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

Now, before we get to the specific prompts at the end of this handout, read the “Content Guidelinics™ below.and
be sure you understand how ALL three listed categories apply to ALL of the EH assi gnments.

IL. Content Guidelines

What do these assignments contain?
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1. Book Content: Humanities Through The Arts

—e

As you read each specific assignment prompt in part III, you'll notice that the primary source they address is
your class. text. These “Exploring Humanities™ assignments lose significant points, if they earn any points at
all, when students either ignore our class text-of write so generally that comments could refer to any book. OR
they fail to provide plenty of specific examples from this book, Of course, you know from the description of
these assignments in the syllabus that the last thing I want to see ini them is a mere retelling of the chapter

contents, SO DO NOT RETELL WHAT THE BOOK SAYS! Chapters need to be analyzed and/or
discussed critically (this means offering your interpretation and opinions about chapier contents—not Jjust
regurgitating them). For each assignment, you will need to select a combination of SIX or SEVEN works of

art/specific exanmples from TWO or THREE CHAPTERS.




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

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

L “What Modernisi Is'— Clip 1 (5:32); Clip 2 (7:40)
2. “The Enligittennment Viston” Clip 1 (8:18); Clip 2 (6:00); Clip 3 (5:06)
3. “Postmodern Philosophy: Infroduction” (3:14) + “Postmodernism’s Themes” Clip 1 (7:57), Clip 2 (7:06),

Clip 3 (7:33)
3
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3. Your Choice: 1. TED Talk Video OR RSA Video (Royal Society forthe Arts) as

1

i

Finally, there is one more thing you’ll need to add to the mix in each assignment: ONE VIDEO from
either TED Talks or the RSA that YOU SELECT on your own; and which YOU BELIEVE applies
beautifully to your alréady-selected collection of examples from the class text! Henee, the TED or RSA
video you select should fit nicely into the theme/thesis for each assignment! In terms of applying the video
to Hieks? time era characteristics, it should simply bé included with all of the other examples you selected
and discussed accordingly. |

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



III. Writing the Assignments

‘Now that you know how each informal assignment needs to contain the four components just dlscussed
you are probably asking what will specifically be the focus in each assignment.

Sa, here’s what you do: you are free to select any one of the prompts below for any informal assisnment
when it is due, provided you do not duplicate them and that you use all of them among veour six informal
assignments! leewme. do_not duplicate any ¢xamples from the book cither. In other words; simply use
the course schedule (due dates) as your guide, but do not feel obligated to follow the thematic list as it
appears below. Again, YOU DO NOT NEED TO FOLLOW THE ORDER IN WHICH THE TOPICS
ARE LISTED BELOW in chronological order. It doesn’t matter which prompt you select for any
particular assignment, just as long as you use all of the prompts listed below and do not duplicate them.
You also need to miake sure you have included all of the assigned book clmpters through these six
informal assignments!

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

Very Iinportant! Lach assignment needs to be a minimum of 1.5 pages of paragraphed writing, and each
assisnment must have the following information listed separately and clearly BEFORE vou begin writing
the assisnment:

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

EXPLORING HUMANITY PROMPTS (in No Particular Order)

a. EH # ?: Human  Ability to In novate, Create, and Generatc

b. EH # ?: Human Quest to Leave a Unique Legacy and/or to be lmmortalized
¢. EH # ?: Human: Need for Spiritual Transcendence Beyond this Workl/Life
d. EH # ?: Human Appreciation for Beauty/Aesthetic

e, EH # ?: Human Tdentification with Tragedy (Empathy) and Pathos.

f. EH #7; Human Desire tor Love, Companionship, and Eros

g. EH # ?: Humin Lust for Power and Inflaence

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



-6f taste are not disputable” Can.'be'aédi}ed.iyi&’m_akmgi manty of ug feel rightégus

; aboitt-our own taste. What the saying meaxis is that there is no accounting:for what

people like in thearts, for beautyis in the eye of the beholder, This, thérs is ric Usein
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Steven Spielberg, from Lewis,Carroli to T. 8, Eliot, from folk art to Picasso, Most of

Anyone who. hies to change atr Tesponses to art is. really trying torget inside our
minds. If we fail'to understand its purpose, this kind-of persuasion naturally arouses
resistance,. ‘

For us, the study of the arts penetrates beyorid facts t6 the valies that evoke pur
feelings—the'way a. suiccession of Bric Clapton’s'guitar chords Pplaying the biues can
be elecirifying, or-the way song lyrics can give us a chill. In other words, we want
to g0 beyond the facts about a work of art #fid ‘get to the values, revealed in the
work, How many times have we fourid aurselves liking something that, months
or years before, we gould not-stand? And how often do we find curselves. now
disl,jk-jng;What:We-'previdusly judged a masterpiece? Generally we car'say the work
of art remains the same, Tt is we whe: chiange. We learn to recognize the valyes.
illiminated in such works as well as to understand the ways they are expressed.
Such development is the meaning of “education” in the sénsein which we have
‘been using the term,

RESPONSES 10 ART

Qur responses to art.usually-involve. processes so complex that they can neverbe.
faily tracked down ‘or analyzed. At fivst they can only be hinted at when we.falk
zbouy them, However, fifither education in the arts permits us to observe more
closiely and thereby responid more iitensely to the content df the.work. This.is tiue,
. We Relleve, dven with “easy” art, such as exceptionally beautifil werks—for exam-
e thise. by Giorgloné (Figuze 2:9), Cézanne (Figure 2-4), and O'Keeffe (Figura.

tying to ‘educate anyone aboutthe atfs, '(jby'_i_ously'We;di_sgg-_r'ee; We believe that all_'cgﬁ.
s cari.and should be educated. about the arls and:.s‘h'auld:.lea;n‘t_o:re‘&‘_pb_nd'fto as wide:
‘a variety.of the afts as possible: from jasz to.strinig qualtets, from Charlie Chaplin tg-

us defend our taste because anyone who challenges it challenges our'deepfeelirigs.-
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THE RUMANITIES: -
AMINTRODUCTION

_ 4-12). Such gorgeous womﬂmmmm&mm-s&m ae

-$on. What inore needs to be done? If art were prly of the beautiful, textbookssuch
a¥ this would never find many users. But wé thirk ‘more needs o be done, evan.
th the-beagtifyl, We will begin, howevér, with three works that obviously erenot
anifd,
Thu Mexican painter David Alfaro Siqueiros’s Echg of n Scraain. (Bigure 1-2) is &
ghly emational painting, in the sense-that the work seems to demarid astrong
Gtional response. What wessee is the huge head of a baby crying;and, then, as
Iig. from its own mouth, the baby himself. What kinds of emotiens do you
erivigr i Yyourself-as you look at this painting? What kinds of emotiony do-
o} are expressed in the painting? Your owri emdtional responses—such ag
pity for the child; irritationoat a destructive; mecharical saciety;orany-other
ergmotion=-do nat sum up the painting, However, they are an important
tigint, since Siqueiras paints in such a wgy. as-to gvoke-amotion, and our
ding.of the painting intreases as we examine the mearis by Whith this.
sachieved, ' '
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‘CHAPTER 1

FiGURE¥-2
David Alfr Siqueirag, Mexican,,
1896-1474; Echo of 0. Seream;
1937.Ennmel on wood, 483 36
inches (121.9:X'91.4 am). Gift of,
Edwiird i: M:Warburg. Muséurrof
Modern Art, NewYork, Siqueires,

a famaus Mexicih nwralist, falight
duying the Mekican Revolution

and possessed:a poyieriul pefitical
;ﬁpﬁ:b_ili_tt’(..much of‘wﬁic'_h found its,
it et He panted some
his warks in prison, Held thefetor
His political eotvictions. i the1930s
He-centered hiz attention ar'the
Ypanish-Civil War, represented here,

2037 Astists Rights Sacfety {ARS), New
Yor/SOMAAT, Medico Ciiy. Phote:
‘©The Museom of Modern Atk/Lierised by
- SEALASHAd Resouree, MY ’

5. Howdoes the red cloth on the baby intefsify your. emotiopaf response to the painting?

PERCEPTION KEY Echa of 2 Sciean

1. Whit are theitriportant distortions jn the paintiig?

2. What effect dogs the distortion of the baby'shead have on fou?

“Why is the scream desceibed as anecho? ‘ _ _
_ Whatare the objectsion the ground around thébaby? How dothey relate tothe baby?

L]
+
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"genomg-_ha's’ jdentified dertain genes for inhe
or Alzheimey's diseass,

‘1t that-they value the n2
‘in a positive-way.. However, the impac

sited-diseases, such as preast éancer:
fhat cowld be modified to pr.otec‘t"ihdivid_uals;o_r thieir off-
sprifig. Genetic yeseaich also siggesty thatina f_éW'y.ear‘s_indi’vidua‘_ls--m'jéy'b’e glile
to “design’ fheir. n:'hi.ldfé‘n;’fs'f.in’ce}ligené,e',.--bndy shape, heigtt general appearance,
and physical ability. ' h

‘Bejentists pmvid_e fhe tools-For t__lies_é;choices;'Ih?fi;'-valqes are centéred-in science
saltne the nature, of {hreir research and heir capacity 10 fnake it work
£ on-humanity. of such @ sexies of drarftakic
changes to life Brings tothe forevalies that clash withrone ariothet: For example, i
it-a-posi'_ﬁvefsot':ial vatue for edyples to-decide the sex Q'f-_t_he'ir-d_ffspﬁngl_ra]:her";tlian
{ollowing nakure’s’ OWI directiofi? In.this case who shovld decide i *Jesigning’
ong’§-DESPring is a__posit}v.e.vaiue_,_ﬂre;sc,ienf:i‘;_st‘ or {lie humanist?

‘fiven miore profound I3 the guestion of cloning 2 human being, Oice a sheep
had been ‘cloned successfully, it was clear that this science wonld lead ditectly
1o the possibility ofa dored human being. Some proponients of cifning suppoxt
the process bécause We could clonea child who has died Ift infancy o clone:dge"
ning whohas. given _Ngre_a’c.'gifts o the world, For these people, cloning is apositive
value. For others, thesvery thought of cloning 2 persqn ig. repugnant ony the basis
of religious beli £. Tor still others, the 4dea of humait gloning is.objectionable bé:

arid for thetf it {s anegative

cansé it.echoes {he creation of an-unnatiral monstex;
..val_ue_.'ﬁetiaus‘a_ﬂiis is .a worldwide ;problem, Tocal laws will have Jimited effect on
pstablishing @ cleax position on ‘the ~value' of ¢loning of4ll-sorts. The qiiestion.of
how we decide-on sucha corntroversial issueisat the heart of the hum@nitié‘s; and
sorne dbservers have pointed to Mary Wollstonecraft Sheiley-’s'famgqs'novel.}?mm
kepstein, Or'the Modern. Prometheus, which in some waysenacts the coniflict amotig
these valnes.

These éb&amples-d_e"n'i'_oristxate_:_tlmtj the discoveries of scientists-often have tre
snendous impact.on the values of society. Yet som¢ scientists have declared that

il e a

they merely fnake the discoveries and that otﬁers——prgs_umab“.y pqlit’it-:_ians—ﬁmﬂgt.
decide how the discoveries are to be. used. Tt is ‘this last statemerit that brings
us closest to-the importance of 'Eﬁe-.humani'ties., If many scientists, betieve fhey

ast try 1o undét-

cannot-judge-how sir discaveries are to be used, then we irast i’
stand whythey give that resp onsibility to otI:.er"‘s*_.“"-{‘hisi's*ﬁpt:toas’ay&hahs;iem;gsgm

uniformly tirn such décisions Qver to others, for many of therpare hinianists as
well as scientists, But the fact rematis that.many governments have mdde use
t scitntific achievements, without 'paysing' to ask the"f’»a:hi_évet.’e” if they
ed of the way theit discoveries were being used. The questions are, Who
n"wlfa'fr'ground's-'«'shcul'd-{che_i_f judgmients

of grea
approve
‘decideg how to use-such discoveries? O

‘be based?. _ _
Studying the behavior of netitrinios or string theory will ot help g get doser
to the AnSWer, ‘s ueh study is niot related 10 the nature ‘qfshumat\k'ir(d but te te
‘natﬁre of nature, What we need is a study that will getius closer ke ourselves. &
Tt. should be a study that e_zplpfe’s the reaches of humpan feeling in ;élaj_ior_g 1o
valirgs—niot-only oty oWl dividual feelings and valies bit also the feelings and
yalues of others; We heed a tudy thiat will increase ou? sensivity to ourselves;
others, and the values in-gur ‘world. Tobe'sensitive is 10 pereeive with imsight. To
be sensitive igalso to feel and believe that things make a difference. Furthermors,




A S T

2 i A b

o

i,

3
THE HUMANETIES:
AN INTRODUCTION

FIGURET-1- _

Cave: pifnirig fror Chatwet Caves,
France. Discoveredn 1994, the
.C_hg}:va’f;.‘(fages-havc yieldied some

of themostastonishing examples of
prebistoric art thé world-hes seen,
These avrachs inay hive fived us
iafiy 335,000 years ago, white the
paintlng itself séems as modern.asd
cOntefporary work,

Elavier f}ueﬁa{MSil‘(S:Iem Sourea.

it-involves an awareness of those;aspects ofvalies that cannot. be measured by
objective standards, To be sensitive i to respect the humanites, becduse, among
ther reasons, they help ‘develop our"sens‘itivjty to values, to what is-importaiit to
s as individials, ' _ '

There dre iimerous ways o approach the humariities. The way we have chosen

heté is the way of thearts, One of the c_o’nfgntﬁiqng.'oj?’thjs'-'b_oqk.‘is:_that valuesare clar-

their values-since the earliest times. Angient tools recovered from the most recent

ified in enduting ways in the-arts. Homan beings have. had the-drripulse to express l(u,f U% }

lee Age, for example; have featiires. desigred to express an-.aiijg@m;mnéaut}msgwﬂ?
Wby BrOvEdE T ‘

The congept of progress in the arts is problematic. Who is to say whether flie
Cne paintings (Figure 1-1) of 30,000:yéars. ago that were diseovered in present-day
France ateless excellent than the work of Picasso (Figure 1-4)7 Cave paintings were
preibubly not made asivdrks of art to'be contemplated, Getting o themin the caves
Iz almiost always difficult, and they are very hard to sée. They seem ta have been

‘tiade for a practical purpose, such as Improving the prospects: for the Kunt. Yet the
Sk revedls something about the power, grace, and beanty of all ithe animvals it

parbsaved, These cave paintings function notvaas works, of drt. From the beginnirig,
RUF species instinetively had ary interést in taking revealing forms. '
Mhaey the muneroug ways to approdclthe humianittes, wehave chosen the way
T arts because, as we shall try o elucidate, the arts clarify or reveal valugs, As.
detpen ourunderstaridin g of the arts, wé'nagess arily deepen our und erstanding
alups. We will study our éxpefience with works of art-as wail as the values others
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WHATIS A WORK OF ARTI
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FIGURE2-3

Franciséo Goyd, May 3,1608.1814-
“1815.0il on canwa, 8 feat G inchies X
13 fet Fiitches: The Bradd, Madrid.
“Goya's painting of Napoleanis
sildiets ekecuting Sparish guérelilas
the day after the MadyldInsurrection,
portrays.the faves ot the victims; but;
ot of the kilfers,

'étnpyﬂﬁi-nr-lh'c_ inage Museo Nagional,

' del Prady/ Act Resougee; WY

¥ - had atomplishied this, we would be inclined tobelieve that it was riore huck than ' .

skill. Adams’s skdll in catching thescene js even more evidént,.and he risked his lifé: ’H/ g—’
P i get it But do we admire thisavork the way we-ddmire Stqueiros’s Echa of'a Scream (‘){\pup

{Figure 1-27 Do we eéxperierice. these twoworks in the sdme bagic way? _ 3&{;5
Lompare-a paioting of a somewhat similar subject matter—Gaya's May 3, 1808 = '“(/‘\er"b
“iRlgre 2-3). Goya chose the rrost terrible ‘momient, tha split second. before the Pl :

ash of the guns. There is no-doubt ihat the. executions will:go on, The desolats
QUBTAY [SHINE doWn from the left blocks escape, while from the right-thie firing
Gad rolentlessly hiiriches forward, ‘The soldiers’ thick legs—planted wide apirt
i 'ﬁraiic!-—.st;pport:like-'s_*;tgdy pillars fhe blind, pressing.wall formed by their
- These ave men of amilitary machine. Their rifles, flashing in the bleak light;
e ghasily lantern, thrast out as if they belon ged to their bodies. It is unimag-

thar any of these, men wotld defy the comimand of their superiors. In the
ofnight, the doomed are backed up against the monntain like animels ready
ghier. Qne man fings up his arms in a, gesturé of utter despair—ar is it de-
Huncertainty increases the intensity of our-attention. Most of the xest of
bty their faces, while-a few, with eyes staring out of their sockets; glance
hey canoot h'elp.-5eeirig—-ftlljm"sprqwling‘dea_d:'sm'e'ared in blood,
photugraph oftheekecutionin Vietnam, despite itsiintmediate and:-pow=-
inn, it takes 'only 4, glance or tworto graspwhat is presented, Undivided
thaps, is necessary to becoine gware of ﬂle‘si gniﬁéance' oftheevent; but
attenition. Tn: fact, tp- take careful Hotice of all the details—such.as the
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CHAPTER 2

shirt—dogs not.add fo ourawareness of the significanice of-
the photograph. 1f anything, our AWATENESS Jill be shatper-and more productive if
e avoid sich Jetailed examination. 15 such the case withythe Goya? We believenot..
Indéed, without sitstained attention to the details of this work; e would thiss most
“of what is Teyealed: For example; bioclc aut everything but the dark shadow at the

bottom 'r_ighhﬁoft'e how diffevent th'ﬁt"shadow;appeaxé-w1ﬁeﬁ"it-vis isolated. We-must

see the d;et‘aiis--individuaﬂy and colleciively, as théyf'WQrk'_<,togetk1er; Tnless we are-
‘gware of their collaboratidii, we are ot going to-geasp fully fhe total form.

Close examination of the sdams Phdtﬁg’i:ap_h‘;eveals several efforts 1o ingrease
the unity arid thus the poveex of the print. For example; the flak ja‘ckét,a’f,(';gner_al_
Loan hes been darkened so Yo remave distracting details. The buildings in the
‘background have been “dodged out’ (held back in printing se that they dre. niot
fully visible). The s iadows of trees on the road have-been softened saas tolead the.
eye inexorably 10 the hand that holds the guin. The space arcund the head 'of the
victitn is al$o dodged out 5o that it appears that sofriething like & halo surrotinds
fhe head. All this Has beert.done in the act of printing sometimé-after the picture
W‘a‘s'-t'aken.'_Caréful_prinfin‘gzhe]ps achjéve the photograph’s artistic foroal unity.

Vet we aré suggesting that “the Goya has a higher degree of perceptible unity
thizn Adams's photograph, that perhiaps orly the Goya ligs artistic form, We base:
these coriclusions on what is g.iven.for" us to perceives the fact that the .pai‘t%!:o-pa:’c
and the part-to-whole relationships are much stronger inthe Goya. Now; of course,
you may disagrge. No ,ji:dgment.abogt's‘xich*mzitt_e;éf & indisputable. Indeed; that i
pait of the furv o tatking about whether simethingisor ismat a work of att—we can
earn How.{o perteive from i@ another,

patterns 'cn.=thep_risoner‘s

PERGE?TI@N' KEY Adams and Goya
4. How is-the: paifiting diﬁeygnt'_-ffom.Adamﬁt_s shotograph in'th way the detalls
-work togsthei? )

2. Could:any detail in the patnting e chatiged or yemoved without wealening the

uﬁitv*n.f“the,‘:t,ataieglesigﬁ?,ﬂ\&\{h_aj@»bggﬁ the photograph?
mcré_‘mp“éf@fé“rfﬁil?fre'\gaglfh urman-barbarity?....

3 ‘Dags the phofogragh or the painfing more
‘&, Doyau find yourself participating moie with the Adams photagraph o the Goy

painting? .
5. How does blurring ot the buildings in the background of thé-pbq't'ajgrhph im
he effect of the loorting arci}itect_dr_e in.thi

prove jts visual impact? Compare't
painting. _. . _
&, What do the shadows 6n the street add to the significance of the.photo_'g'raph'?
Comﬁare-thg.ghadbws gn the-ground in'the painting.. . ;
7. Does it ‘make any significant difference that £hd Vietcong prisoner
chetkered? Compate the white shirtonthe gesturingman in the painting. i
g: i3 the expression on the soldier's face; 3iong, the left edge of the photog? phyie
ag_pprcpriaté to the:situation? Compare the 'facia'.'-_expreés'ién’s it the paitting. :

9, Can these works be fairly tqmgare_d'.-when.ong_.is_'?n black and white snd the:

~ isin full.calar? Why or why riot? _
10. - What aré-some: hasic differences between viewing a phot _gr';;ph:=nf‘a real T
beitig killed and viewing a:painting of such an event? Does that distinction:dl

qualii’y oy disgialify Gither work as a work of art?’

's shirt
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:f 4 Both Adams’s photograph, (Figure.2-2) andthe Goya (Figure 2-3) tend t0 grasy our WHATIS.A WORK QF ART?
o5t : attention. Initially formost of us, probibly, the photograph.has mure pulling power
the than the painting, especially as thetwo works are illustrated here, In'its satting in
st thePrado in Madrid, however; the ghest size of tHe Goya dnd its'powerful lighting-
are and color draw the eye like a magnat, But the term “participate” is more accdrately

descripitive of what we are likely to be doing in.our experignce of the:painting: With

ise ‘the Goya, we must ot nly givedut also sustain our undivided attention so-that we
érél lose-ouwr self—¢qnsciousx_1_ess—'ou.r--sense of_'bemg'separate,'uf 5tandj_ng_;aj_;ar't.ﬁ'om. Hie

Hie painting, We participate, And q'r'ily by means of pattitipatioh can we come cioge.fo

not 2 full awareness of what the paintingis about. _

Lthe: Works, of art are created, éxhibited, and presetved for us. to perceive with not
fthe ‘only undivided but-also sustained attention, Attists; critics, and: philosophers of art.
smds {aestheticiaris) generally are in.agréement.about this. Thus; if a wark requires oar
“ire patticipation in order i tnderstand and-appreciate it fully, we have an indication
ity that the ‘work is art. ‘I_‘he_refor'efunlgss_ owr analyses have heent ncqrréct, and you
uril;'f';f' should satisfy yourself about this—lie Gaya would seem'to be a ivork of ait; Conr
hase- versely, thg;phologyaph--;is_ not as obvieusly a work of art as the pairiting, and- this
spart i the case: despite tlie fascinatirig_-.i'mpaf:tﬁf‘thg‘; photogrdph. Yet these are highly
JGTSE, tentative judgmenits. We are-fat from being cleat’ abouit why the Goya requires aur
hatis pactictyation and the photograph may not. Until we are glear about these-“whys,

Fe.can the grounds for these judgments remain shaky. ,_ _ .

Goya's painting tends to draw us ori.until, ideally, we become aware of all thede- -3/
tails #od their inferrelatidnships. Bor example; the long, ‘dark shadow at the botom Y ¥/
bt underlines the linie of the. firing squad, and the Jite of the firing squad helps Q)A '
ring out the shadow. Moredvek, this shadowis the darkest and most opaque part % 5
i patiiting, Tt has a forbidding; blind, fateful quality, which in turn reinforces . ’\wrb
wtalls. - ous appearance of the firing squad. The dark shadow on the street just P\(J W
s b fareanm -of General Loan seems less. powerful, ‘Bustained -attenition or !
ig-the Ipation cannot be achieved by agts of will. The spleridia singularity of what we'

tending b must faseirigte and control us to thie point that we no'lénger need

2 attention. We can makee up onr minds to-eive o undivided attention fo

it BT HRAE something lacks the pufling power that grasps our attention,
anay participate with it '
: nizing ik ofart, then, ishow it works in us, whatit’
7 eirg:es‘_q_f_.a_gnx‘ks;.nf..a:trare-comi;dlmiuns_::expepiem:es

they enrich ouy Jives, Stich experiences.are Life-enhancing
¢ of the great satisfaction they may give. 05 ALTRhE moment but:also.
make. more or-less-permanent.contributions to o fature lives. Does-
no. Lisa (Figure 1-5)- heighteri your petception of a painting’s virider-
% the power of simplicity of form, arid-the'importance of & fignie’s

wrt Hlewick's “The Pillar of Fame” (Chapter 1) affect youir concept
150 s_ho_t*e}s-d'iffei'eﬂtl'y_}jper-liapg,_ after experiencing Shovel by Dine
ok, presumably they are not- works of art, Butthis-assumes that we
’sl;,[g,'_!;g reicipated with.these works, that we have:allowed them to work fully
T habif the meaning or.content were present, it had a chance to
' dteness: Of the four basic distinctions—subject matter, artistic




‘Delacroix's are explained: ""I'_l"m‘éﬁ:t__}_ﬁngs: which arg ost real are thejllusions] eveate

_ in my paintitigs.” Q¢ Edivard Weston's. *The Photograplier who is an artist ieveals THAT 16 A WORK OF o
the esserice of what lies beforé the lens with-such, clear insight that the beholder. =~ WHATISAWORK OF Ak
may find the réerédted image'more redland cotfiprehensible than theactiial object.”

: Carttus: “If'the-world. were-tlear, art-would not exist” Avtistie form is an economy
i tiat produces a Iucidity that enables us-better to-understanid and, in tyrn, manage
: our fives, Hence, the informing 6f a work-of ar reveals a subject.matter with value
i -dimensions that g& beyohd the.aitist’s idiosyncrasies and: pervergities, Whether or
; not Goya had idiésyncrasies'_.anci‘;pervé'rsit’ies} he did juistice to. his subjict’matter;
¥ He revealed:it, The. art df a-pefiod is the révelation of the collective soul of ifg tima,
¢
. PARTICIPATION, ARTISTIC FORM,. AND CONTENT
? Participation is the necessaty condition that makes-possiple our insightful percep-
! tion of artistic Form and content, Unleds we paiticipate witly the Goya. (Figne 2.3),.
({ we will fail 1o see the powsr of its artistic form, We will fail to see how the ‘détails:
' wark together-to form a tatality, We will also fafl to grasp the'content. fully, for‘artis-
e tic form and contenit are inseparable, Thus, we:will have fafled to gain insight into
@ Eixe' si:bj_éét ‘matter. We will have collected just one more instance of b'a_rbaxig{'.;.‘fl‘l':e
% Goya 'will have basically. the sarhe effect on us a3 Adams’s photograph except thai it-
z mdy be less important to u becavse it Happened long ago- But.if, an the:contrary,
?; we haveparticipated with the Goya, wé-p_ml’zablywﬂl;never_see-guch things asexecu-
- - tions in quite the samé way again. Theinsight that we have gained will fend to refo-
ic CUs o pisiorso that we will see:similar subject matters with Heightened awareness,
1y Lok, for example; at the photograph- by Kevin Carter {Figure 25, which was
.

blished in the New York Times on Maich'26, 1993, and which wonthe Pulitzer

FIGURE2-8

KevtiCorter, Vulture and Child in

Sudon, 1993 Silver hialide, Cartar-
‘sayed this'ehild'but became so
depressed by the teirible thagedies
he Hud recorded in Sudamand Soveh

- Africa that he cormnitted suicide a

yeay-after taking this.phato graph,

BKevin Cirter/SypmasGelly images




4. The for isolates two dramatic figures. The. closestis

o Prize for photography in. 199
CHAPTER 3 a starving Sudanese child makingher waytoa feeding center. The other,is @ plump
vultuie waiting for the child to-die. This powerful photograph rajsed ahueand cry,

and the New York Thues _p'i'iblis‘hc_édi a commentary explaining, that Carter chiased
“away the vidture and took the child to the 'feedmg;‘éeﬂtér, Carter comthitted, suicide
if July 1994

Q/‘HNQ - PER‘.@E_I_’TIQN KEY Adams, Goya, and Garter

1, Howdgesdur discussion of the Adams photograph-affectyour response to Capter’s
photograph? o ' _
2. ‘T Wwhat extent does'Cartet’s photograph hdvé artistle form?. _
3. Why areyour answers. to these guestions, fuhdamentally impbrtant.in?detgrmining
whether Adams’s hotograph, Cart'ér's-ph‘otogiﬁaph,'Gbya'g:pﬁint’_in‘g,,-o'_r{al!.:c'nf'-therﬁ'
 areworks 6fait? T o
4, Describe your expetignce regarding your participatiort with gither Adams's oF
Carter's photagraph or Goya’s painting,-Gan you measure. the intensity of your
participation with.each of them? Which work do.yoii reflect upon, most when you
relax.and are not thinking directly-on the subjett of art?:
5. The intensity of ypu'ﬁ.reattioﬁs‘tq_ the Adats and Carter photographs may.well be..
stronger. than the interisity of yobr experignce with the Goys: If 50, should that

back up the assértion that the photpgraplis-ai'e'~woif1<,$ of art?

Asristic Form: Exwmples
Let us examirie attistic form in.two exaniples of work by.an. anonyraous. cartoon-
ist.and Ray Lichteristein. In. the late 1950 and early 1960s, Li¢htepstein became
interested. in cornic. strips. as subject hattex.. The story goes that hig two youn,
'b;i:,{s-.asked him to P‘aint'_a"D‘_ nald Duck -"-s_tréigl*.'}g,"‘- without: the encumbrances
GEart. But much moré was involved, Born in 1973, Lichtenstein grew up befor
o the ifiventionof television. By the 1930s. the ‘cornic strip had becomé gne of the
rhost imporant of the rhass. media,, Xﬂﬁr‘,‘éﬁt'ﬁ'i‘-'e:i‘-"rfomance;*seutimgntality,_.mnd._tex;
ror found expyession in the-stories of Tarzan, Flash Gordon, Superman, Wande
‘Waman, Steve Roper, Winnie Winkle, Mickey Mouse, Donald Duek, Batran ant
Robin, and thelike, '
The purpose of the comic strip for its producers is strictly commercial. Ang b
ause of thelarge market, apremium has always beenpt on'making the proc
of production as inexpensive as possible. Anid s0. geneatiois-of mostly unknow!
commiercial artists,-going far back mto the nineteenth century, developed waysox
quick;: cheap color printing. They developed. a technique that could by gut eas
toots like the products of an assembly line. Moiecver, becauge theif marketine
dluded:a large number of children, they deyeloped ways of producing image i
‘were itrimediatélynndérsta‘ndabl'e’afid. striking, ' ' .
Tichtenstein. teports, that he was attracted to the comie stip by its
simplicity—the- blatant primary colors, the ungainly black lines that encircle;ing
shapes, the hallobris: that isolate the-spokernr words or thoughts of the ¢har:




escriptively criticize the tast Stpper. Point out every facet of form that seaims im-
rtant. Look for shapes thit relate’to each other, including shapes-forried by group-
g¥ of figores, Do any shapes stand Gt &5 lingue—for example, the shapes of Christ
4 Judas, who leans back, fourth from the left? Describe the ¢olor. rélationships.
scribe the symmetry, if any, Destribe how the lines-tehd to meet in the landscape
ned Christ's head.

Satdo plajined the'fresco so that the perspectival yanishing point would ne-

the'head ofJesns, the.central figurein the painfing (Figure 3-2). He also used
SAe coneapt of the tiinity, in the number 3, as he grouped €ach of the disciples i
“;il}t 65 twa groups oh gach: side of {he painting. Wete'you 1o’ diagram them, you
_m;‘;@fmﬂd"‘;e@ they form the basis of triangles, The thiee windows'in the bagk wall also

nd-Bluig garmient centers the eye. Inl. soivie paintings, this kind of archi-
teanlzation might be much too static, but becanse Leonardo gathers the
romatic poses, With facial expressions that reveal apparent emotions, the
distracted from the formal organization while being subliminally affected

vikian, 1b sedms that perfection—appropyidte 0" his:subject matter—was
de-aimed atin creating the anderlying structure-of thie freseo. Judas;
“whe will betray Jesus, is"the fourth figure from the left; his face: In
illing back In shock, '

Podbthe idea of three. The-figuie of Jesus is itselfa perfact isosceles Hiangle, while

FIGURES-1 ,
‘Leanardo da Vind, Last Sipper.
Clrea 1495-1498. Gil and tempera
on plaster, 13feet TV ifiches
28 feet 10% Taghes. Refictory of
Santa Marj4 delle Grazls, Milan.
Leonarda’s palating was onk.of magy
on this subject; but hisTs the first
Lit& represent recog nizably Bumén
figures with wtderstandable fagial
expressions; This is the dramatic,
moment whan Jesus tolls his disciples
thit-ang of them will bgti-ay hir,.
#iErich LesstngsAzt Rusnuzes; NY




FIGURES-2
“the Lask Supperls geometrically
arranged with thoshgle-paint
vanishling pers péactive contered on the
headof Jesus=The.baslc organtzing
form for the figurgs i the paliting
is the'triangle. Leona rdo.aimid 2t
geometric geefection,

G Cesstrgiant Rﬁgﬁglrcc, oy

Detuil and Stragtural Relationships Whén we address a painting We conerm<
sélves both witht the stectivral relationships and the detail flyat control our Vig
attention. Fof example, thé dominant ghructres il the Lust Stupper axé the wh
rectangular table cloth contrasting with. the Tigh receding white walls that crt
tie single-point vanishing:perspective ending in the head of Jesus. These dyna
lines of force imply a dramatic moment. A5 you exantine the painﬁn'g-'an'ﬁ--eoné
fhe following discussion, detide whether thé relationstip of stinctural elemei]

detail clements is-dominant in how you see thit pajoting.
When we talk about details, we a_ré'--.c'qnf:e‘fp'ec?[ ‘with how:the. gaaller elemy
__of the w.prk_ function. together. For example, in the Lust Supper; we see thidl

Fthe-canter is-a-geometric.shape,an isosceles iiangle. Withi

figure of Jesus:a

paii\tipg, fhis trigngle constitutes & detail. Moreover, when examining ey
ing for mgre details, wi see that-alt.the apostles are-grouped in patterns of

However, their triangular shapes: aré fiot :as perfect as the center triangle:

draw fheimplied wiangle for any-other grolp of three, you, will see that:
isogcéles, but §Qmew}iatmis's}xapen,_,Pefféét‘ion in this-painting is reseryed ig
one figiwe. S
Iri éxaimining-omler-détaﬂs inthe pairii:ing-‘m_.r‘e see that the three oped Wit
in the tear are details that replicste the idea of threey echaing the three lings:
Atiangle. The four tapestries oneadh swall act a3 background, but miay: refEt!
paditional “perfect” numibey; eighit, which signifies the new beginning: {The

‘white keys-on a.;p_ian0--i]luéi_’c:ate_..thatfidea:- C-DEFG-AB-C)
The triangular figure of Jesus, with red and blue gaymerits; in the cenfg
Liist Supper is 3 dominant settling force ‘for {He 'eye, but it contrasts jahy
svith the:ofhier triangular afrangements of the apostles. Among ather ¢gnte

details are the cologs of the garmenys of the'apostles. They are paler complem
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nzs,

' """'“""""”“”“""""”(Fig’;'lre"‘l#).;‘sandtepnardq*s-Mona=1_L-:'s_a.j'QF._igure.:l.,S)_;,]n;_.whi;'hi painting.or.pd) ﬁ

and threats-16 civilizafion. Destructior and.skeletons figure in' much.of Qrozed's
work i the 1930s, Could the content of thie painting point to an dpocalypse?
Piensso’s Gueritica (Bigure 1-4) is more of lss balanced with respect to detail and
stiucture. The detail vefationships 'ar'e.o1_f'g'an12ea'iihto three niajor Tegions: the great
Hiangle—with the-apex at the candle-and tiwo. sides slopitig down to the Towwer cot=
nexs—and the two large zectangles, vertically-oriented, Tunning down along the left
and right borders. Moréoyer, these regions ‘are-hieravchically rdered, The triango-
lar region takes.precedence in both size and, initerest, and the [eft rectarigle, Thainly.
‘becanse of the fascinatior of the impassive brll {what iéihe-d‘oing-I}Ere?);ﬂdfnihat'es

theright rectangle, eventhough both.are'about thesame size. Despite the complex-

ity oF the detail relationshipsin Guernica, we graduglly perceive the power ofa very
strofig, ¢lear sgucture..

The basic fofmal-element in Leonardo’s Mona Lizi (Figwé 1-5) is the:isosceles
triangle, but in this portrait theroundriess of the thret points of the triangle soften
theimpact of the form, Weate dawn tothe hands, wliich ave' crossed in-such away
as to cyeate:an “upside down” riangle with the elbows and the other points: The:
flesh of her néck and bosomn ereates aniotlier triangle, while her oval fagé domiriates
the composition, Naturally her simile has been an -eriigma because it. impliés af.
undérstanding betyveen the painter and the model. s 'enigmatic quality-is echoed
slightly by the strange landscapes in the background—itiey caveflly avoid any sta:
blegdometricfigure as a way of contrast; Refurn 10 the discussion of this paintingin
“Bxpetiencing: The Mons. Lisg" in Chapter 1-and consider the descriptive ciitici
‘offered there, '

ey

PERCEPTION KEY Détail and Structural Dominarice

1. lnithe Last Suppér,do'yol find-that detail or structural relationskiips dominate
aré gqual? Which analysis, of structure or-detail, yields the most understandingal: 3
the painting'sicontent? _ _ ‘ S

2. Whether detail or structyral élationships dominate—or aré equak--ofte
ies widely fram wark to work. Compare Pollock's: The Flame, Pigassd’s Gt

o

if any, do. detail relationships dominate? Structargl velationships?

Interpretive Criticism

Interpretive criticism explicates the content of a work of art. Jt helps us uggégé
stand fiow form transforms subject-matter into Content; what has been _}:__(_;\;: 3l

about some sitbject matter and how that hias ‘been accomplished. -Ihe.cgr[;‘m?%'
‘aniy work of art-will become clearer when the structure i petceived in relatidnig

fhie details and regiows, The Le/ Corbusier and Sullivar examplés (Figures;
3.5) derfionistrate that the same principle holds-for architecture asfor paifitingstis
subjectmatter of-a piildirig—or at least an important componént of it—ig! sdiban
2lly the practieal function the building serves. We have no difficulty )
of these buildings was raeant to:servé as 4 bank:and whiich was meant 1)}
‘a ghurch, '

o




olors ¢of red, blue, and ochre, cainpeting with ‘the dominant darkness of the rear
Falt and thé tapestries on the lef: & nd right walls, Observing the apostles’s colored
stmenis and thefr less than equilatetsf’ tifangular grouping is important forinter-

ing their relationship tothe main figurein the painiting and its:main dramatic
oML,

Tn Javkson Pollock’s The Flmite (Figure 3:3), the details.of the flames, in the brilliant
% e vrange-whites, and the deep contrasts in the blacks of thecomposition, are.
ddgarous thaton firstinspection it is difficult to see ihe forms that begin to appeit.
i not koow the name of the painting, we might haveno idea whether S0Ime-
N s beinlp represented or it the painting is an example of abistaction, astyle for
swvhieh Pollock-whas usiially known. But closer examination shows the formal order in
] nter of the pdinting, creating'a triatgular structure coptroled by the ahgnlar
s rising to'the:top center. The ceniral flame in otange-wliite seems to rise
it angulai formis in white: (possibly parts of a skeleton?) that angle down-ix
Judtiidale, the base for the cefitral Hames, All the detailed shapes angle upwird; 4s
Jpiet fire to do, The suibject matter ofthe painting is flame, bigt the intensity of
sand the potver.of the contrasts of black, white, and redzeveal in energy in
bal suggests sometliing dreadful. 1F tis were a painting tade’ir the Mid-
vewsuld assude it-an allusion to the pits of hell. However, Pallock was

Cemm e o

_, FIGURE3-3
" Jucksn Pollock, Thie Fme (1934
1938). Oif on canvus mounted on
fiberbaard, 20Y%.% 30 inchies (51.1 %
'?6';2'cm_]'. Enid A Haupt Fund, The
Metropolitan Miseumof Art, New’
Yark, Ny,
-B2037 The Pellock-Keaser Eoundatlony

-Arlists Righis:Suclety (ARS), New York,
Phiotn: §Fihe AR lheges/sgefolostock



