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FROM THE EARLIEST ART TO THE BRONZE AGE 

	THINK AHEAD 
15.1 TracetheoriginsofearlyartinthePaleolithicandNeolithicperiods.
15.2 Contrastscholarlytheoriesabouttheculturalfunctionoftheearliestartworks.
15.3 Statetechnologicalandsocio-economicchangesthatgaverisetothefirstcivilizations. 15.4 ComparethestylisticandculturalfeaturesofartfromMesopotamiaandancientEgypt. 15.5 Discussart’smemorialfunctionthroughouthistory. 
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Art history makes history visible and accessible. It is a record of how the people of the past—our ancestors— lived, felt, and acted in widely separated parts of the world at different periods of time. 
Art history differs from other kinds of history because works of art from the past are with us in the present. One-to-one communication still occurs, even when artist and viewer are separated by thousands of years. This communicative power of art makes it possible for us to glimpse some of the experiences of 
those whose lives preceded ours, to better understand societies other than our own, and to see beyond our own cultural boundaries. Although interesting, old science has little practical use; but old art can be as life- enriching as new art. 
There is no “better” or “best” when we compare the art of different societies, or even the art of different times within the same society. Rather, differences in art reflect differences in points of view. Pablo Picasso put the subject of art history in perspective in this way: 
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Listen to the chapter audio on myartslab.com 
15.1 Prehistoric Sites and Early Centers of Civilization. 
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To me there is no past or future in art. If a work of art cannot live always in the present it must not be considered at all. The art of the Greeks, the Egyptians, the great painters who lived in other times, is not an art of the past; perhaps it is more alive today than it ever was.1 
The Paleolithic Period 
Roughly two million years ago, in east-central Africa, early hominids made crude stonecutting tools. The making of these tools enabled our predecessors to extend their skills and thereby gain a measure of con- trol over their surroundings. From such beginnings, human beings developed the abilities to reason and to visualize: to remember the past, to relate it to the pres- ent, and to imagine a possible future. As we became form-creating creatures, our ability to conceive mental images set us apart from other animals. Imagination is our special advantage. 
About one million years ago in Africa, and more recently in Asia and Europe, people made more refined tools by chipping flakes from opposite sides of stones to create sharp cutting edges. It took another 250,000 years or so for human beings to develop choppers and hand axes that were symmetrical and refined in shape. An awareness of the relationship of form to function, and of form as enjoyable in itself, was the first step in the history of art. 
Sprinkled powders and beads accompany many widely dispersed gravesites from about 100,000 years ago. These finds suggest to archaeologists that humans 
15.2 Engraved ochre. From Blombos Cave, South Africa. c.75,000 bce. Length 4 ̋. Image courtesy of Christopher Henshilwood. 
at that time practiced ritual burial, though the mean- ing of these decorative additions is unknown. 
Recent discoveries have enlivened the debate about when art began. In 2002, archaeologists digging in the Blombos Cave in South Africa unearthed what may qualify as the earliest art that we know of. In a soil layer 77,000 years old, they found some pieces of engraved ochre (fig. 15.2) bearing marks that appear to be symbols. The marks form an abstract pattern of parallel diagonal lines between horizontal bars. Any practical use for the markings is highly unlikely; rather, they seem symbolic or at least decorative, making these ochres the oldest embellished objects yet found. In 2010, researchers at a nearby site found ostrich egg shells with similar parallel scratch marks. Many archae- ologists concluded that these African sites contain the first known instances of artistic creativity. 
More sophisticated examples of Paleolithic art have been discovered at many locations around the world. Current scientific dating places the earliest of these findings at about 40,000 years ago, toward the end of the last ice age. As the southern edge of the European ice sheet slowly retreated northward, hunter- gatherers followed the animals that they hunted for food. They carved and painted images of these animals on cave walls deep in the earth. 
The oldest surviving carved human figure was found in southwestern Germany in 2008; the Hohle 
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15.3 Hohle Fels figure. c.35,000 bce. Carved mammoth tusk. Front and side views. Height 21⁄2 ̋.
Photograph: H. Jensen. © University of Tübingen. 
Fels figure (fig. 15.3) is just over 2 inches high and at least 35,000 years old. Her female characteristics are highly exaggerated, and she shows carefully placed grooves at various points on her body. Her arms cling to her abdomen. In place of a head is a ring suitable for stringing the figure around a wearer’s neck (the ring shows wearing marks). A similar figure about 10,000 years younger is the Woman of Willendorf (fig. 15.4), which was found in northern Austria. In both of these figures, the pointy legs, lack of facial 
detail, and exaggerated emphasis on hips and breasts implies a specific purpose, which we can only guess at. These fig- ures may be the earliest known works of religious art; some scholars believe that they depict the Paleolithic image of the Creator—the Great Mother Goddess. The predominance of stone pieces among surviving artifacts of the Paleolithic has led us to call this period the Stone Age. But the Hohle Fels figure was found near
a three-hole flute carved of bone, indicat- ing that music also existed in that remote era. 
European Paleolithic paintings have a different style from the copious bulges of the sculpture. Human beings rarely appear; those that do tend to be more simplified and abstract than the 
images of animals. Animals portrayed in sculpture and paintings of this period have an expressive naturalism. Findings published in 2012 show fragments of what look like painted animals in a rock shelter that collapsed 37,000 years ago in the Dordogne, in south-central France. The oldest known sets of sur- viving completed paintings were found in 1994 in the Chauvet Cave in the same general region. The wall painting of animals (fig. 15.5) is among doz- ens of 30,000-year-old images painted with charcoal and earthen pigments on the cave walls. The unknown art- 
ists depicted in a lifelike fashion horses, rhinoceroses, tigers, and other large animals, many of them now extinct. Explorers found a bear’s skull in the middle of a flat stone slab nearby, which may have been an altar. 
Scholars long believed that the purpose of natural- istic Paleolithic art was to bring the spirits of animals into rituals related to the hunt. Many authors accept this theory. However, careful study of footprints and other archaeological remains has recently led some experts to theorize that Chauvet and similar sites were used as sanctuaries where youth were initiated in cere- monies based on symbolic or spiritual associations 
with the portrayed animals.
Much of the world’s Paleolithic art is found 
in caves, but large parts of this heritage are above ground, painted or carved on stones in many locations around the world where 
people lived by hunting and gathering. Some of the oldest Paleolithic rock art in North America is found in Utah, where native peoples painted silhouette forms that resemble humans wrapped in symbolic garments (fig. 15.6). The meaning of these ghostly figures eludes us, but they were created 
15.4 Woman of Willendorf. c.25,000–20,000 bce. 
Limestone. Height 41⁄2 ̋. 
akg-image /Erich Lessing. 
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15.5 Wall painting of animals. Chauvet Cave, Pont d’Arc, France. c.28,000 bce. French Ministry of Culture and Communication, Regional Direction for Cultural Affairs—Rhône-Alpes region— 
Regional department of archaeology. Slide no. 10 Photograph: Jean Clottes. 
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15.6 Great Gallery. Pictographs at Horseshoe Canyon, Utah. 7400–5200 bce. Height of tallest figures 7 ́. Photograph: Patrick Frank. 
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15.7 Murujuga petroglyphs. Northwest Australia. Up to 10,000 years old. Robert Bednarik. 
Watch a podcast about rock art on myartslab.com 
with a high degree of detail using the same sort of earthen pigments that characterize Paleolithic art the world over. Unlike European Paleolithic paintings, which are much older, the North American artists rarely depicted animals. Many archaeologists specu- late that shamanic rituals practiced in the region by successor tribes offer a clue to the meaning and func- tion of these haunting works. 
Rock art carvings, also known as petroglyphs, are made by scratching or pecking the surface of exposed stone. One of the largest petroglyph complexes is in the Dampier Archipelago off the northwest coast of Australia. There we see the Murujuga petroglyphs (fig. 15.7), thousands of carvings that depict humans, animals, and mythic beings. Like the cave paintings, the purpose of the petroglyphs is a matter of conjec- ture. Their age is also difficult to determine because they are in exposed locations apart from soil sediments. A great deal of the world’s rock art is also endangered for this reason; the Murujuga petroglyphs, for example, 
have been eroded by acid rain, and economic develop- ment in the area threatens their outright destruction. 
The Neolithic Period 
The transition from Old Stone Age to New Stone Age (Paleolithic to Neolithic) marked a major turning point in human history. The New Stone Age seems to have arisen first in what is now Iraq, between 9000 and 6000 bce, when people made the gradual transition from the precarious existence of nomadic hunters and gatherers to the relatively stable life of village farmers and herders. The agricultural revolution—this major shift from nomadic groups to small agricultural com- munities—stabilized human life and produced early architecture and other technological developments. People learned new techniques for working with seasonal rhythms. Because food and seeds required storage, it is not surprising that clay storage pots are among the most significant artifacts of the period. 
Neolithic art reflects the great shift in living patterns. The vigorous, naturalistic art of Paleolithic hunters was largely replaced by the geometric abstract art of Neolithic farmers. From about 10,000 to 
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15.8 Earthenware beaker. Susa, Iran.
c.4000 bce. Beaker with Ibexes. Painted 
terra cotta. Height 111⁄4 ̋. Musée du Louvre. RMN-Grand Palais. 
15.9 Burial urn. Kansu type. China. Neolithic period.
c.2200 bce. Pottery with painted decoration. Height 141⁄8 ̋.
The Seattle Art Museum. Eugene Fuller Memorial Collection (51.194). Photograph: Paul Macapia. 
3000 bce, we see a fairly consistent style of abstract designs embellishing articles for daily use. The motifs, or dominant themes, used 
on clay pots were often derived from plant and animal forms. 
We see some of these forms in the painted earthenware beaker (fig. 15.8) from Susa, the first developed city on the Iranian plateau. Solid bands define areas of compact decoration. The upper zone consists of a row of highly abstract long-necked birds, below which appears to be a band of dogs running in the opposite direction. The dominant image is an ibex or goat abstracted into triangular and circular shapes. The significant difference between the naturalism of Paleolithic animal art and the abstraction of Neolithic art becomes clear when we compare this goat with the 
naturalistic bulls of Chauvet.
Some of the finest Neolithic pottery was made 
in China. The well-preserved burial urn from Kansu Province (fig. 15.9) is decorated with a bold inter- locking design, which may have been abstracted from spirals observed in nature. The design in the center of the spirals is probably derived from the bottoms of 
cowrie shells. 
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Most Neolithic structures are primitive (such as the dolmen pictured in fig. 14.1); one that shows real sophistication is Stonehenge in south-central England (fig. 15.10). Built in layers over more than a millennium, its oldest phase is the outermost circu- lar ditch and bank; these date from about 3200 bce. This bank is interrupted for a road (at lower right) that is aligned to the northernmost midwinter moon- rise. Many archaeologists believe that this orienta- tion was important in funeral rituals. Near the same time, wood structures were erected at the center of the circle. 
Later phases involved replacing the wood struc- tures with huge stones (weighing 25 tons) brought to the site from a quarry 19 miles away. These stones were 
fitted together using techniques borrowed from lum- ber construction; they form a semicircle surrounded by a ring of posts and lintels. Some of these stones have carvings of daggers and axes that resemble carv- ings found across the Channel in France that accom- pany a female guardian of the afterlife. Many burials have been found nearby, most of them showing some sort of trauma or wound. An upright “heel stone” was placed on the road at a point beyond our photo that aligns with the midsummer sunrise. These indications make the function of Stonehenge a matter of debate: Was it a solar or a lunar temple? For coordinating agri- cultural rituals, for healing, or for honoring the dead? It may have had all of these functions at different times in its lengthy evolution. 
[image: page262image36260288]
15.10 Stonehenge. Wiltshire, UK. c.2000 bce. © English Heritage (Aerofilms Collection). 
View the Closer Look for Stonehenge on myartslab.com 
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The Beginnings of Civilization 
Artifacts indicate that early civilizations emerged inde- pendently, at different times, in many parts of the world. We use the term “civilization” to distinguish cultures, or composites of cultures, that have fairly complex social orders and relatively high degrees of technical development. Key elements are food produc- tion through agriculture and animal husbandry, occu- pational specialization, writing, and production of bronze by smelting lead and tin. All of these develop- ments were made possible by the move to cooperative living in urban as well as agricultural communities. The rise of bronze also made possible better weapons, and thus larger empires. 
Among the earliest major civilizations were those in four fertile river valleys: the Tigris and Euphrates rivers in Iraq, the Nile River in Egypt, the Indus River in west Pakistan and India, and the Yellow River in northern China (see map, fig. 15.1). 
The ancient civilizations of Mesopotamia and Egypt were almost parallel in time, arising in the fourth millennium bce and lasting some three thousand years. Yet they were quite different from each other. Urban civilization developed earlier in Mesopotamia than it did in Egypt. The Nile Valley of Egypt was protected by formidable deserts, making it possible for the Egyptians to enjoy thousands of years of rela- tively unbroken self-rule. The Tigris-Euphrates Valley of Mesopotamia, however, was vulnerable to repeated invasion; the area was ruled by a succession of differ- ent peoples. Each civilization therefore developed its own distinctive artforms. 
Mesopotamia 
The Greeks named the broad plain between the Tigris and Euphrates rivers Mesopotamia, “the land between the rivers.” Today, this plain is part of central Iraq, with bordering areas of Syria and Turkey. The first Mesopotamian civilization arose in the southern- most part of the plain in an area called Sumer. The Sumerian people developed the world’s first writing, the wheel, and the plow. 
In the city-states of Sumer, religion and govern- ment were one; authority rested with priests who claimed divine sanction as they elected their rulers. The Sumerians worshiped a hierarchy of nature gods in temples set on huge platforms called ziggurats, which stood at the center of each city-state. Ruins of many early Mesopotamian cities are still dominated by eroding ziggurats, such as the Ziggurat of Ur-Nammu (fig. 15.11). The Tower of Babel mentioned in the Bible was probably a ziggurat. 
Ziggurats embodied the concept of the “sacred mountain” that links heaven and earth. They were filled with sun-baked bricks, then faced with bricks colored with ceramic glazes and fired in kilns. Two or more successively smaller platforms stood on the solid base, with a shrine on the uppermost platform. On these heights, close to heaven, the city’s deities might dwell, and there the ruling priests and priestesses had their sanctuaries. A lack of stone led to the use of brick and wood for building; consequently, very little Mesopotamian architecture remains. 
We can imagine the splendor of Sumerian court life by studying the reconstruction of the elegant 
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15.11 Ziggurat of Ur-Nammu. 
Iraq. c.2100 bce. 
Photograph: SuperStock, Inc. 
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royal lyre (fig. 15.12) found in the king’s tomb in the ancient city of Ur. The narrative panel on the front and the bull’s head are original. The bearded bull’s head is a symbol of royalty often seen in Mesopotamian art. In contrast, the bulls and other imaginary animals inlaid on the harp’s soundbox are depicted in a simplified narrative style. They take on human roles, as do the animals in the later Greek fables of Aesop. The upper panel, which shows a man embracing two bearded bulls, is a type of heral- dic design developed by the Sumerians that was to influence the art of many later cultures. Both the upper panel and the panel at the bottom—a goat attending a scorpion-man—are believed to be scenes from the great classic of Sumerian literature, the Epic of Gilgamesh. 
The region of Mesopotamia north of Sumer was called Akkadia. By about 2300 bce, the scattered city-states of Sumer had come under the authority of a single Akkadian king. The magnificent head of an Akkadian ruler (fig. 15.13) portrays such an abso- lute monarch. Clearly, this highly sophisticated work evolved from a long tradition. The elaborate hair- style and rhythmic patterning show the influence of Sumerian stylization. The handsome face expresses calm inner strength. Such superb blending of formal design with carefully observed naturalism is a charac- teristic of both later Mesopotamian and Egyptian art. 
Mesopotamia was an area of continual local rival- ries, foreign invasions, and the rise and fall of military powers. Yet this disorder did not prevent the develop- ment and continuity of cultural traditions. 
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15.12 Lyre. Reconstructed lyre from
“The King’s Grave” tomb RT 789. Ur. c.2650–2550 bce. Wood with gold, lapis lazuli, shell, and silver. 
University of Pennsylvania Museum of Archaeology and Anthropology, Philadelphia. Penn Museum object B17694, image a. #150888, image b. #150029. 
a. Front plaque. 
b. Soundbox. 
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Egypt 
Deserts on both sides of the Nile diminished outside influences and enabled Egypt to develop distinctive styles of architecture, painting, and sculpture that remained relatively unchanged for 2,500 years— longer than the time from the birth of Christ to today. In our age of rapid cultural and technological change, such artistic stability is difficult to imagine. 
15.14 The Great Pyramids. Giza, Egypt. Pyramid of Mycerinus, c.2500 bce.; 
Pyramid of Chefren, 2650 bce.; Pyramid of Cheops, c.2570 bce. Design Pics/SuperStock. 
Watch an architectural simulation of the progression from mastaba to pyramid 
on myartslab.com 
Among the most impressive and memorable works of Egyptian civilization are the Great Pyramids (fig. 15.14), gigantic mountain-like structures built as burial vaults and commemorative monuments for pharaohs—rulers who were considered god-kings. Legions of workers cut huge stone blocks, moved them to the site, and stacked them, without mor- tar, to form the pyramidal structure. The interiors are mostly solid, with narrow passageways leading to small burial chambers. 
Egyptian religious belief focused intently on life after death. Preservation of the body and care for the dead were considered essential for extending life 
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15.13 Head of an Akkadian Ruler. 
Nineveh. c.2300–2200 bce. Bronze. Height 12 ̋. 
Photograph: Himer Fotoarchiv, Munich, Germany. 
15.15 The Ancient Middle East. 
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	ART FORMS US: COMMEMORATION 

	Memorials 
The Pyramids of Egypt (see fig. 15.14) are among the world’s best-known examples of commemorative art. Built as monuments for the pharaohs, the burial chambers were filled with artifacts, tools, 
and furniture to accompany the dead in the afterlife. Commemoration in art can take many forms, however, from impressive public buildings to paintings, from installations to altars honoring the dead. Commemoration can be done for political 
and personal reasons as well as religious, and here we will consider three very different memorials created 
in memory of the deceased. Commemoration of any
kind is important because it connects us with the chain of humanity that stretches back for millennia, making human life seem more significant and valuable. 
Roman Catholics revere the apostle Peter as the first bishop of Rome, and the founder of the church in that important city. The reputed site of his crucifixion was a likely spot to erect a memorial, and when Donato Bramante began it
in 1502 it set a standard for Renaissance architecture. 
Called the Tempietto
(fig. 15.16), or “little temple,” the building is based on ancient round monuments, some of which commemorated dead Roman emperors. Typical of Renaissance art
(see Chapter 17), Bramante reached into the classical tradition to create a work
of solemn dignity. He
based his design on careful measurements of classical buildings, and used his knowledge of previous architecture to create a work that successfully balances simplicity and ornamentation. The 16 simple columns are reflected in the pilasters (shallow rectangular columns) that decorate both floors
of the building’s round
body. Between the pilasters Bramante put doorways and deep niches that catch light. Too small to accommodate a worshipping congregation— the interior is only 15 feet in diameter—the Tempietto was created to be looked at rather than used. In the metopes (square decorative panels above the columns) are relief carvings of Christian symbols and implements. Though the Tempietto is located in an out- of-the-way corner of Rome, its dignity and restraint influenced many architects for generations afterward. 
While the Tempietto is
a memorial to the life of
a religious figure, some commemorations celebrate 
unknown or anonymous people. We might think, for example, of the Tomb of the Unknown Soldier at Arlington National Cemetery in Washington, D.C. 
Christian Boltanski is a contemporary artist who creates memorials to the incidents of large-scale suffering that happen too frequently in many parts of
the world. His installation No Man’s Land (fig. 15.17) filled 55,000 square feet of the Park Avenue Armory in New York City. Arriving viewers were first confronted with a wall of rusted metal boxes,
the remnants of an obsolete and neglected filing system. On the other side were 30 tons of used clothing, laid
out in rectangular pads, surrounding a pile of similarly lost garments towering 25 feet high at the center. At regular intervals, a clasping crane lifted some of the rags into 
the air and dropped them unceremoniously. A soundtrack of human heartbeats thumped along in the background. In our present age of distant famines, civil wars, terrorist attacks, and tsunamis, Boltanski’s piece made it
seem that viewers were sifting through the anonymous detritus of some unknown but vivid catastrophe. The installation’s exhibition in the Armory, a civic building, added to the commemorative atmosphere. 
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15.16 Donato Bramante. Tempietto. Church of S. Pietro in Montorio, Rome. 1502–1510. Photograph Patrick Frank. 
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15.17 Christian Boltanski. No Man’s Land. 2010. Installation in Park Avenue Armory, New York. Clothing, rig, pick, lights, and steel beams. 
Courtesy of the artist and Marian Goodman Gallery, New York. © 2013 Artists Rights Society (ARS), New York ADAGP, Paris. 
burned candles. The ofrenda celebrates a conception of beauty that diverges from that of the dominant culture. Mesa- Bains said, “In her position 
as an accepted beauty in
both cultures, Dolores gave meaning and power to a generation of Chicanos suffering rejection because of the accepted Anglo standard of beauty. This altar gratefully acknowledges the power of her mythic beauty and her contribution to Nuestra Cultura (our culture). The objects on the altar are a gesture symbolizing her glamor, elegance and corazón (heart).”2 
15.18 Amalia Mesa-Bains. An Ofrenda for Dolores del Rio. 1984. Mixed media installation. 96 ̋ × 72 ̋ × 48 ̋. 
Smithsonian American Art Museum, Washington, D.C. © 2013.
Photograph Smithsonian American Art Museum/Art Resource/Scala, Florence. 
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Commemoration need
not always be so solemn, however, as we see in An Ofrenda for Dolores del
Rio (fig. 15.18) by Amalia Mesa-Bains. This installation
is an altar, made as an offering (ofrenda) to one
of Hollywood’s first Latin American screen goddesses. Mexican-born Dolores del
Rio began her career in
silent movies, and reached
the heights of stardom in 1933 with the musical Flying Down to Rio. In the 1940s and 1950s she was equally famous across the border
for her roles in numerous Mexican films. In later years she returned to Hollywood and appeared in several television productions. Her good looks 
and aristocratic bearing proved irresistible over a period of several decades. 
The ofrenda takes the form
of a traditional home altar, such as many Mexican- Americans erect annually
on the Day of the Dead in honor of deceased relatives, a custom dating from indigenous pre-Conquest cultures of Mexico. The artist turned private devotion into
a public act, by creating a work about a well-known star and placing it in a gallery. She constructed the altar with film stills and publicity shots, and decorated it with satin curtains and a lacy mantilla, or shawl. On the floor are film cans, dried flowers, and half- 
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beyond the grave. Upon death, bodies of royalty and nobility were embalmed; together with accompanying artifacts, tools, and furniture, they were then buried in pyramids or in hidden underground tombs. Architects put great effort into preventing access to these funerary structures. As a result, most of what we know about ancient Egypt comes from such tombs. 
Names of many Egyptian architects are known in association with their buildings. A striking and well- preserved example is the Funerary Temple of Queen Hatshepsut (fig. 15.19), designed by Senmut, the queen’s chancellor and architect. Complementing the majestic cliffs of the site, the ramps and colon- nades provide an elegant setting for ritual pageantry. Wall paintings and reliefs at the site tell of an expedi- tion that Hatshepsut funded to explore the legendary birthplace of the gods, and her own birth from the sun god Amen. This grandiose temple, completed during her reign, aided her effort to be taken seriously as a ruler in her own right, and the narrative art tells the first exploits of a famous woman in the history of art. 
Egyptian sculpture is characterized by compact, solidly structured figures that embody qualities of strength and geometric clarity also found in Egyptian architecture. The final form of a piece of sculpture was determined by an underlying geometric plan that was 
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15.19 FuneraryTempleofQueenHatshepsut. Deir el-Bahari, c.1490–1460 bce.
© Tom Till. 
View the Closer Look for the Funerary Temple of Queen Hatshepsut on myartslab.com 
15.20 King Menkaura (Mycerinus) and Queen Khamerernebty. c.2490–2472 bce. Giza, Egypt. Menkaure Valley Temple. Greywacke stone.
56 ̋ × 221⁄2 ̋ × 213⁄4 ̋. 
Museum of Fine Arts, Boston. Harvard University. Boston Museum of Fine Arts Expedition 11.1738. Photograph © 2013 Museum of Fine Arts, Boston. 
first sketched on the surface of the stone block. The sculptor of King Menkaura (Mycerinus) and Queen Khamerernebty (fig. 15.20) paid considerable atten- tion to human anatomy yet stayed within the tradi- tionally prescribed geometric scheme. The strength, clarity, and lasting stability expressed by the figures result from this union of naturalism and abstraction. With formal austerity, the couple stands in the fron- tal pose that had been established for royal portraits. Even so, the figures express warmth and vitality; the queen touches Menkaura in a sympathetic, loving way. 
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hundreds of extraordinary artifacts from the tomb. Its formal blend of naturalism and abstract idealism is distinctly Egyptian. 
Egyptian artists in all media generally depicted the human figure either in a completely frontal position or in profile. Egyptian artists portrayed each object and each part of the human body from what they identi- fied as its most characteristic angle, thus avoiding the ambiguity caused by random or chance angles of view (see also Pool in the Garden, fig. 3.18). 
In the wall painting from the Tomb of Nebamun (fig. 15.22), the painter of the hunting scene pre- sented a wealth of specific information without mak- ing the painting confusing. Flat shapes portray basic elements of each subject in the clearest, most identifi- able way. The head, hips, legs, and feet of the noble- man who dominates this painting are shown from the side, while his eye and shoulders are shown from the front. Sizes of human figures are determined by social 
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15.21 Mask from mummy case. Tomb of Tutankhamen. c.1340 bce. 
Gold inlaid with enamel and semiprecious stones. Height 211⁄4 ̋. Photograph: Jürgen Liepe. 
Typical of sculpture of this era are the formal pose with left foot for- ward, the false ceremonial beard, and figures that remain attached to the block of stone from which they were carved. 
Tutankhamen (“King Tut”),
who died at age 18, is the best-
known Egyptian ruler because his was
the only Egyptian royal tomb discov-
ered in modern times with most of its
contents intact. The volume and value of the objects in the small tomb make it clear why grave robbers have been active in Egypt since the days of the first pharaohs. Tutankhamen’s inlaid gold mask from his mummy case (fig. 15.21) is but one of 
15.22 WallpaintingfromtheTombofNebamun. Thebes, Egypt. c.1450 bce. Paint on dry plaster. The British Museum © The Trustees of the British Museum. 
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rank, a system known as hierarchic scale; the noble- man is the largest figure, his wife is smaller, his daugh- ter smaller still. 
The family stands on a boat made of papyrus reeds; plants grow on the left at the shore. The entire painting is teeming with life, and the artist has even taken great care to show life below the water’s surface. Attention to accurate detail lets us identify species of 
THINK BACK 
1. How old is the oldest carved human form? 
2. Why is the invention of pottery normally 
associated with Neolithic cultures? 
3. What style characteristics are typical of Egyptian painting? 
insects, birds, and fish. The hieroglyphs—the picture writing of ancient Egyptian priesthood—can be seen behind the figures. 
Egyptian art greatly influenced that of early Greece, and the Greeks later developed one of the most important styles in Western art. 
Study and review on myartslab.com 
TRY THIS 
The proposed memorial to President Dwight Eisenhower is scheduled for dedication in 2016, but the designs by architect Frank Gehry have aroused controversy. See the memorial at its website (http:// www.eisenhowermemorial.org) and the protests at the protestors’ site (http://www.eisenhowermemorial.net). Form an opinion about which side has better ideas about how to commemorate the President effectively. 
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K E Y T E R M S 
hierarchic scale – use of unnatural proportions or scale to show the relative importance of figures; most commonly practiced in ancient Near Eastern and Egyptian art 
Neolithic art – a period of ancient art after the introduction of agriculture but before the invention of bronze 
Paleolithic art – a very ancient period of art coincident with the Old Stone Age, before the discovery of agriculture and animal herding 
petroglyph – an image or a symbol carved in shallow relief on a rock surface, usually ancient 
ziggurat – a rectangular or square stepped pyramid, often with a temple at its top 
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	THINK AHEAD 
16.1 ExplaintheartisticandarchitecturalinnovationsofancientGreeceandRome.
16.2 RelatethecharacteristicsofclassicalarttoGreekandRomanculturalvalues.
16.3 Identifyarchitecturalelementsthatcharacterizeclassicalandmedievalstructures.
16.4 DiscusstheinfluenceofChristianityonartandsocietyinmedievalEurope.
16.5 DistinguishvisualcharacteristicsofEarlyChristian,Byzantine,RomanesqueandGothicart. 16.6 Comparedifferentwaysartistscommunicatesacredorreligiousideasthroughart. 
Greece 
The Greeks distinguished themselves from other peo- ples of Europe and Asia by their attitude toward being human. They came to regard humankind as the high- est creation of nature—the closest thing to perfection in physical form, endowed with the power to reason. Greek deities had human weaknesses, and Greek mor- tals had godlike strengths. 
With this attitude came a new concept of the importance of the individual. The Greek focus on human potential and achievement led to the develop- ment of democracy and to the perfection of natural- istic images of the human figure in art. The philoso- pher Plato taught that behind the imperfections of transitory reality was the permanent, ideal form. Thus, to create the ideal individual (the supreme work of nature) became the goal of Greek artists. 
Greek civilization passed through three broad stages: the Archaic period, the classical period, and the Hellenistic period. In the art of the Archaic period (from the late seventh to the early fifth centuries bce), the Greeks assimilated influences from Egypt and the Near East. Greek writers of the time tell us that Greek painters were often better known than Greek sculp- tors. Yet what we now see of Greek painting appears 
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If your definition of the word “beautiful” includes something ideal or perfect, then you have been influ- enced by classical Greece. Greece gave the West several concepts that we still value today. The classical cultures of Greece and Rome dominated Western civilization from the fifth century bce until the decline of Rome in the late fifth century ce. The later periods of Roman rule of Europe also saw the rise of Christianity, a faith that brought a wealth of new subjects to Western art. 
The period between the fall of Rome and the beginning of the Renaissance in the fifteenth cen- tury is referred to as the Middle Ages or medieval period, a term that does little justice to the creat- ivity of that era. If you attend a university, then you are at an institution that had its birth during the medieval period. Meanwhile, Eastern Europe was dominated by the Byzantine Empire, headquartered in Constantinople (today’s Istanbul). Byzantine Christianity is today known as the Orthodox Church. Hence, Christianity of one form or another was a major force in the art of both Eastern and Western Europe for a thousand years. 
Listen to the chapter audio on myartslab.com 
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16.1 Euphronios Krater. c.515 bce.
Terra cotta. Height 18 ̋, diameter 213⁄4 ̋.
Photograph Scala, Florence. Courtesy of the Ministero Beni e Att. Culturali. 
View the Closer Look for the Euphronios Krater on myartslab.com 
only on pottery because very few wall paintings sur- vive. The Euphronios Krater (fig. 16.1) shows the level of achievement of Greek potters and painters. It is in the Archaic “red-figure” style and depicts a scene from Homer’s Odyssey: The dead Trojan warrior Sarpedon, wounds gushing blood, is carried off to eternity by the gods of Sleep and Death. The painter Euphronios signed the work; the word krater refers to the vessel’s handled shape, traditionally used for mixing ceremonial beverages. 
The Greeks honored individual achievement by creating numerous life-size, freestanding stat- ues of nude male and clothed female figures. The Archaic-style kouros (fig. 16.2) has a rigid frontal posi- tion that is an adaptation from Egyptian sculpture. (Kouros is Greek for male youth; kore is the word for female youth.) The Egyptian figure of Menkaura (see fig. 15.20) and the kouros both stand with arms held straight at the sides, fingers drawn up, and left 
16.2 Kouros. Statue of standing youth. c.580 bce. Marble. Height 76 ̋. 
The Metropolitan Museum of Art, New York. Fletcher Fund, 1932 (32.11.1). © 2013 Image The Metropolitan Museum of Art/Art Resource/Scala, Florence. 
leg forward with the weight evenly distributed on both feet as they stare off into space. 
In spite of the similarity of stance, however, the character of Greek sculpture is already quite differ- ent from that of Egyptian. The kouros honors an individual who was not a supernatural ruler. The kouros thus adapted the Egyptian form to reflect Greek cultural values. 
Within one hundred years of the making of the kouros figure, Greek civilization entered its classi- cal phase (480–323 bce). Greek aesthetic principles 
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16.3 Polykleitos of Argos. Spear Bearer (Doryphoros). 5th century bce. Roman copy of Greek original, c.440 bce. Marble. Height 6 ́6 ̋.
Museo Acheologico Nazionale, Naples, Italy. akg-images/Nimatallah. 
Watch a video about Greek sculpture on myartslab.com 
from this period provide the basis for the concept of classicism. Classical art emphasizes rational simplic- ity, order, and restrained emotion. The rigid poses of Egyptian and early Greek figures gave way to a greater interest in anatomy and more relaxed poses. Classical Greek sculpture became increasingly naturalistic and began to show the body as alive and capable of move- ment, while maintaining an interest in portraying the ideal human anatomy. 
The statue known as the Spear Bearer (fig. 16.3) is an excellent example of Greek classicism. Its sculp- tor, Polykleitos, wrote a treatise on the perfect propor- tions of the human form and created this statue as an example. Neither the book nor the original statue sur- vives, but both are known from documents and later copies. Polykleitos envisioned the human body as a harmonious set of divinely inspired ratios. By study- ing numerous models, he arrived at what he thought were the ideal proportions of the human body. Hence the Spear Bearer combines actual observations with mathematical calculation. 
The statue depicts an athlete who once held a spear on his left shoulder. Typical of classical art, the figure is in the prime of life, and blemish-free. It is not a portrait of an individual but rather a vision of the ideal. He bears most of his weight on one leg in a pose known as contrapposto, meaning counterpoised. The Greeks and then the Romans used this pose to give a lifelike quality to figures at rest. Centuries later, their sculpture would inspire Renaissance artists to use the same technique. 
The city-state of Athens was the artistic and philo- sophical center of classical Greek civilization. Above the city, on a large rock outcropping called the Acropolis, the Athenians constructed the Parthenon (fig. 16.4), one of the world’s most admired structures. The largest of several sacred buildings on this site, the Parthenon was designed and built as a gift to Athena Parthenos, goddess of wisdom and prudent warfare, and protector of the Athenian navy. Even in its current ruined state, the temple continues to express the ideals of the people who created it. 
When Ictinus and Callicrates designed the Parthenon, they were following Egyptian tradition of temple design based on the post-and-beam system of construction (see fig. 14.3). Rites were performed 
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a. View from the northwest. 
16.4 Ictinus and Callicrates. Parthenon. Acropolis, 
Athens. 448–432 bce. 
Both photographs: Duane Preble. 
Explore the architectural panorama of the Parthenon on myartslab.com 
b. View from the southwest. 
on altars placed in front of the eastern entrance; the interior space held a 40-foot statue of Athena. The axis of the building was carefully calculated so that on Athena’s birthday the rising sun coming through the east doorway would fully illuminate the towering (now lost) gold-covered statue. 
The Parthenon exhibits the refined clarity, har- mony, and vigor that are the basis of the Greek tradi- tion (fig. 16.4a). The proportions of the Parthenon are based on harmonious ratios. The ratio of the height to the widths of the east and west ends is approximately 4 to 9. The ratio of the width to the length of the build- ing is also 4 to 9. The diameter of the columns relates to the space between the columns at a ratio of 4 to 9, and so on. 
None of the major lines in the building is per- fectly straight. The columns have an almost imper- ceptible bulge (called entasis) above the center, which causes them to appear straighter than if they were in fact straight-sided, and this gives the entire structure a tangible grace. Even the steps and tops of doorways rise slightly in perfect curves. Corner columns, seen against the light, are somewhat larger in diameter to counteract the diminishing effect of strong light in the background. The axis lines of the columns lean inward a little at the top. If extended into space, these lines would converge about a mile above the building. These unexpected variations are not consciously seen, but they are felt, and they help to make the building visually appealing and to correct optical illusions. 
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16.4c. The Battle of the Lapiths and Centaurs. Metope from the Parthenon. c.440 bce. 
Marble. Height 673⁄4 ̋.
The British Museum © The Trustees of the British Museum. 
The sculptural program of the Parthenon shows specific aspects of the culture of that time. Athens had just concluded a successful war to resist a Persian invasion, and the costs of the Parthenon were paid from leftover war contributions collected from other Greek cities. 
Surrounding the entire building just above the colonnade, the designers installed evenly spaced square panels called metopes; these, too, promote Greek cul- ture. The theme of the metopes is the Battle of the Lapiths and Centaurs (fig. 16.4c): In an ancient myth, the Lapiths were ruled by reason, and the Centaurs were violent and unpredictable; when the Centaurs kidnapped the Queen of the Lapiths, the Lapiths went to war and defeated the Centaurs in battle. Just as order and reason triumphed in that ancient con- flict, the democratic Greeks had defeated the despotic Persians. Thus, recent events confirmed the ultimate triumph of the Greek worldview. 
During the latter part of the classical period (the late fourth century bce), Greek sculpture took a turn away from the noble and serious idealism of the Spear Bearer toward a more sensuous vision. Venus de’ Medici (fig. 16.5) is a Roman copy of a fourth-century bce Greek original by Praxiteles, the best-known sculptor 
16.5 Venus de’ Medici (Medici Venus).
3rd century bce. Marble. Height 5 ́.
Photo Scala, Florence - courtesy of the Ministero Beni e Att. Culturali. 
of this time. Nude goddesses were unknown in previ- ous periods. Its refined profile and modest pose are features of the Greek idealization of human figures. This figure came to represent a feminine ideal, and has strongly influenced many art works since that time, down to the feminists of the twentieth century who rebelled against it. 
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16.6 Architectural Orders. 
The Greeks developed three architectural orders: Doric, Ionic, and Corinthian (fig. 16.6). Each order comprises a set of architectural elements and propor- tions. The most telling details for identification of the orders are the three types of capitals used at the tops of columns. Doric, which came first, is simple, geo- metric, and sturdy; Ionic is taller and more decorative than Doric; Corinthian is complex and organic. The Parthenon is in the Doric order, the first of the three to be developed. 
After the decline of the Greek city-states at the end of the fourth century bce, the art of the Mediterranean changed. Though Greek art was still the strongest influence, the art was often produced for non-Greek patrons. Thus, Mediterranean art dur- ing this era is called Hellenistic, meaning Greek-like. The transition from classical to Hellenistic coin- cided with the decline of Athens as a city-state after it fought a useless war with the neighboring city of Sparta, and with the rise of an absolute monarchy in Macedonia that soon took over the entire peninsula. Most historians date the period from approximately the death of Alexander the Great (323 bce) to the Roman conquest of Egypt (30 bce). 
In the Hellenistic period, Greek art became more dynamic and less idealized. Everyday activi- ties, historical subjects, and portraiture became more common subjects for art. Hellenistic Greek 
art contrasts with classical Greek art in that it is more expressive and frequently shows exagger- ated movement. 
The Laocoön Group (fig. 16.7) is a Roman copy of a Hellenistic work. In Greek mythol- ogy, Laocoön was the Trojan priest who warned against bringing the wooden horse into Troy during the Trojan War. Later, he and his sons were attacked by serpents, an act the Trojans interpreted as a sign of the gods’ disapproval of Laocoön’s prophecy. Laocoön is shown in hierar- 
chic proportion to his sons.
The rationalism, clarity, and restraint of classical 
sculpture have given way to writhing movement, 
tortured facial expressions, and strained muscles expressing emotional and physical anguish. When this sculpture was unearthed in Italy in 1506, it had an 
immediate influence on the young Michelangelo. 
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16.7 The Laocoön Group. c.1st century ce.
Roman copy of a 1st- or 2nd-century bce Greek original. Marble. Height 951⁄4 ̋.
Musei Vaticani, Rome. Photo Scala, Florence. 
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Rome 
The Hellenistic era saw the rise of Rome, a formi- dable new force in the Mediterranean. By the second century bce, Rome had become the major power in the Western world. At its height, the Roman Empire would include Western Europe, North Africa, and the Near East as well as the shores of the Mediterranean. Their governance of a multitude of unique peoples and cultures provides evidence of the Roman genius for order and practical politics. Roman culture has affected our lives in many areas: our systems of law and government, our calendar, festivals, religions, and languages. Roman art reflects this need to administer a huge empire. 
The Romans were practical, less idealistic than the Greeks, and their art reflects these characteristics. They admired, collected, and copied Greek works, but their own art was not merely imitative. Roman portraiture of the Republican period, such as the Portrait Head of an Old Man (fig. 16.8), achieved a high degree of individuality rarely found in Greek sculpture. The warts-and-all style probably grew out of the Roman custom of making wax death masks of ancestors for the family shrine or altar. Later, these images were recreated in marble to make them more durable. Roman sculptors observed and
carefully recorded those physical details
and imperfections that give character
to each person’s face. Even Roman civic monuments to its heroes were relatively
realistic portraits, as the Augustus of Prima
Porta shows (see fig. 2.16). 
The Romans’ greatest artistic achieve- ments were in civil engineering, town planning, and architecture. They cre- ated utilitarian and religious structures of impressive beauty and grandeur that had a major influence on later Western architec- ture. The outstanding feature of Roman architecture was the semicircular arch, which the Romans utilized and refined in the construction of arcades, barrel vaults, and domes (see diagrams in figs. 14.5–14.8). 
An excellent example of a Roman public works project is the Colosseum (fig. 16.9). Built by the aris- tocratic Flavian family between 70 and 80 ce, it was 
16.8 Portrait Head of an Old Man. Italy. 25 bce–10 ce. Marble. 
133⁄4 ̋ × 615⁄16 ̋ × 93⁄4 ̋.
The J. Paul Getty Museum, Villa Collection, 
Malibu, California. 
originally known as the Flavian Amphitheater. The foundation of the Colosseum is an elliptical ring of concrete over 44 feet high. Brick, stone, and marble blocks complete the structure. The exterior is a three- story round-arch colonnade, with each level a differ- ent architectural order; each round arch on the lower floors opens to a concrete barrel vault. The principal use of the building was for amusements such as gladi- atorial matches and wild game hunts. Its capacity was between 50,000 and 75,000 spectators, about as many 
[image: page277image36592336]
16.9 The Colosseum. Rome. 70–80 ce. © John McKenna/Alamy. 
Watch a video about the Colosseum (Flavian Amphitheater) on myartslab.com 
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16.10 
Pantheon. Rome. 118–125 ce. a. View of the entrance.
© Vincenzo Pirozzi, Rome. 
b. Plan. 
c. Section. 
as today’s sports stadiums (a more accurate guess is impossible because much of the exterior marble was carried off during the Middle Ages). The Flavian fam- ily likely built the Colosseum to improve its public image and thus its legitimacy as rulers. 
By developing the structural use of concrete com- bined with semicircular arch and vault construction, the Romans were also able to enclose large indoor spaces. In the Pantheon (fig. 16.10), a major temple dedicated to all the gods, Roman builders created a domed interior space of immense scale. The building is essentially a cylinder, capped by a hemispherical dome, with a single entrance framed by a columned porch, or portico. Because the interior of the Pantheon is dimly lit and difficult to photograph, we see it here in a famous 1734 painting (fig. 16.11). 
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16.11 Giovanni Paolo Panini. The Interior of the Pantheon, 
Rome. c.1734. Oil on canvas. 501⁄2 ̋ × 39 ̋. 
National Gallery of Art, Washington, D.C., Samuel H. Kress Collection,1939.1.24 
Whereas Greek temples, such as the Parthenon, were designed both as inner sanctuaries for priests and as focal points for outdoor religious ceremonies, the Pantheon was built as a magnificent, awe-inspiring inte- rior space that complemented its once opulent exterior. To meet their need for spacious interiors to accom- modate larger numbers of people, the Romans developed many other great domed and vaulted buildings. 
The Pantheon’s circular walls,
which support the huge dome,
are stone and concrete masonry,
20 feet thick and faced with brick.
The dome diminishes in thickness
toward the crown, and it is patterned
on the interior surface with recessed
squares called coffers, which both
lighten and strengthen the struc-
ture. Originally covered with gold,
the coffered ceiling symbolizes the
dome of heaven. The distance from
the summit to the floor is equal to
the 143-foot diameter, making the Pantheon a vir- tual globe of space. At the dome’s crown, an opening called an oculus, or eye, 30 feet in diameter, provides daylight and ventilation to the interior. Neither verbal description nor views of the exterior and interior can evoke the awe many visitors experience on entering the Pantheon. 
Wall paintings show the Roman love of luxury. The majority of surviving Roman paintings come from Pompeii, Herculaneum, and other towns bur- ied—and thus preserved—by the eruption of Mt. Vesuvius in 79 ce. In the first century, Roman art- ists continued the late Greek tradition of portraying depth in paintings of landscapes and urban views. 
16.12 Europe from 117 to 1400. 
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16.13 Roman painting. 1st century bce. Bedroom from the villa of P. Fannius Synistor at Boscoreale, Pompei. Fresco on lime plaster. Height (average) 8 ́. 
Metropolitan Museum of Art. Rogers Fund, 1903. N. inv.: 03.14.13a-g © 2013 Image copyright The Metropolitan Museum of Art/Art Resource/Scala, Florence. 
The Roman painting from a villa near Naples (fig. 16.13) presents a complex urban scene painted with a form of perspective inher- ited from Hellenistic murals. As is typical of Roman painting, the receding lines are not systematically related to one another to create a sense of common space, nor is there con- trolled use of the effect of diminishing size relative to distance. (In other words, neither one-point perspective nor recession in space was practiced.) Perhaps the artist intended viewers simply to enjoy the pleasing inter- woven shapes, patterns, colors, and varied scale. After the collapse of the Roman Empire, representation of the third dimension ceased to be of interest, and the knowledge was for- gotten until it was rediscovered and developed as a scientific system during the Renaissance, more than one thousand years later. 
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16.14 Christ and the Apostles. Early Christian fresco. Catacomb 
of St. Domitilla, Rome, Italy. 
Mid-4th century ce. 
Photograph Scala, Florence. 
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Early Christian and Byzantine Art 
The Romans first regarded Christianity as a strange cult and attempted to suppress it through law. This forced the followers of Christ to worship and hide their art in private homes and underground burial chambers called catacombs. The earliest Christian art was a simplified interpretation of Greco-Roman figure painting, with a new emphasis on storytelling through images of Christ and other biblical figures, as well as through symbols. Christ and the Apostles (fig. 16.14) shows a beardless Christ, dressed like a Roman senator, only slightly larger than the faithful who surround him. 
By the time Emperor Constantine acknowl- edged Christianity in 313, Roman attitudes had changed considerably. The grandeur of Rome was rapidly declining. As confidence in the stability of the material world fell, more people turned toward the spiritual values that Christianity offered. To reflect this change in orientation, Constantine pio- neered a new type of imperial portrait, as we see in the Head of Constantine (fig. 16.15). Once part of an immense figure, the head is an image of imperial majesty, yet the large eyes and stiff features express an inner spiritual life. The late Roman style of the facial features, particularly the eyes, is very different from the naturalism of earlier Roman portraits, and Constantine’s otherworldly gaze contrasts markedly with the realistic squint of the Portrait Head of an Old Man (see fig. 16.8). 
In 330, Constantine moved the capital of the Roman Empire east from Rome to the city of Byzantium, which he renamed and rebuilt as Constantinople (present-day Istanbul). Although he could not have known it, the move would effectively split the empire in two. In 395, the Roman Empire was officially divided, with one emperor in Rome and another in Constantinople. The latter city became known as Byzantium, capital of the Byzantine, or Eastern, Empire. Over the course of the next century, the Western empire was repeatedly attacked by nomadic Germanic tribes. They placed one of their own on the imperial throne in 476, a convenient marker for the end of the Western Roman Empire. Under attack from the tribes, and weakened from within by mili- tary rebellions and civil wars, the political unity of the 
16.15 Head of Constantine. c.312 ce. Marble. Height 8 ́. Museo dei Conservatori, Rome. Photograph: Duane Preble. 
Western Roman Empire decayed, ushering in the era in Europe known as the Middle Ages. 
The eastern portion of the empire, however, did not collapse. Indeed, the Byzantine Empire survived well into the fifteenth century. Founded as a Christian continuation of the Roman Empire, Byzantium devel- oped a rich and distinctive artistic style that continues today in the mosaics, paintings, and architecture of the Orthodox churches of Eastern Europe. 
Besides granting Christianity official recognition, Constantine also sponsored an extensive building pro- gram. Thus, in the late Roman and early Byzantine empires, we find the first flowering of Christian art and architecture. For example, Christians adapted the Roman basilica, or assembly hall, for use in pub- lic worship. The original Roman basilica was a long hall flanked by columns with a semicircular apse at 
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16.16 Old St. Peter’s Basilica. Rome. c.320–335. 
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a. Reconstruction drawing. 
Kenneth J. Conant, Old St. Peter’s Basilica, Rome. Restoration study. Courtesy of the Frances Loeb Library, Harvard Graduate School of Design. 
each end where government bodies and law courts met. One of the earliest Christian churches was Old St. Peter’s Basilica in Rome (fig. 16.16). Its long cen- tral aisle, now called the nave, ends in an apse, as in a Roman building. Here, Christians placed an altar. 
In contrast to the external grandeur of Greek and Roman temples, early Christian churches were built with an inward focus. Their plain exteriors gave no hint of the light and beauty that lay inside. 
The rapid construction of many large churches created a need for large paintings or other decora- tions to fill their walls. Mosaic technique was per- fected and widely used in early Christian churches. Although other cultures knew the art of attaching pieces of colored glass and marble (tesserae) to walls and floors, early Christians used smaller tesserae, with a greater proportion of glass, in a wider range of colors. Thus they achieved a new level of brilliance and opulence. 
We see the transition from Early Christian to Byzantine styles in the churches of Ravenna, an old Roman city about 80 miles south of Venice. Hoping to avoid the Germanic invasions, the Roman emperor moved his capital there in 404. When the Western empire fell in 476, Ravenna remained an important administrative center. However, Emperor Justinian sent an army from his capital of Constantinople and 
b. Interior view of basilica of Old Saint Peter’s. Fresco. S. Martino ai Monti, Rome, Italy. 
Photograph: Scala, Florence/Fondo Edifici di Culto - Min. dell’Interno. 
c. Plan. 
reconquered it in 540, turning it into a showplace of Byzantine culture on the Italian peninsula. 
The most important sixth-century Byzantine church is San Vitale in Ravenna (fig. 16.17a–b). The glittering mosaic compositions that cover most of the interior surfaces depict the figures of Emperor Justinian and Empress Theodora (fig. 16.17c) in addition to religious figures and events. In a blend- ing of religious and political authority, Justinian and Theodora are shown with halos, analogous to Christ and Mary, yet both are royally attired and bejeweled. 
The elongated, abstracted figures provide symbolic rather than naturalistic depictions of the Christian and royal figures. Emphasis on the eyes is a Byzantine refinement of the stylized focus seen in the Head of Constantine. Figures are depicted with heavy outline and stylized shading. The only suggestion of space has been made by overlap. Background and figures retain a flat, decorative richness typical of Byzantine art. 
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a. Exterior. 
Photograph: Scala, Florence. 
16.17 SanVitale.
Ravenna, Italy. 526–547. 
b. Plan. 
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c. Empress Theodora (detail). Mosaic. © Cameraphoto Arte, Venice. 
The arts of the Early Christian period were affected by an ongoing controversy between those who sought to follow the biblical prohibition against the making of images and those who wanted pictures to help tell the sacred stories. The Byzantine style devel- oped as a way of inspiring the illiterate while keeping the biblical commandment that forbids the making of graven images. Byzantine theory held that highly stylized (abstract) and decorative images could never 
d. Apse mosaic. 
akg-images/Cameraphoto. 
be confused with a real person, as a naturalistic work might be. As a result, the naturalism and sense of depth found in Roman painting gradually gave way to Byzantine stylization. 
The apse mosaic in the interior of San Vitale (fig. 16.17d) shows Christ dressed in royal purple and seated on an orb that symbolizes the universe. He is beardless, in the fashion of classical gods. With his right hand, he passes a crown to San Vitale, who 
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16.18 Christ as Pantocrator with Mary and Saints. Apse mosaic. Cathedral of Monreale, Sicily. Late 12th century.
Photograph: Scala, Florence. 
View the Closer Look for the technique of mosaic on myartslab.com 
stands in a depiction of the biblical paradise along with other saints and angels. The appearance of all of these figures owes something to Roman art, but in keeping with Byzantine style, they stand motionless and stare straight ahead. In their heavenly majesty, they seem to soar above human concerns. 
In the eighth and ninth centuries, the Byzantine Empire was wracked by the Iconoclastic Controversy, a debate over religious images that at times turned vio- lent. In 726, Byzantine emperor Leo III ordered the destruction of all images of Christ, Mary, the saints, and the angels. He and his party believed that such images encouraged idolatry, or worship of the image rather than the divine being. They were soon termed iconoclasts, or image-breakers, and they punished persons who owned images by flogging or blinding them. (The iconoclasts did not resist all decoration; they permitted jeweled crosses and pictures of leafy paradises, for example.) Those who favored images (the iconophiles) argued that just as Christ was both god and human, an image of Christ combines the spir- itual and the physical. 
Although the emperor’s decree was not uniformly enforced, the controversy lasted for more than a hun- dred years, and it contributed to the split between the Roman Catholic and the Eastern Orthodox churches. There was a political struggle as well: The iconoclasts favored the emperor’s power over that of local mon- asteries, which were wealthy with sumptuous images. The dispute finally came to an end in 843, when Empress Theodora officially overturned Leo’s decree. 
As the controversy subsided, the inside of the dome of Hagia Sophia was adorned with a new kind of image, Christ as ruler of the universe, or Pantocrator. This mosaic (now destroyed) became the inspiration for similar portrayals in smaller Byzantine churches such as the cathedral of Monreale, Sicily, where the mosaic of Christ as Pantocrator with Mary and Saints (fig. 16.18) shows the typical Byzantine style employ- ing hierarchic scale to express the greater magnitude of Christ relative to Mary, the saints, and angels por- trayed in rows below him. 
By the tenth and eleventh centuries, Byzantine art- ists had created a distinct style that expressed Eastern Orthodox Christianity and also met the needs of a lav- ish court. The style had its roots in the Early Christian art of the late Roman Empire, as we have seen. But it also absorbed Eastern influences, particularly the flat patterns and nonrepresentational designs of Islam. Eastern influence continued with the hierarchical sizing and placement of subject matter in Byzantine church decoration. 
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The Byzantine style is still followed by painters and others working within the tradition of the Eastern Orthodox Church. Clergy closely supervise the icon- ography and permit little room for individual inter- pretation. Artists of the Eastern Orthodox faith seek to portray the symbolic or mystical aspects of religious figures rather than their physical qualities. The fig- ures are painted in conformity to a precise formula. Small paintings, referred to as icons (from the Greek eikon, meaning image or picture), are holy images that inspire devotion but are not worshipped in themselves. The making of portable icon paintings grew out of mosaic and fresco traditions. 
Even within the relatively tight stylistic confines of the Orthodox style, occasionally an artist is able to make icons that not only have the required easy readability but also communicate powerful feeling. Such an artist was Andrei Rublev, one of the most highly regarded painters in Russian history. His Old Testament Trinity (fig. 16.19) depicts a story in which Jewish patriarch Abraham entertained three strang- ers who later turned out to be angels: Christians have seen this story as foreshadowing their doctrine of the 
16.19 AndreiRublev.OldTestamentTrinity.c.1410. 
Tempera on panel. 551⁄2 ̋ × 441⁄2 ̋. Photo Scala, Florence. 
16.20 Byzantine School.
Madonna and Child on a Curved Throne. 
13th century. Tempera on panel. 321⁄8 ̋ × 193⁄8 ̋. National Gallery of Art, Washington, D.C. Andrew W. Mellon 
Collection, 1937.1.1 
Trinity. Rublev gave the scene a sweetness and tender- ness through subtle facial expressions and elongation of bodies. The bright colors add intensity to the work, even in its present poor state. 
The design of the icon painting Madonna and Child on a Curved Throne (fig. 16.20) is based on cir- cular shapes and linear patterns. Mary’s head repeats the circular shape of her halo; circles of similar size enclose angels, echoing the larger circle of the throne. The lines and shapes used in the draped robes that cover the figures give scarcely a hint of the bodies beneath. Divine light is symbolized by the gold back- ground that surrounds the throne in which the Virgin Mary sits. The large architectural throne symbol- izes Mary’s position as Queen of the City of Heaven. Christ appears as a wise little man, supported on the lap of a heavenly, supernatural mother. 
In order that they be worthy of dedication to God, icons are usually made of precious materials. Gold leaf was used here for the background and costly lapis lazuli for the Virgin’s robe. 
[image: page285image36281872]
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The Middle Ages in Europe 
The one thousand years that followed the fall of the Western Roman Empire have been called the medi- eval period, or the Middle Ages, because they came between the fall of the Roman Empire and the rebirth, or renaissance, of Greco-Roman ideas in the fifteenth century. The age that gave us transcendent cathedrals also gave birth to memorable art works in many media. 
Early Medieval Art 
The art of the early Middle Ages took shape as Early Christian art absorbed a new influence: the art of the invaders. Many nomadic peoples traveled across the Eurasian grasslands, which extend from northwest 
China to central Europe. Their migrations occurred over a long period that began in the second millen- nium bce and lasted well into the Middle Ages. The Greeks called these nomads (and other non-Greeks) “barbarians.” What little we know about them is derived from artifacts and records of literate cultures of the Mediterranean, the Near East, and China, to whom the nomads were a menace. Both the Great Wall of China and Hadrian’s Wall in Britain were built to keep out such invaders. 
The lack of a written language has counted some- what unfairly against these nomads. Recent archaeo- logical research has, however, counteracted some of these ancient prejudices. Far from uncivilized, the nomadic peoples of Central Asia had a unique horse- 
based culture, living neither by hunting and gathering nor settled in agricultural villages. They had elaborate trading networks and sophisticated religious rituals. 
The round tray on conical stand shows a man holding an offering cup, kneeling before a horse (fig. 16.21). The two seem perfectly still, and the silent yet intense interaction between them suggests a narrative meaning that remains mysterious. This bronze stand, found in an aristocratic burial in Central Asia, may have held incense or offerings. 
Nomadic metalwork often exhibits excep- tional skill. Because of frequent migrations and the durability and value of art objects, the style was diffused over large geographic areas. The gold and enamel purse cover (fig. 16.22) found in a grave at Sutton Hoo in Suffolk, England, belonged to a seventh-century East Anglian king. The distinct variations of its motifs indi- cate that they are derived from several sources. The motif of a man standing between con- fronting animals likely came to East Anglia via nomadic cultures. 
The meeting of decorative nomadic styles with Christianity can be seen most clearly in the illustrated holy books created in Ireland. 
[image: page286image36390528]
16.21 Round tray on conical stand.
5th to 3rd century bce. Bronze. Height 107⁄8 ̋. Central State Museum of the Republic of Kazakhstan, Almaty. Inv. KP8591. 
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16.22 Purse cover.
From the Sutton Hoo Ship Burial, Suffolk, England. 
Before 655. Gold and enamel. Length 71⁄2 ̋. 
The British Museum © The Trustees of the British Museum. 
View the Closer Look for the technique of enamel on myartslab.com 
The Irish had never been part of the Roman Empire, and in the fifth century they were Christianized with- out first becoming Romanized. During the chaotic centuries that followed the fall of Rome, Irish mon- asteries became the major centers of learning and the arts in Europe, and they produced numerous hand- lettered copies of religious manuscripts. 
The initial letters in these manuscripts were increasingly embellished over time, moving first into the margin and then onto a separate page. This splen- did initial page is the opening of St. Matthew’s account of the Nativity in the Book of Kells (fig. 16.23), which contains the Latin Gospels. It is known as the “Chi-Rho monogram” because it is composed of the first two letters of Christ in Greek (XP) and is used to represent Christ or Christianity. Except for XP and two Latin words beginning the story of Christ’s birth, most of the page is filled with a rich complexity of spirals and tiny interlacings. If we look closely at the knots and scrolls we see angels to the left of the X, a man’s head in the P, and cats and mice at the base. 
[image: page287image36537776]
16.23 Chi-Rho monogram (XP).
Page from the Book of Kells. Late 8th century. 
Inks and pigments on vellum. 123⁄4 ̋ × 91⁄2 ̋. The Board of Trinity College, Dublin MS. 58, fol. 34r. 
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Romanesque 
The stylistic term Romanesque was first used to des- ignate European Christian architecture of the eleventh and twelfth centuries, which revived Roman principles of stone construction, especially the round arch and the barrel vault. This term is now applied to all medi- eval art of Western Europe during that period. 
Romanesque art developed in a Western Europe dominated by feudalism and monasticism. Feudalism involved a complex system of obligations to provide services through personal agreements among local leaders of varying ranks. In addition to accommodat- ing religious practices, monasteries provided shelter from a hostile world and served as the main sources of education. 
Religious pilgrimages brought large groups of Christians to remote places, creating the need for larger churches. Romanesque architecture made liberal use 
of round arches and vaults, creating a feeling of solid stability. Churches continued to have wooden roofs, but stone vaults gradually replaced fire-prone wooden ceilings, giving the new structures a close resemblance to Roman interiors. Consistent throughout the vari- ety of regional styles was a common feeling of security provided by massive, fortress-like walls. 
Romanesque churches feature imaginative stone carvings that are an integral part of the architecture. Subjects and models came from miniature paintings in illuminated texts, but sculptors gradually added a degree of naturalism not found in earlier medieval work. In addition to stylized and at times naïve figures from biblical stories, relief carvings include strange beasts and decorative plant forms. The largest and most elaborate figures were placed over the central doorways of churches. Such figures were the first large sculpture since Roman times. 
[image: page288image36697712]
16.24 Christ of the Pentecost. Church of Saint Madeleine, Vézelay, France. 1125–1150. Stone. Height of the tympanum 351⁄2 ́. Hervé Champollion/akg-images. 
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Gothic 
The Romanesque style had lasted barely a hundred years when the Gothic style began to replace it in about 1145. The shift is seen most clearly in architecture, as the Romanesque round arch was superseded by the Gothic pointed arch. This new advance, coupled with the flying buttress, made possible some of the most spectacular religious buildings ever seen. 
Gothic cathedrals were expressions of a new age of faith that grew out of medieval Christian theology and mysticism. The light-filled, upward-reaching structures symbolize the triumph of the spirit over the bonds of earthly life, evoking a sense of joyous spiritual elation. Inside, the faithful must have felt they had actually arrived at the visionary Heavenly City. 
Gothic cathedrals such as Notre-Dame de Chartres (Our Lady of Chartres) (fig. 16.25a) were the center of community life. In many cases, they 
16.25 Notre-Dame de Chartres. Chartres, France. 1145–1513.
Cathedral length 427 ́; south tower height 344 ́; north tower on myartslab.com 
height 377 ́. a. View from the southeast. 
© John Elk, III. 
Deviation from standard human proportions enabled sculptors to give appropriately symbolic form to figures such as Christ of the Pentecost (fig. 16.24). The mystical energy and compassion of Christ are expressed in this relief carving above the doorway of the Church of Saint Madeleine at Vézelay, France. As worshippers enter the nave, the image above them depicts Christ at the time he asked the apostles and all Christians to take his message to the world. The image of Christ is larger in scale than the other figures, show- ing his relative importance. The sculptor achieved a monumental quality by making the head smaller than normal and by elongating the entire figure. Swirling folds of drapery are indicated with precise curves and spirals show an imaginative linear energy. Surrounding Christ and the apostles are depictions of the peoples of the world; in the round medallions we see the signs of the zodiac and the monthly tasks associated with each. 
[image: page289image36439888]
Watch a video about Chartres Cathedral 
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The principal goal of the Gothic structural advances was to fill churches with light, a metaphor for the presence of God. Stained-glass windows fulfill this transcendent function in a specifically Christian fashion, in imagery that transforms the nave with showers of color, changing hour by hour. At Chartres, the brilliant north rose window (fig. 16.25c), known as the “Rose de France,” is dedicated to the Virgin Mary, who sits in majesty, surrounded by doves, angels, and royal figures of the celestial hierarchy. (See also the interior photo, fig. 14.12.) 
Like most medieval cathedrals, Notre-Dame de Chartres was also an active pilgrimage site. Pilgrims typically entered through the west doors and proceeded 
[image: page290image36553328]
b. West façade. 
Photograph: Duane Preble. 
were the only indoor space that could hold all the townspeople at once; thus they were used for meet- ings, concerts, and religious plays. But, most of all, they were places of worship and pilgrimage. Above the town of Chartres the cathedral rises, its spires vis- ible for miles around. 
The entire community cooperated in the build- ing of Notre-Dame de Chartres, although those who began its construction never saw its final form. The cathedral continued to grow and change for more than three hundred years. Although the basic plan is symmetrical and logically organized, the architecture of Chartres has a rich, enigmatic complexity that is quite different from the easily grasped totality of the classical Parthenon. 
One of the first cathedrals based on the full Gothic system, it helped set the standard for Gothic archi- tecture in Europe. In its west façade (fig. 16.25b), Chartres reveals the transition between the early and late phases of Gothic architecture. The massive lower walls and round arch portals were built in the mid- twelfth century. The north tower (on the left) was rebuilt with the intricate flamelike or flamboyant curves of the late Gothic style early in the sixteenth century, after the original tower collapsed in 1506. 
c. “Rose de France” window. c.1233. Photograph: Duane Preble. 
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along the side aisles (fig. 16.25d). They passed along the walls behind the altar, where smaller round chapels held relics of saints. The most notable relic here was a piece of cloth reputed to be the veil that Mary wore the night that she gave birth to Christ. 
The statues of the Old Testament prophet, kings, and queen (fig. 16.25e) to the right of the central doorway at the west entrance of Chartres are among the most impressive remaining examples of early Gothic sculpture. The kings and queen suggest Christ’s royal heritage and also honor French monarchs of the time. The prophet on the left depicts Christ’s mission as an apostle of God. In contrast to active, emotional Romanesque sculpture, the figures are passive and serene. Their elongated forms allow them to blend readily with the vertical emphasis of the architecture. 
Although they are part of the total scheme, the figures stand out from the columns behind them. Their draped bodies, and especially their heads, reveal a developing interest in portraying human features. Such interest eventually led again to full portraiture and freestanding figures. 
The cathedral expresses an idea of Abbot Suger, the man credited with starting the Gothic style. At the abbey church of St. Denis, where Suger began the Gothic style, he had an inscription placed on the entrance door stating his idea of the church’s spiri- tual purpose: 
Whoever you may be, if you are minded to praise this door, 
Wonder not at the gold, nor at the cost, but at the work. 
The work shines in its nobility; by shining nobly, 
May it illumine the spirit, so that, through its trusty lights, 
The spirit may reach the true Light in which Christ is the Door. 
The golden door proclaims the nature of the Inward: 
Through sensible things, the heavy spirit is raised to the truth; 
From the depths, it rises to the light.1 
Study and review on myartslab.com 
d. Plan based on Latin cross. 
[image: page291image36473280][image: page291image36480976][image: page291image36482848][image: page291image36483056]
e. Old Testament prophet, kings, and queen. c.1145–1170. Doorjamb statues from west (or royal) portal.
Photograph: Duane Preble. 
Explore the architectural panorama of Chartres Cathedral on myartslab.com 
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ART FORMS US: WORSHIP AND RITUAL 
Approaching the Sacred 
In the Western world, religious architecture is an important aid to worship, be it a Greek temple such as the Parthenon (see fig. 16.4), or a Gothic cathedral (see fig. 16.25). 
Other cultures also share
the same impulse to lead people to the divine through architecture, and some of the most awe-inspiring buildings of this type are located
in the Islamic world. The Sheikh Lutfallah Mosque in Iran (fig. 16.26), built in the early seventeenth century,
is a particularly stunning example. The relatively dark 
[image: page292image35872688]
16.27 Bill Viola. Ocean Without a Shore. 2007.
Video/sound installation. Color high-definition video triptych. Installed at Church of San Gallo, Venice. Photograph: Thierry Bal. 
[image: page292image35876640]
16.26 Sheikh Lutfallah Mosque.
Isfahan, Iran. 1603–1619. Interior. Photograph: Jonathan Bloom and Sheila Blair. 
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interior is lighted with a circle of grille windows beneath
a dome. Eight high pointed arches, framed in twisted turquoise molding, provide the basic visual rhythm to the space. Ceramic tiles cover the wall surfaces, either 
with written passages from Muslim scripture, or organic forms of twining vegetation with flowers. Tasteful color choices and dazzling patterns, all organized into clear compositional elements, allow the interior of this building to combine piety with opulence, to memorable effect. Passing through the door of this mosque brings worshippers into another world, filled with highly crafted decoration 
of rare sumptuousness. The underlying order and rhythm of the arches and decorative elements is intended to lead worshippers to an awareness of God (Allah in Arabic), the architect and orderer of the universe. 
The contemporary meets the traditional in Ocean Without a Shore by Bill Viola, which he installed in a small church building in Venice, Italy, 
in 2007 (fig. 16.27). The building is no longer used for worship but it still has its three large marble altars. The artist installed a plasma screen above each, for presenting three related slow-motion films. Each screen shows a hazy 
pacing in ng’. Author 
and Ritual’ 7 
[image: page293image35816464]
figure in black and white, walking slowly toward the viewer. At a certain moment, these figures pass through 
a thin sheet of falling water, drenching themselves as they also come to life in full color. After standing, dripping, for
a few moments, the figures slowly pass back through the water to the murkier depths from which they came. Viewers see the three figures enact a symbolic passage between two realms: one vividly colorful and near at hand, the other more gloomy and receding. References to the physical 
and spiritual worlds come easily to mind, with the watery passageway standing for birth and death. The artist said of this work, “The video sequence documents a succession of individuals slowly approaching out of darkness and moving into the light in order to pass into the physical world. Once incarnate, however, all beings realize that their presence
is finite and so they must eventually turn away from material existence to return from where they came. The cycle repeats without end.”2 The symbolic meanings of this work resided well in a church where the resurrection of Christ was celebrated for centuries. 
Many artforms in the Caribbean nation of Haiti respond to the needs of
the vodou religion, which combines African and Christian elements. No vodou ceremony can begin without an invocation of the Sacred 
16.28 Marassa. Ceremonial vodou flag. Sequins on fabric. 30 ̋ × 301⁄2 ̋. 
© Collection of the Figge Art Museum; gift of the Marcus L. Jarrett Family 1995.1. Image courtesy of the Figge Art Museum, Davenport, Iowa. 
Twins, or Marassa, who represent the gateway to the spirit world. They are the subject of the flag (fig. 16.28), where two dark vertical lines represent the sacred pair. The cross shape that meets in the center refers to crossroads 
and the spiritual one, which the twins guard. The twins invite worshippers to arrive at the crossroads and enter the spiritual world through music and dance. The unfurling 
of the flag symbolizes the 
invitation to worshippers to join the ritual. While the twins must be present at any vodou ceremony, their special day
is December 6, the Roman Catholic feast of St. Nicholas, patron of children. 
or thresholds, the boundary between the living world 
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THINK BACK 
1. What were the principal characteristics of classical Greek sculpture? 
2. What structural innovations did Roman buildings exploit? 
3. What is the main distinction between Romanesque and Gothic architecture? 
TRY THIS 
Compare the depiction of Christ in Christ and
the Apostles (fig. 16.14) with Christ as Pantocrator (fig. 16.18). What techniques have the artists used to convey such divergent images of the subject? 
KEY TERMS 
basilica – a Roman town hall, with three aisles and an apse at one or both ends; Christians appropriated this form for their churches 
catacomb – underground burial places in ancient Rome 
classical art – the art of ancient Greece and Rome, particularly the style of Greek art that flourished during the fifth century BCE; emphasizes rational simplicity, order, and restrained emotion 
Gothic – primarily an architectural style that prevailed in Western Europe from the twelfth through the fifteenth centuries; characterized by pointed arches, ribbed vaults, and flying buttresses 
iconoclast – in Byzantine art, one who opposes the creation of images of holy persons, believing that they promote idolatry 
kouros – an Archaic Greek statue of a standing nude young male 
krater – in classical Greek art, a wide-mouthed vessel with handles, used for mixing wine and water for ceremonial drinking 
Romanesque – a style of European architecture prevalent from the ninth to the twelfth centuries with round arches and barrel vaults 
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