacs 
chat can bc opcnc<l LO adncit ai r buc are slanted so as eo 
e.xclude. sun and rain. 

LOW RELIEF. Sec rcfi~{: 

LU NETTE. (1) A 5cmicircular or pointcd wall .arc:a, as 
undcr a va ult, o r ;ihovc a door or windo\\'. \Vhen it is 

ahovc thc portal of a mcdicval church, it is callc<l a l)>n ­

panum. (2) A painting, rdicf sculptu rc. or wiuJow of 
the Same shapc. 

MAD RASA. An lshtmic religiouscollege. 

HAESTA. ltalian wor<l for "majestyt applicc.J in thc 
14th a nc.1 l 5th ccuturics to reprcscntations of the 
Madonna an<l Child crHhroned and surrounded by her 
celestial court of saints and angels. 

MAG I CO-RELIGIOUS . Jn art, suhjcct mi1tter thill 
deals witl, thc supcmatural and often has the purpose 
of invoking those powe.rs eo achieve human ends, e.g., 
prehiscoric cave paintings used eo ensure a successful 
hunt. 

MAGus (pi. MAGI ) . (!) A rncmbcr of the priestly 
casce of ancicnt Me<lia and Ptrsia. (2) In Christian licer­
ature, one of tl·,e three Wise Men or Kings who c,une 
from tl1e Easc be.1ring gifcs to ehe ncwborn Jesus. 

MAN 00 R LA. A representacion of light surrounding 
rhc body of a holy figurc. 

6 GLOSSARY 

MANIERA. In painting, ehe ·'Greek style„ of the 13th 
c.entury chac de.monscraced both lcalian and l:lyz.antinc 
infl11cncc5. 

MANUSCRIPT ILLUMINATION. üecoration of 
handwrinen documems, scrolls, or books with draw­
ings or pa intings. llluminattd manuscripcs wcre oftcn 
produccd du ring ehe l\·!iddle Ages. 

HAQS URA. A scrcencd c:nclosurc:, rescrvcd for thc 
ruler, oicen locate<l bcforc thc mihmb in t crtain impor, 
cam royal lslamic mosq ucs. 

MARTYRIUM (pi. MARTYRIA). A church, chapcl, or 
shr inc built ovcr the gravc of a C hristian n1artyr or ;it 
tbc sitc of an important miraclc. 

MASTABA. An anc.icnt F..gyptia n romh, rcctangular 
in shapc, wirh sloping sidcs ancl a flar roof. lt covered a 
chapd for oftcrings ancl a ,hafr 10 thc hurial chambcr. 

MATRIX. (1) A mold or die used for shaping a ceram­
ic objccc bcforc cascing. (2) In printmak ing, any surface 
on which an imagc is inciscd, carvcd, o r applied and 
from wh ich a print may be pullcd. 

MAUSOLEUM. (1) T bc huge tomb crcctccl at 
Halikarfü1ssos i11 Asla ~·finor in th~ 4th Ccntury HCE. hy 
King ivlau:,olus a nd his \vifC Artcrnisia. (2) A gcncric 
tcnn for any large (uner:.1ry monumtnt. 

HEAN o ER. A dccora ti vc motif of intricatc, rcctilin­
ca r charnctc:r applicd ro archircc:turc and scu1pturc. 

MEDIUM (pl. MEDIUMS). (1) T hc marcrial or ce.,.h­
niquc in which an arcisc works. (2) Thc vchick. in 
,vhic.h pigrnc nts a rc c.1rded in p.lint, pa5td , etc. 

MEGALITH. l:'rom ehe Greek me..~a, meaning "big," 
and litho.,, meaning ''scone."A huge sconc such as chose 
used in cromlechs and dolmens. 

MEGARON (pi. M EGARONS or MEGARA ). From 
thc Greek word for ·'(arge." T he cemral au<licncc hall 
in a Minoan o r Mycenaean pahtce or home. 

MENHIR. A mc:galir.hic uprighr slah ofstonc:, somc­
tirncs placc<l in ro\VS hy prchistoric pcoplcs. 

MESOLITH I C. Tra nsicional pcriorl ofrhc Sconc Agc 
bcrwccn rhc Palcolithic and thc Ncolirhic. 

ME T O PE. T he demem of a Doric frieze betwccn two 
consecucive criglyphs, somecimes lefi plain but often 
decoraced wich paim or relief sculpturc. 

M I HRAB. A 11icl1e, oftcn highl y decoratcd, usuall y 
found in the tentcr of the qibla wall of a mo,quc, in<li ­
cating the di rection of praycr tow.ird tV[ecca. 

MINARET. A rowcr on or ncar a mos9uc, va rying 
cxtcnsi\'dy in form th roughout thc Isl:.unic world , from 
which thc faithful arc callccl to praycr fivc timcs a day. 

MIN BAR . A type of scaircasc pulpit, found in morc 
importa nr mosqucs to ehe righr of rhc mihrab, from 
which rhc S,ihharh scrmon is g ivcn on f-ridays afrcr ehe 
noon,fay pra}'Cr. 

M I NI AT URE. (1) A single illusmcion in an illuminac­
ed ma nuscript. (2) A very small pa inting, c.specially a 
ponra it on ivory, gl:.tss, or mct:.tl. 

MINOT AUR. In Greek mytholog1, a monstcr havi11g 
the head of a bull and the body oi a man who lived in 
ehe Labyrinth of ehe palace of Knossos on Crcce .. 

MODEL. (1) Tbe prdiminary form of a sculpturc, 
often finisbed in icsel fbut preceding the final casting or 
carving. (2) Preliminary or reconscru,.ced forcn of .i 
building made eo srnle. (3) A person who poses for an 
arcisc. 

MODELING. (1) In sculpturc, the building up of a 
figure or design in a soft subscance such as d ay or wax. 
(2) In l)aincing and d rawing, produc.ing a three­
dimcnsional cffec.t by changes in color, rhc use of light 
3 nd ~h:idc:, etc. 

MODULE. (1) A segment of a paccern. (2) A basic 
unit, such as the measure of ,ui archicecturnl membcr. 
Multiples of ehe basic unit are used eo determine pro­
porcionacc c.onscruction of ocher parts ofa building. 

MOLDI NG. In archicecture, any of various long, nar­
row, ornamental bands having a discinccive profile that 

projecc from ehe surfac.e of the scructure and give vari­
cty to rhe surfacc h)1 mca11s of thcir pattcrncd contrasts 
ofl ighr ancl shack. 

MONASTIC ORDER. J\ rcligious socicty whosc 
membcr.~ live rogcrhcr 11 ndcr ~n cscabl ishc.d sec of rulcs. 

MONOTYPE. A uni<-{ut: print m ;1dc from a coppcr 
plate or othcr type of platc from which no ochcr c.opies 
of thc artwork are made. 

M OSA I c. Dcc:orarivc work for walls, vaults, cci lings, 
o r floors composed of small pieces of colored m,tterials, 
callcd tt·s.s1.·rae, sct in plastcr or concrctc. Romans. whosc 
work was moscly for floors, uscd shapcd picccs of c.ol­
ored stone. Early Christians used picces of ghtss with 
hri1liant h ucs, including gold, and slight]y irrcgular 
surfaccs, proclncing an cncircly different glincring 
effect. 

MOSQUE. J\ huilding nscd as , ccnccr for c.ommuni ­
ty prayers in Islamic worship; it oftect servcs other func­
tions i11cluding rdigious cduG1tion and puhlic 
asscmbly. 

M OT I F. A visual thcmc, a motif m ay appca r 11umc r­
ous timcs in a singk work of art. 

MOZARAB. Term uscd for thc Spanish Ch ristian 
culcure of thc Miclcllc Agc, rhar dcvclopcrl whilc 'v[us­
lims wcre the dominant culture and political power 011 

thc lbcrian pcninsula. 

MUQARNAS. A distinccive cype of lslamic decora­
tion consisting of multiple nichdi kc forms usually 
arrnnged in superimposcd rows, ofceo used in 7.0nes of 
architcttural cransicion. 

HURAL. From rhe: T.atin word fOr ,v:i ll. muru,;. J\ 

la rgc painting or decoration either executed direccly on 
a wall (frcsco) or clone scparatcly ancl affixcd to it. 

Mus Es. In Greek mychology, ehe nine goddesse.s 
who prcsided ovc:r various a rts and scicnccs. T hcy a re 
led by Apollo as god of music and poccry ancl 11,nally 
inclucJc Calliope, muse of epic poetry; Clio, muse ofhis­
tory; F.rato, musc of lovc po~try; Eutcrpc, lllll;)C' of 
music; i\l[clpomcnc. m usc of tragcdy; Pol yhym nia, 
musc of sacrt d music; Tcrpsichort, 1n use of dancing; 
T halia, muse of cmncd y; and Urania, m use of 
ascronomy. 

MUTULES. i\ fc.i turc of Doric a rchitccturc, m utulc:s 
are flac reccangular blocks fou nd just undcr thc cornicc. 

NAOS. Seece/la. 

NARTHEX. Thc transvcrsc.cncrancc hall ofa church, 
somctimc:s cndosed but often open on one side eo a pre­
c:cciing arrimn. 

NATVRA L ISM. A style of art that "ims tu <lcpict thc 
n;itu rt11 world as ir appcars. 

NAVE. (!) T he centrnl aisle of a Roman basilica, as 
discingnishccl from rhc sidc aislcs. (2) T hc samc scction 
of a Christian basilir.1n ch11rch cxrcncling from rhc 
cntrnnce to ehe apse or cransepc. 

NECROPOLIS. Creek for "c.icyofchc.dcad." !\ buria l 
g round or (:<:Jne'tcry. 

NEOLITHIC. T hc New Sterne Agc, rhonghr to h:ivc 
bcgun ca. 9000--8000 BCE. The firsc society eo live in sec­
rlcd c:omm unitics, to dmm:sticatc animals. aud to culti.­

vace. crops, it saw thc bcginning of m:lny ncw 5k ills, 

such a.s spinning, we.aving~ and building. 

NEW STONE AGE . Scc11eoli1hic. 

NIELLO. Dark meta) alloys applicd to thc cngravcd 
1incs in a prccious meta! plarc (usua1ly madc ofgold or 
silver) eo crcacc. a dcsign . 

NIKE. Thc: ancicnt G rcck goddcss o f victory, ofrc:n 

idemificd wich Athcna and by thc Romans wich Vic.10-
ria. She is usua.lly representtd as a winged woman with 
\Vindhlown drnpc:ric:s. 

NIMBUS. Seeh,rlo. 

NOCTURNE. A painring rhar dcpicrs a nighrri mc 
scene, ofcen cmphasizing ehe ~ffects oi arcificial light. 



NONOBJECTIVE PA INT ING . In Abstract an, the 
style of painting that does not strivc w rcpresent 
objccts, induc.Jing pcoplc, as thcy would appcar in 
C\'cryclay lifc or in thc natural world. 

OBELISK. A tall, tapering, four-sided stone shaft 
wich a pyramidal top. First comtructed as mcgaliths in 
ancient Egypt, <:ertain examplcs have since hcen cxport-­
ed to othcr countric:s. 

O c u LUS. The Latin wurd for "eye." ( 1) A circular 
opcning at rhc top of a domc uscd to admit light. (2) J\ 
round windov,,·. 

ODALISQUE. Turkish word for "harcm slavc g id" 
or "concuhinc." 

OIL PAINTING. (1) A paiming executed with pig­
ments mixed w ith oil , first applicd ro a pa ncl prepan:d 
w ith a coat of gcsso (as also in tcmpcra paincing), and 
later eo a stretched canvas primed with a cuat of white 
paint am! gluc, T hc lattc:r rncthod has predominatcd 
sine<: rhc larc 15th ccnrury. O il pa inting also may hc 
cxcwtcd on papcr, parchmcnc, copper, etc. (2) T he 
technique of execming such a painting. 

OIL SKETCH . A work inoil paintingofan informal 
character, sometimes preparatory to a fillished work. 

OLD STONE AGE. Sccpalenlirl,ir.. 

OP TIC AL IHAGES . An irnagc:- crc:-atc:-d from \vhat 
thc cyc sccs, rat her rhan from mcmory. 

ORAN T. A standing figure with anns upraised in a 
gcsture o f prayer. 

ORCHESTRA. (1) In an ancient Greek theater, ehe 
roun<l space in front uf the stage and hclow thc tie rs uf 
scats, rcscrvcd t•>r thc chorus. (2) T n 3 Roman thcarcr, a 
simi lar spac.e reserved for importanc guem. 

ORTHODOX. From the Grcck \Vor d fOr .. , ight in 

npinion." T hc Eastcrn Orthodox c.hfüc.h, which brokc 
with the Western C,nholic church during the 5th cen ­
rury CF. a nd rransfcrrcd irs allcgiancc from thc popc in 
Romc. to ehe Byzantinc empe.ror in Constantinoplc and 
his appoimed patriarch. Sometimes c:\lled the Hyzan­
tinc church. 

ORTHOGONAL. In a pc:-rspectivc construction, an 
imaginec.J linc in a painting that runs pcrpcndicular to 
thc pic:turc plane and rcccdc..;s to a vanishing poi nt. 

ORTHOSTATS. Upright slabs of stonc constituting 
or lining rhc lowcsr courscs of 3 \vall, oftcn in ordcr ro 
protece a vulnerable material such as mud-brick. 

PALAZZO (pi. PALAZZI). ltalian worcl for „palace" 
(in F rcnch, palais). Rcfcrs cirhcr ro largc official huild­
ings or to important private town houscs. 

PALEOLITHI c. T hc O ld Sronc Agc, usuall y di" ided 
into l.owcr, M iddlc, ancl Uppcr (which hcga n ahour 
35,000 llCE). A society of nomad ic hunters who used 
stone implements, latcr cJevdoping onc:.s of hone and 
flint. Somc livcd in cavcs, which thcy dccor~tcd during 
thc lattcr stagcs of thc agc, at w hich time. they also pro­
duced small carvings in hone, horn, and stone. 

PALETTE . (1) A thin, usually oval or oblong hoarcl 
with a thttmbhole at one end, used by painters to hold 
and rnix their colors. (2) The range of colors used by a 
pa rricula r painrcr. (3) In Egyptian art, a slatc slah, usu­
alli• decorated with sculpture in low relief. The small 
ones with a recessed circular arca cm one side a re 
thought ro have heen um! for cyc m akcup. The !arger 
oncs wcrc commcmoratlvc objccts. 

PANEL (1) A woodcn surfocc uscd for painting, u.su~ 

all y in tcmpcra, and prcparcd hcforehand with a laycr 
of ge.sso. L1rge altarpieces require ehe joining together 
of twu ur mure \,oards. (2) Recently, pands of Masollite 
or othcr compositc matcrials havc comc lnto usc. 

PANTHEON . From pan , G reek for „all," ,u1d theos, 
G rc:ck fi,r "god." A Hdlcnistic Creek or Roma n tc:m-­

plc dedic.1ted· to all of the gods; in later ye.1rs, oftcn 
housing tombs or memorials for the illustrious dead of 
a nation. 

PANTOCRATOR. A representation of Chrisr as rulcr 
of thc un ivcrsc that appcars frcqucntly in the dome or 
apsc mosaics of Hyzantine churches. 

PAPYRUS. (1) A tall aquatic. plant ehat g rows abun­
dantly in the N ear East, Egypt, and Ahyssinia. (2) A 
papcrlikc material madc by layi ng together thin strips 
of the pith of this plant and then soaking, pressing, anJ 
drying the w holc. Thc rcsultan t .shccr.s wcrc uscd as 
writing material by ehe ancient Egyptians, Greeks, aod 
Romans. (.3) An a ncicnt documcn r or scroll writtcn on 

rhis m~tcrial. 

PAR CH ME NT. From Pcrgamon, the name of a 
Creek city in Asia ~·1inor ,vhtrt' p~trc.:hmcnt was invent„ 

ed in the 2nd ccntury HCP.. (1) :\ papcrli kc material 
mack from bleached animal hide.s used excensi,•ely in 
the Middle Agcs for manuscripts. Vcllum is a supcrior 
type of pa rchment made from calfskin. (2) A document 
or miniature on th is material. 

PASSION. (!) In ecdesiastic terms, the events of 
Jesus' last weck on carrh . (2) T hc rcpresentation of 
these e,·ents in pictorial, literary, eheatric.al, or musical 
form. 

PASTEL. (1) A soft, subdued shade of color. (2) /\ 
drawing stick madc from pigmcnts ground w ith c.halk 
and mixed with g um w,n er. (3) A drawing executed 
with thcsc: sticks. 

PEDESTAL. An arch itcctural .support for a statuc, 
v;isc, column, etc. 

PED IM ENT. (1) In Classical archircuurc, a low gable, 
typically triangular, fr~uned by a hori,ontal cornic.:t' 

hdow ancl two rak ing corniccs above; frcquently filled 
with sc.ulpture. (2) A similar architecLUral member used 
ovc:r a door, window, or nichc. \.Vhcn picc.es of the cor­

nic.e ~ue eicher turne<l at an angle or intcrruptecJ, it is 
called a brnke11 pedimem. 

PELll(E. A Grcek storage jar with two handlcs, a 

wide mouth, little or no nec.k, and reseing o n a fooc. 

PENDENT I v E. One of thc concave triangles that 
ac.hieves the transition fron, a .square or polygonal 
opcning to the round basc. of a dome or the supporting 
drum. 

PERFORMANCE ART. A type of a rt in which perfor­
mance by actors or artists, oftcn intcracting with the 

audience in an impro\'isational manner, is the primary 
aim ove r a ccrtain time pcriod. These artworks a rc 

transitory, perhaps with only a photographic record of 
somt' of thc: cvcnts. 

PERIPTERAL. An adjective dcscrihing a huilding 
surroundcd by a single row of columns or colonnade. 

PERISTYLE. (1) In a Roman housc or dnmus, an opcn 
garden coun surruullded b)' a colonnade. (2) A colon­
na<lc around a huilding or cour t. 

PERPENDICULAR STYLE. The third style of Eng­
lish Gothic arc.hitectt1re, in which the. bar tracery uses 
predominantly vertical lines. The fan vaulr is also uscd 
exrcnsivcly in this style. 

PERSPECTIVE. t\ system for represcnting sparial 
rclationships a nd ehree-dimensional objects on a flat 
cwo-din1ensional .surfacc so as to producc a n cffcct sim -­
ilar to rhat perceived by the human eye .. In a1m0>pheric 
or (ltrial perspcctive, this is accomplishcd hy a gradual 
dccreasc in the intensity of c.o\or and value ,md in the 
comrast uf light ancl dark as ubjects a re <lepicrccl as far­
rhcr and farther away in the picture. In color arcwork, 
as objects reccdc into the distance, all colors tcnd 
roward a light bluish-gray tonc. In sciemific or linear 
perspecti\'e, devdopcJ in lt:ily in the 15th cenrury, a 
marhcmarica I system is uscd hascd on orthogonals 
receding to \'Unishing points on the horiz.on. Transver­
sals intcrscct the orthogonals at right angles at distances 
derived mathematit.llly. Since this presupposes an 
absolutdy starionary vicwcr and impo.scs rigid rc.srric­

tions on the anist, ie is seldom applied with complete 
rnnsisrency. Although tradirionally ascribcd to 
Brune.lleschi, the füst theoretical text on perspective 
was Leon Rartista Alhcrri's On Paiming ( 1435). 

PHILOSOPHES. Philosophcrs and intcllcc.tuals of the 
F.nlighrcnmcnr, w hosc writi ngs had an important 
influcncc upon thc arr of thar time. 

PH OTOG RAM. A shadowli kc photograph made 
wirhour a camcra by placing objccts on light-sensitive 
papcr and cxposing thcm ro a light sourcc. 

PHOTOGRAPH . T hc relatively pe rmanent or 
"fixccl„ form of an image m adc hy light that passes 
through thc lcns of a camcra and acts upon light­
.sensitive suhstanccs. Ofrcn ca11crl a print. 

PHOTOMONTAGE. A photograph in which prints in 
whole or in part are combined to forma new image. A 
tcchniquc much practiced by the Dada group in the 
1920s. 

P IA ZZA (pi. P IA ZZE ) . ltalian ward for "public 
square." (in French, place; in German, platz). 

PICTURE PLANE. The flatsurface Oll which a pic­
rnre is painted. 

PICTURESQUE. Vi.sually inrcrcsting or plcasing, as 
if rcscmbling a picture. 

PIER, An upright a rchitcctural support, usually rcc­
tangular a nd somctimc-s w ith capital and hasc. When 
columns, pibstcrs, or shafts a rc attachcd to ir, as in 
n1any Rmnanesquc and Gothic.: churchc:s, it is callcd a 
compuund pier. 

PIETA. lralian word for both "pity„ and "piety." A 
rcprcscnrarion of the Virgin gricving ovcr the de.ad 
Christ. \Vhen uscd in a sccnc rccording a spcdfk 
momcnt aftcr thc Crucifixion, it is usua1l}r callcd a 
Lamentation. 

PIETRA s ERENA . A limes tone,gray in c.olor, used in 
thc Tuscany rcgion ofltaly. 

PILASTER. A flat, vertical deme1H projecting from a 
wall surface and normally having a base, shaft, a nd cap­
ital. lt has gene.rally a decorati\'e rather than a structur­
al purpose. 

PILGRIHAGE CHOIR. T hc unir in a Romancsque 
church composecl of rhe apsc, amhulatnry, and radiat­
ing chapds. 

PILGR IMAGE PLAN. T he general design used in 
Christia n churchcs that were stops on the pilgrimage 
routcs rhroughour mcclieval Europc, charactcrized by 
having .,iclc aislcs rhat allowcd pilgrims ro ambulate 
around rhc church. Sec pilgrimage choir. 

PILLAR. A general eerm for a vertical archieectural 
support that includes c.olumns, piers, and pilasters. 

PILOT IS . Pillars that are constructed from reinforced 
cvncrctc (fcrruconcrctt:). 

PINNACLE. A smallt <lccorative structurc capping ~ 
towcr, pic:r, huttrc:s.s, or othcr a rchitectural m cmhcr. lt 
is use<l especially in Gothic buildings. 

PLAN . Sccgmund plan. 

PLATE TRACERY. A style of tracery in which 
pierc.ed openings in an otherwise solid wall of 
stonework are filled with glass. 

PLEIN·A IR. Sketching outdoors, often using paints, 
in order to rnpture the immediate effects of light on 
landscape a nd other subjects. Much encouraged by the 
lmpressionists, their plein-air sketche.s were. often eaken 
back to the studio to produce finished paincings, but 
many plein-air sketches :\re considered masterworks. 

PODIUM. (1) The tall base upon which rest., an Etr­
uscan ur Roman temple. (2) T he grounJ fluur of a 
build ing made to resemble such a base. 

POLYTYC H. An alra rpiccc or dcvotional work of art 
madc of SC\'cral pa nds joincd togcthcr, oftcn hingcd. 

PORCH. Generalterm for an exterior appendage to a 
huilding that forms a covercd approach to a doorway. 

PORTA. Latin word for "door" or "gate." 

PORTAL . A door or gatc:, usually a rnonurnental nnc 
with daborate sc.:u1ptural <lecoration. 

PORT I CO. A columncd porch supporting a roof or 
a n cnrablaturc a ncl pcdimcnr, ofrcn approachcd by a 

GLOSSARY 7 



numhcr of sccps. lt provi<les a covered entrance to a 
huilciing anci a connection with ehe spacc: surround­
ing it. 

POST AND LINTEL. A basic systern of construction 
in which two or morc upright.'i, thc post.'i, support a 
horizontal mernber, the. !intel. T he lintel may hc thc 
toprnost dement or support a w,1ll or roof. 

POU N CING. A technique for transfcrring a drawing 
from a cartoon to a wall or other surface by pricking 
holes along the principal lines of the drawing ,ind forc­
ing finc cha rcoal powdcr rhrough them onto the sur­
face of the wall, thus reproducing thc dcsign on thc 
wall. 

Po u s s IN I s TE s. T hose artists of thc Frcnch Acaclc­
rny at the end of thc17th cemury ,u1d the beginning of 
thc 18th ccntury who favorcd "drawing," which they 
bcl icved appealed to thc mincl rathcr than thc scnses. 
The tenn dcrived from admiration for the Frcnc.h 
artist N icolas Poussin. See R"bb1istt:s. 

PREDELLA . The base of an alta rpiec.e, often decorat­
ccl with small sccncs that a re rdated in subject to that of 
thc main pancl or pancls. 

PREF I GURATION . The rcprcsentation ofüld Testa­
ment figurc.s and srorics as forerunners and t(nesha<l­
owers of those in the New Testament. 

PRIHITIVISH . Thc appropriation of non.-\Vc:stc:rn 
(c.g., African, tribal, Polynesian) an stylcs, forms, and 
techniques by Modem era artists as part of innovative 
and avant„gardc artistic movemc:nts; other sources 
wcrc also used, including thc work of childrcn and the 
mentally ill. 

PRINT, A picturc or c.lesign rc:producc:d, usually 01\ 

paper and often in numcrous copics, from a prcparcd 
wood block, meta! plate, stone slab, or photograph. 

PRONAOS. In a Grcck o r Roman temple, an open 
vestibule in front of the cel/11. 

PRONK. A word mcaning ostcnratious or sum ptu.­
ous; it is used to refer to a still life of luxurious ohjccts. 

PROPYLAEUH (pi. PROPYLAEA}. (l) T he uften 
elaborate entrance to a temple or other enclosurc. (2) 
Thc: monumental entry gatc: at thc: \\•estc:rn end of the 
Acropolis in Athens. 

PROVENANC e. The placc of origin of a work of a n 
a nd rclatcd information. 

PSALTER. () ) T he book of Psalms in the Old Testa­
ment, thought to h:ivc hccn writtc n in part hy David, 
k ing of anc.ient Israel. (2) A copy of thc Psalms, somc­
times arranged for liturgical or devotional use and 
often richly illuminarecl. 

Pu L PI T. /1. raiml platform in a church from which 
thc clergy dclivcr~ a scrmon or conducts the sen·ice. lts 
railing or el\closing wall may bc clahoratcly dccoratcd. 

PUTTO (pi. PUTT I). A nude, male child, usually 
winged, often representcd in classical and Renaissance 
a rt. Also called a cupid or amoretto when he carries a 
bm11.: and arrow aml personifies Love. 

PYLON. Greek word for "gateway." (1) The monu­
mental entrance huilding to an Egyptian temple or 
forccourt consisting cithc:r of a massi"c: wall with slop­
ing sidcs picrccd b)' a doorway or of two such walls 
flanking a cemral gateway. (2) A tall structure at either 
side of a gate, bridge, ur a venue ma rking an approach 
ur cntrancc. 

QIBLA. Thedirection toward Mecca, wh ich Muslims 
face du ring prayer. The qibla wall in a mosque identi­
fies this: tlirection. 

QUADRANT VAULT. A half-barre! vault designed 
so that instc:ad of hc:ing semicircular in cross-section, 
thc arch is onc„quartcr of a circlc. 

QUADRA RIPORTATE. Painted scenes depicted in 
pands on thc curvccl cciling of a vault. 

Q UATREFOI L. An ornamental clement composcd of 
four lobes radiating from a common center. 
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RADIATING CHAPELS. Term for chapcls arrangccl 
a round the ambulatory (and sometimcs thc transept) of 
a medieval church. 

RAYONNANT. The style of Gorhic arch itccturc, 
described as "radiant," developed at the Parisian court 
of Louis IX in the mid-13th centu ry. Also referrcd to as 
cnurt style. 

READYMADE. An ordinary object that, when an 
artist gives it a nc:w contc:xt an<l titlc, is transformc:<l 
into an art ohjcct. Rcadymadc5 wcrc: important fcaturcs 
of the Dada and Surrealism movcmcnrs of thc early 
20th century. 

RED - FIGUREO. A style of ;incicnt Grcek ccrnmic 
dec.oration characterized by red figurcs against a blac.k 
hackground. This style of decoration develope<l toward 
the end of the 6th century flCP. and rcplaced the earlicr 
black-ftgured style. 

REFEC T ORY. (1) A room for refreshmem. (2) The 
dining hall of a masonry, collcge, or othcr !a rge 
institution. 

REFORMATION. T he rcligious movemc:nt in thc 
early 16th century that had for its ohjcct rhc rcform of 
the Catholic c.hurch and led to thc csrablish ment of 
Protestant c.hurches. 

REGISTER. A hori7.ont:il ba nrl conrainlng rlcc:ora­
tion, such as a relief sculpture or a frcsco painting. 
When multiple horiwmal b ycrs are used, registcrs are 
uscful in disting uishing hctwc:cn different visual planes 
and different time pcriods in visual narration. 

REINFORCED CONCRETE. Concrete that lms bccn 
madc strongc:r, particu1arly in tcrms of tc:nsilc strengrh, 
by thc imhcdding of stccl rods or stccl mcsh. 1 ntro­
duced in France ca. 1900 .. \fany !arge modern buildings 
a re only feasible througl, the use of reinforced cm1crcte. 

RELIEF. (1) The projec.tion of a figurc or part o f a 
design from the backgrou nd or plane on which it is 
carvc:d or mo<lded . .Sculpture done in this manner is 
dcscrihcd as "high rclicf" or "low rclid" dcpcnding on 
thc hcight of the projcction. Whcn it is vcry shallow, it 
is called schiacciaro, the ltalian word for "flattened out." 
(2) The apparent projection of forrns reprcsentcd in a 
pa inring or drawing. (.l) A catcgory of printmaking in 
which lincs raised from the surfacc a rc inked and 
printed. 

RE LIQ UARY. A contai ner uscd for storing or display­
ing relic.s. 

RESPOND. ( 1) A half~picr, pilastcr, or simil.r clc­
ment projecting from a wall to support a !intel or an 
a rch whose other side is supported by a free-standing 
column or picr, as at the end of an arc,1Je. (2) One of 
scvcral pilastcrs on a wall bchind a colonnadc that 
echoes or "re.sponds to" the columns but is largely deco­
rative. (3) One of the slmJer sh;ifts of a compound picr 
in a mc:dieval church that sc:c:rns tu carry the weight of 
thc vault. 

RHYTON. An ancie11t Jrinking or pouring vessd 
madc from pottcry, metal, or stonc:, anc.l somctimes 
dcsigned in a human or animal form. 

R 18. A slendcr, projecting, archlike rnernher that 
suppons a vault cithcr rransvc rsdy or at thc g roins, 
thus dividing thc surfacc into scctions. In l.atc Gothic. 
architecn1re, its purpose is often primarily ornamental. 

RIBBED VAULT. A style ofvault in which projecting 
surfacc archcs, k nown as ribs, arc raiscd along the 
intersections of segments of the vault. Ribs may provide 
architectural suppurt as wdl as dc:coration to the vault's 
~urfocc. 

ROMANESQUE. (1) The style of medieval architec­
ture from the 11th to the 13th centuries that was based 
upon the Roman m<Klel ancl that used thc Roman 
rounclcd arch, thick walls for structural support, and 
relatively small windows. (2) Any culturc or its artifacts 
that are ''Roman-like." 

ROOD SCREEN. A partition in a church on which a 
cruci fix (rood) is mounted and that sepa rates the public 
nave ,1rea from the choir. See ,1lso,·hoir ;creen. 

ROSE WINDOW. A !arge, circular window with 
st„ineJ glass and stone t ;accry, frcqucntly uml on 
facades and at thc cnds of tra nscprs in Gorhic churches. 

ROSTRUM (pi. ROSTRA ). (1) A bcaklikc projcction 
from the prow of an anc.icnt warship uscd for ramming 
the enemy. (2) In thc Romanforum, rhc raiscd platform 
dccoratc<I with the beaks of captur«I ships from which 
spccchcs were ddivercd . (3) A platform, Stage, or the 
like uscd for public speaking. 

ROTULUS (pl. ROTULI) . The Latin word for sc.roll, a 
rolled w ritten text. 

RUBB ING . A reproduction of a relief surface made 
by covering it with paper and nibbing with pcncil, 
chalk, etc. Also c,llcd frorrngc. 

RUBENISTES. Those artists of the F rench Acaclcmy 
at the end of thc I irh ccntury and rhc hcginning of thc 
l 8ch c.cntury who favorcd "color" in painting bccausc it 
appcalccl to the senses aud was thought to be. true 10 

nature. The term derived from admiration for thc 
work of the Flemish artist Peter Paul Rubens. Sec 
Poussinis1~·. 

RUSTICATION . A masonry tcc.h niquc of laying 
rough-faced stoncs with sha rply indcnrcd joints. 

SACRA CONVERSAZIONE. lralian for "holy COll ­

vcrsation." /1. com1K>Silion o r the Madonna and Child 
with sainLs in which the figures all occupy the same 
spatial setting and appear to be conversing or com­
nrnning w ith onc :rnorhc r. 

SACRISTY. A room near the main altar ofa church, 
or a small building attachcd to a church. whcrc thc vcs­
scls a nrl vcstments rcquirc:d for the sc rvice are kept. 
Also called a vcstry. 

SALON . (1) A large, degant d rawlng or rc:cc:ption 
room in a palace or a private liouse. (2) O fficial 
govermnem-sponsored exhibition of paintings and 
,culpture by living artists held at thc Louvre in Paris, 
first biennially, thcn annually. (3) Any !arge puhlic 
cxhibition patrcrnccl after rhc Paris Salon. 

SANCTUARY. (1) A sacrcd or holy placc ot huilding. 
(2) An cspcci,illy holy placc within " huildi ng, such as 
thc cdla of a temple or the p;irt of a ch urch around the 
alrar. 

SARCOPHAGUS (pi. SARCOPHAGI ) . A !arge cof­
fin, gcncrally of , tone, and often decor:ned with sculp­
ture or inscriptions. The term is derived from two 
Greek words mcaning "flcsh" ancl "cating." 

SATYR. One of a dass of woodla nd gods thought ro 
be the l:lsci,1 iou~ companions of Dionysos, thc Grcck 
god of winc (or of llacchus, his Rmnan cou1nerpart). 
T hcy arc rcprescnted as having the legs and tail of a 
goat, the body of a man, a nd a head with horns and 
pointed ears. A youthful satyr is also called a faun. 

SAZ. Meaning literally "enchanted fore.st,'' this tenn 
desc ribes the sinuous k.avcs a nd twini ng stcms rhar are 
a major componcnt of thc harayi style undcr the 
Ottoman Turks. 

SCHIACCIATO. ltalian for "flattcnc<I out." Describcs 
low rclicf sculpturc used hy Donatcllo ancl some of his 
conrcm poraries. 

SCIENT IFIC P E RSPECTIVE. Seepcrspectivt:. 

SCRIPTORIUM (pi. SCRIPTORIA) . A workroom 
in a monastcry rescrved for cop}'ing and illustrating 
manuscripts, 

SCROLL. (1) An a rcli itectural ornament with the 
form of a partially unrolled spiral, as m l the capitals of 
the lonic a nd Corinthian orders. (2) A form of w rittcn 
te.xt. 

SCUOLA. Jrali:m word for school. In Renaissa nce 
Vcnk c ir dcsignarcd a fr;1tcrnal organization or confra­
tcrniry dcdicated to gooc.1 works. usually u ndc:r ecdesi­
astic a uspices. 

SECCO (or A SEC CO ) . Sec Ji-csco scc,·o under fi-csco. 

SECTION. A n architcctu ral <lrawing presenting a 
building as if c.ut across the vertical plane. at right anglcs 
to the horizontal plane. A ,·,·o.;; seaion is a cut a long thc 



transversc axis. A longitudinal ..ectinn is a cut along the 

longitudinal axis. 

SELECTIVE WIPING. Thc planncd rcmoval of ccr­
tain areas of ink <luring Lhc- etching proccss to produce 

changes in value on thc finishcd print. 

SEXPARTITE VAULT. Seeoau/t. 

SFUMATO, ltalian word mcaning ">1noky." Uscd m 
dc.scrihc vcry Jdicate gradations of light anJ shade in 
the modding of figu res. lt is applied cspccially tu the 
work of Leona rdo da Vinci. 

SGI\AFFITO ORNAMENT. A cle.c.orativc tcchnique in 
which a design is madc by scr:itching away thc surface 
laycr of a materi(ll to producc a form in contrasting 

c.olors. 

SHAFT. In :uchltccturc, thc parL of .-i column 
bctween the base and the capirsl. 

SIBYLS. In Grcck and Roman mythology, any of 
numc:rous women who wcrc thought to pos.sess powcrs 
of divination an<l prophecy. They appcar cm Christian 
representations, notably in Michelangclo's Sistinc ceil­
ing, because they wcrc hclicved to ha,·e foretold tbe 
coming of Christ. 

SIDE AISLE. A passagcway running parallel to the 
navc of a Roman basilica or Christian chu rch, separatcd 
from it by an arca<le or colonnade. The re may be one on 
eidu:r ~ide of thc navc or nvo, an inner :tnd outcr. 

s 1 L E N 1. A dass of minor woodland goJs in thc 
entourage of thc winc go<l, üionysos (or ßacchus). L ike 
Silenus, the v,1inc god's ruror and <lriuking companion, 
thcy a re thick-lipped and snuh-nosed and fond of winc. 
Similar 10 satyrs, tlic)' a re basic.ally human in form 
exctpt for having horscs' tai1s anJ ears. 

SILKSCREEN PRINTING. A techniquc ofprinting 
in which pa int or ink is pressed through a stencil and 
specially prepared doth eo produce a prcviously 
dcsigncd imagc. Also callcd scrigraphy. 

S ILVER LEAF. Scegofdkaf 

SILVERPOINT. A drawing instrument (stylus) ofthe 
14th an<l, 15th centurics made from silvcr; it pro<luce<l a 
finc linc ancl maintaincd a sharp point. 

SILVER SALTS. Compoumh of silver- bronüdc-, 

chlorldc, and iodidc- that arc scnsiti\'C eo light and arc 
used in the preparation of photographic materials. This 
sensitivity was first observe<l hy Johann Heinrich 
Schulze in 1725. 

S/NOPIA (pi. S/NOPIE ) . ltalian word Laken fro1n 
"Sinopc," the ancient city in Asia lv1inor that was 

famous fOr it~ hrick -rcd pigmcnt. J n frcsco p~inting~, a 
foll-size,d, preliminary sketch done in this color on the 
firs t rough coal of plaster or arriccio. 

SITE-SPECIFIC ART. Art that is produced in only 
one location, a location that is an integral part of the 
work and essential to its production anrl mcanlng. 

SKETCH. A drawing, painting, or other artwork 
usually <lonc quickly, as an aid to un<lerstan<ling anJ 
clcvcloping artistic skills; somctimcs a skctch may lcad 
to a more finished work of art. 

SOCLE. t\ portion of thc foundation of a huilding 
that projec.rs outward as a base for a column or some 
othcr devit·e. 

SPAN OREL. T he area between the exterior curves of 
t·wo adjoining archc-s or1 in thc casc of a sin~le arch, the 
area around its outside cunc from it.s springlng to it.s 
kcysronc. 

SPHINX. (1) In ancicnt Ebrypt, a crearure having the 
hcad of a man, animal, or bird and the body of a lion; 
frequently sc.ulpted in monumental form. (2) In Greek 
mythologyt a crcature usua11 y rcprcsentcd as having du: 
hcad and hrcasts of a woman, thc hody of a lion, and thc 
wings of an eagle. lt appea rs in classical, Re.naissance, 
and N eodnssicnl a n. 

SPIRE. A tall towcr that rise.s high abovc a roof. 
Spires are cou1ntonly assuciate<l witb churdt architc-c.­

turc and arc frc<111cntly found on Gor hie structun:s. 

SPOLIA. Latin for "hide strippcd frnm ,m animal." 
Term use<l for (1) spoils of war and (2) fragments of 
architccturc or .sculpture reused in a sccondar}' contcxt. 

s PR ING ING. Thc part of an :1rch in comact with its 
base. 

SQUINCHES, Arches set diagonally at rhe cornersof 
a squarc or rectangle to establish a trnnsirinn to the 

rouncl shapc of the dome above. 

STANZA (pi. STANZE), ltalian word for " room," 

STEEL, lmn modified chemically to havc qualiries of 
grcat hardncss, daslicity, and strength. 

STELE. Prom thc Greek wor<l for "standing block." 
An upright stonc slab or pillnr, sometimes with a 
c.arved design or inscription. 

STEREOBATE. The substructurc of a C lassical 
building, especially ,1 Creek temple. 

STEREOSCOPE . An optical instrument that enablcs 
the user to combinc two photographs taken from 
point$ of view c.orrcsponding to thost of the two eycs. 
The combined single image has the depth and solidity 
of ordinary binocular vision. First Jernonstrnted by 
Sir Charles Wheatstonc in 1838. 

STILL LIFE, A term used to describc painrings (anJ 
somcrimes sculpture) th,H depict familiar objccts such 
as houschold itcms anJ food. 

STI LTS. Term for pillars or posts su pporling a super­
structure; in 20th-ccnrury architecturc, these are usual­
ly of ferroconcrete. Stiltcd, as in stiltcd archcs, refers to 
tall supports beneath an architcctural member. 

STOA. In Grcek architecture., a co,•ered colonnade, 
somctimcs clctache<l and of considerable length, uscd as 
a mccting placc or promenade. 

STOIC, A member of a school of philosophy founded 

by Zeno about 300 HCI:: and namcd after thc stoa in 
Athens whcrc he taught. lts main thcsis is that man 
should bc frcc of all passions. 

STRUCTURAL STEEL. Steel used as an architectur­
al buildirig material either invisibly or cxposed. 

s Tu c c o. (1) A concrete or cement useJ tu coat the 
walls of a building. (2) A kind of plnster usc<l for archi­
rccniral decoracions, suc.h as cornices :in<l moldings, or 
for sculptured rdiefs. 

STUDY. A prcpararory skctch, dra\l.iing, painting, or 
other artwork that is uscd by an artist to explore artistic 
possibilirics and solvc problcms before a more finished 
work i, attempted. Often studies come to be reg,1rde<l 
as finishcd works of art. 

STYLO 8ATE . A phttfonn or rnasonry floor above the 
stereob:tte forming thc foun<lation for rhc columns of a 
Greek temple. 

STYLUS. From thc I.atin ward "stilus", the writing 
instrumcnt of the Romans. {!) A pointed instrument 
uscd in a ncient times for writing on tablets of a soft 
material such as clay. (2) The neeclleli ke inst.rumcnt 
uscd in d rypoint or etching. 

SUBLIME. In 19th-century art, thc ideal and goal 
th:tt a rt should inspire awe in a vicwcr and engender 
fedings ofhigh rdigious, moral, crhical, and intellectu­
al puqx.se. 

SUNKEN RELIEF. Reliefsculpture in which the fig­
ures or designs are moJdeJ beneath thc surfacc of rhc 
stone, within a sharp outli,ie. 

SUPERIMPOSEO ORDERS. Two or more rows of 
columns, picrs, or pilastcrs placed abo\'e enc.h other on 
thc wall of a building. 

SYMPOSIUM . In ancient Greece, a gathcring, somc· 
time.s of intdlcctuals anJ philosophcrs to cliscuss iclcas, 
often in an informal social setting, such as at a dinner 
party. 

TABERNAC LE. (1) :\ placc or housc of worship. (2) A 
cmmpie<l nichc or rccess huilt for an image. (3) The 
portable shrinc uscd hy thc ancient Jews to hause the 
J\rk of rhc Covenant. 

TABLEAU VIVAN T. A Scene, usually clcrivcd from 
myth, tlie Bible, or litcra ry sources, that is de.picted by 
peoplc stan<ling motionless in cosrumes on a Stage set. 

TABLINUH. The Li tin wor<l meaning "writing 
tablet'' or "writtcn rccord.-'"' In a Roman housc, a room 

at the far end of ehe at rium, or bctween the atrium and 
thc sccon<l cuurtyard, used for kccping family records. 

TEHPERA PAINTING. (1) A painting mnde witl) 
pigments mixcd with cgg yolk and watcr. In thc 14th 
an<l I Stl, centu ries, it was applie<l Lo panels that had 
been prepa red with a coating of gesso; thc application 
of gol<l le:1f :1nd of underpainting in grccn or brown pre­
ceded thc actual tempera painting. (2) Tbc 1cchni,1uc of 
executing such a painring. 

TENEBRISH . Thc intense contrast ofligbt and clark 

in painting. 

TERRA COTTA. ltalian word for "bakcd carth." (1) 
Earthcnware, namrally rcclcl ish-brown but often 
glazcd in various colors a nd fircd. Uscd for pottery, 
sculpture, or as a buil<ling material or decoration. (2) 
An object made of this material. (3) Color of the natur­
al material. 

TESSERA (pi. TESSERAE). A small piece of colored 
stone, marblc, glass, or golcl-backed glass um! in a 

m9s:.lic. 

THEATER. In ancicnt Greece, an outdoor placc for 
<lramatic performanc.es, usually sernicircular in plan 
and provi<lC:d with tiers of seats, thc orchc:stra, ancJ a 

support for scencry. 

THEATINE ORDER . Founded in Rome in thc 16th 
century by members of thc rcccntly <lissolved Oratory 
of Divinc Love. lts aim was to rcform thc Catholic 
church, and its members plcdgc<l to cultivate their spir­
itual livcs a nd to per form charitable works. 

THERHAE. A public bathing establishmem of the 
ancicnt Romans thar consisted of ,·a rious 1ypes ofbaths 
and social gymnastic focilities. 

THOlOS. A building with a cirrolar plan.oft.eo with 
a sacred nature. 

THRUST. The lateral pressure cx=ed by .in arcli, 
vault, or dome that must bc countcractcd at it:s poiru of 
grcatest concentration cithcr by rhe thickncss of ~ 
wall or by some form of buttress. 

TONDO. A circular painting or relief sculptu re. 

TRAC ERY. (1) Ornamental stoncwork in G oth ic win­
dows. In the e.ulier or plate tracery, the windows 
appear tu ha,•e been cut rhrough rhc solid sronc. In bar 
traccry, thc glass prcdominates, the slender pieces of 
stone having been added within the windows. (2) Simi­
lar ornamentation u.\ing various matcrials and applied 
to walls, shrines, fa9ades, etc. 

TRANSEPT. A crcm arm in a basilican church placed 
at right angles to the nnve and usually separating it 
from thc choir or apsc. 

TRANSVERSALS. In a perspective construction. 
transversals are the lines parallel to rhe picture pi~ 
(horizontally) that denote distances. They inter= 
orthogonals to rnake a gri<l that guidcs the arrange­
mcnt of clcmcnts to soggest space. 

TREE OF KNOWLEDGE, Thc trcc in thcGardcnci 
Eden from which Adam and Eve ate the f~ 
fruit that <lestroye<l their innocencc. 

TREE OF LIFE. AtreeintheGard en ofEd=~ 
fruit was reputcd to givc cverlasting lifr:: ic ~ 
art it was frequently used as a symbol oiC!i.:ist. 

TRIBUNE. A platform or walkwar i:u d::c:a:. ==­
structed overlooking tl,e aislc and abor~ 6:--:.::ac. 

TRIFORIUM. The section of2 nn,e-... ::DIiie ::.c 
arcade and below tlie clercstory. 11 ~ = 
of a hlind arcadc with th r« opa::::::;J • ::ac:: .­
When the gallery is also preson, 2- ix:::_.,....., ~ 
results_, the triforium bcing b::n<= = ~ -
clerestory. lt may also occur ia ::ä:- -=x ..t ,:.c 

choir walls. 



TRIGLYPH . The clcmcnt of a Doric frieze scparating 
two c.onsec.utive mctopcs and divided by groovcs into 
three sec.tions. 

TRIPTYCH. An altarpiccc or <levotional pic.turc, 
cithcr carvc<l or painted, with onc ccntral pancl ancl 
two hinged wings. 

TRIUMPHAL ARCH. (1) A monumenral arch, some­
times a comhination of three archcs, crcctec.J by a 
Roman cmpcror in commemoration of his rnilitary 
exploits and usually decorated w ich sccncs of the.se 
deeds in relicf sculpture. (2} The grear transvc rsc arch 
at the eastcrn end of a church that framcs altar and ,ipse 
and sepa rates thcm frmn the main body of rhc church. 
lt is frequently dccoratcd wich mosaics or mural 
paimings. 

TROIS CRAYONS. T hc usc of thrce colors, usually 
red, black, and white, in a drawing; a technique popu­
lar in thc 17th and 18th centurics. 

TROMP E VOEIL. ~1eaning "trick of thc cye" in 
French, it is a work of art designed to deccivc a vicwer 
into believi ng thar the work of a rt is rcality, an actual 
three-dimensional ohjcct or scene in space. 

TROPHY. ()} In ancicnt Romc, arms or other spoils 
takcn from a defe,ned encmy ancl publidy displayccl on 
a trce, pillar, etc. (2) A rcprescntation of these objcct<, 
and others syrnbolic of vicrory, as a cotnmemoration or 
dccoration. 

TRUHEAU. A ccntral post supporting thc !intel of a 
!arge doorway, as in a Romanesquc or Gothic portal, 
,vhcrc it is frcc1ucntly decorated with 5culpturc. 

T RU ss. A triangular wooden or meta! support for a 
roof thae may be left cxposd in the incerior or hc cov­
ered by a ceiling. 

TURRET. (1) A small eowcr that is part of a !arger 
strucrnrc. (2) A small eower at a corner of a building, 
oficn bcginning somc distance from thc groun<l. 

TUSCHE. An inklikc li<Juid containing crayon that is 
used to producc solid black (or solid color) arcas in 
prints. 

T y H PA NU H. (1) In Classical architccturc, a recesscd, 
usually triangular area often clccoratc<l with sculpnirc. 
Also callccl a pc<liment. (2) In mcdieval architecture, an 
archcd arca hctwccn an arch and thc lintcl of a door or 
window, frcqucntly ca rved with rclicfsculpturc. 

TYPOLOGY. Thc matching or pairing of prc­
Christian figures, pcrsons, and symbols with thcir 
Christian counterparts. 

UNDERPAINTING . Scctempera painting. 

VANISHING POINT. T hc point at which thc 
orthogonals meet and disappcar in a composition clone 
wirh scicntific ptrspective. 

10 GLOSSARY 

VAN IT As. Thc term deri\'eS from thc book of Eccle­
sia.stes 1:2 ("V;rnitics of vanitics, ... '' ) cha t refcrs tn rhc 
passing of time and ehe notion of lifc:'s brevity and ehe 
incvitabiliey of death. Thc vanitas theme found cxprcs­
sion cspccially in thc Northern Europcan art of thc 17th 

ccntury. 

VAU LT. An archccl roof or ceiling usually maclc of 
stonc, hrick, or conc.rece. Several distinct varicties have 
been developcd; all ncc<l buttressing at thc point whcrc 
ehe lateral th ruse is concentratccl. ( I} A b:lrrel v:wlt is a 
scmicircular structure made up of succcssivc archcs. lt 
may hc straight or annular in plan. (2) A groin vault is 
the result of thc intcrscction of rwo barrcl vaults of 
cqual sizc that produces a bay of four comp:lrtmencs 
with sharp edgcs, or groins, where ehe two mcct. (3) A 
ribhcd groin vault is one in which ribs are a<ldcd to ehe. 
groins for strucrnral strcngth and for dccoration. Whcn 
thc diagonal ribs are construcrccl as half-circles, the 
rcsulting form is a domical ribbed vault. (4) A scxpar­
tiec vault is a ribbcd groin vault in which cach bay is 
<livided into six compartmcnts by thc addition of a 
transvc rse rib across the cenccr. (5) Thc normal Gothic 
vault is quadripartirc with all the arches pointed ro 
somc dcgrcc. (6} A fan vault is an elaboration of a 
ribbed groin vaulr, with clements of tracc ry 11sing conc­
likc forms. lt was developed by rhe English in the 15th 
century and was cmploycd for decorativc purposcs. 

VEDUTA (pi. VEDUTE }. A view painring, gcncrally a 

city lan<lscape. 

VELLUH. See Parchmem. 

VERISTIC . From the Latin vertu, mcaning ''truc.» 

Ocscrihcs a h yperrealistic style of portraiture that 
emphasize.s individual characteristic.s. 

v ES T RY. A chambcr in a church whcrc the vcst­
mcnts (deric:ll garbs) and sacrament,11 vessels are main­
t:line.d. Also callcd a saaisty. 

VICES. Ofrcn rcpresented allegorically in conjunc­
tim1 with the seven virtucs„ thcy indude Pride, Envy, 
Avaricc, \Vrath, Gluttony, Lust, and Sloth, though oth­
crs such as lnj11sticc ancl Folly are sometimes 
substitutcd. 

VILLA. Originally a !arge counrry house hut in mod­
ern usage a lso a detachcd house or suburban residcncc. 

v I RT u Es. The rhrcc theological vinue.s, Fairh, 
Hopc, and Charity, and thc four car<linal oncs, Pru­
<lcrn~e, Justic.c, Fortirudc, an<l Tc:rnpcrancc, ,vcrc frc„ 
qucntly rcprcscnted allegorically. particularly in 
medieval manuscriprs and sculpture. 

VOLUTE. A spiraling architecnrral clcmcnt found 
notahly on lonic and Composirc capitals but :\lso used 
<lccorncive)y on bui)cling f~u;adcs and intcriors. 

VOTIVE. A devotional imagc uscd in thc vc:neration 
or wor.ship of a deicy or saint. 

vousso1R. A wcdgc-shapcd picce of seone uscd in 
a rch construction. 

WASH. A thin laycr oftransluccnt color or ink uscd 
in watercolor painting an<l brush drawing, and occa­
sionally in oil painting. 

WATERCO L OR PAINTING. Painting, 11sually cm 
pape.r, in pigmcnts suspcnded in water. 

w e B s. ?vfasonry construction of brick , concrc:te, 
seone, etc. rhat is used to fi ll in thc. spaccs bctween groin 
vault rihs. 

WESTWORK. From the German worcl Westwerk, In 
Carolingian, Ottonian, and Gcrman Romanesque. 
archfrccturc:, a monument::11 wcsrcrn front of a church, 
rrcatcc..l as a tower or comhination of towers and con­
taining an cnrrancc an<l vcstibule below ancl a chapd 
:lnd gallcrics ahovc. Lner exampks ofrcn ad<lc<l a 
eransept a ncl a crossing tower. 

w1 NG. Thc siele pancl of an altarpiecc that is frc · 
quemly clccoratc<l 011 both sides and is also h inged, so 
that it may be shown either opcn or closed. 

wooocuT. A prim rnade by c.arving out a <lesign 
on a woodcn block cut along thc grain, applying ink to 
rhe raised surfaces thar rcmain, an<l prineing from 
thosc, 

WROUGHT IRON. A comparativcly pure form of 
iron that is easily forgcd and <locs not harde n quickly, 
so that it c.an hc shapc<l or ham mere.d by hand, in con ­
trase eo n,olclcd cast iron. 

WUNDERKAMMER (pi. WUNDEIIKAMMERN), Litcr­
ally a 0 room of wondtrs." This forcnmncr of thc n1ust­
um dcvcloped in the 16th ccntury. Such rooms 
clisplaycd wonders of thc world, often from exotic, far 
off places. The objccrs displayecl induded fossils, shells, 
cor~1l, anim~ls (hom:s, skins1 etc.), and gems in an effort 
to form an cncyclopc<lic collection. Sec k1111itkmnmcn. 

ZIGGURAT. From the Assyrian wcml ziqqurmu , 
mcaning "mountaimop" or "hcight." In ancicnt Assyr­
ia and llabylonia, a pyramidal mound or tower built of 
mucl-hrick forming rhc hasc for a temple. lt was ofrcn 
cither steppcd or had a broad ascent w inding around it, 
which gavc it thc appcarance ofbeing stcppcd. 

ZODIAC. An imaginary bdt cirdi ng the hcavcns, 
induding thc parhs of thc sun, ,noon, and major planets 
and cont:1ining twdve constellations :1nd thus twd vc 
divisions called signs, which havc hcen associated with 
thc months. The signs arc Arie,, thc ram; Taurus, the 
hu11 ; Gcmioi, thc t\vins; Cancer, thc crab; Leo, thc lion; 
Virgo, the virgin; l .ihra) thc halanct; Scorpio, rhc scor.­

piun; Sagittarius, thc i1rd1er; Capricorn, thc goat; 
Aquarius, rhc waterbearer; ,rnd Pisccs, thc fish. They 
arc frc<1uently representcd around thc portals of 
Romancsque and Gothic churches in conjunction with 
the Labors of thc Months. 


