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Preface 
 

All the write-ups and photographs included in this publication are collected from various 
Website and documents uploaded in the internet, except the article titled, “Paintings of 
Rabindranath Tagore,” which is translated by the compiler from an essay in Bengali. No part of 
this publication is permitted to be reproduced. In case of any reproduction, the compiler will not 
be responsible for any copyright violation. This publication is for use only as a handy reference 
of art history. 
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Timeline of art history 
◙ Ancient Art - ca. 30,000 B.C. - ca. 400 A.D. 
Prehistory 

• Paleolithic (Old Stone Age) Art - 30,000-10,000 B.C. 

• Mesolithic (Middle Stone Age) Art - 10,000-8000 B.C. 

• Neolithic (New Stone Age) Art - 8000-3000 B.C. 

• Bronze Age Art - 2500-800 B.C. 

• Iron Age Art - 750-50 B.C. 

Ancient Civilizations 
 Mesopotamia 

• Sumerian Art - 3000-2300 B.C. 

• Akkadian Art - 2300-2150 B.C. 

• Neo-Sumerian Art - 2150-2000 B.C. 

• Babylonian Art - 1900-1600 B.C. 

• Assyrian Art - 900-612 B.C. 

• Neo-Babylonian Art - 625-539 B.C. 

 Egypt 

• Early Dynastic Art - 3500-2686 B.C. 

• Old Kingdom Art - 2686-2185 B.C. 

• Middle Kingdom Art - 2133-1750 B.C. 

• Early New Kingdom Art - 1570-1353 B.C. 

• Amarna Art - 1353-1332 B.C. 

• Late New Kingdom Art - 1332-1075 B.C. 

• Late Period Art - 750-332 B.C. 

• Macedonian Dynasty Art - 332-304 B.C. 

• Ptolemaic Dynasty Art - 304-30 B.C. 

• Art under the Roman Emperors - 30 B.C.-395 A.D. 

 Aegean Art 

    Minoan Art  

• Early Minoan Art - 2800-2000 B.C. 

• Middle Minoan Art - 2000-1700 B.C. 

• Late Minoan Art - 1550-1400 B.C. 

  Cycladic art – 2600 – 1100 

  Mycenaean Art – 1600 -1100 



 

 

 Phoenician Art - 1500-500 B.C. 

 Nomadic Tribes 

• Luristan Art - 700-500 B.C. 

• Scythian Art - 600-300 B.C. 

 Persian Empire Art - 539-331 B.C. 

Classical Civilizations 
 Greek Art 

• Mycenaean Art - 1550-1200 B.C. 

• Sub-Mycenaean Art - 1100-1025 B.C. 

• Proto-Geometric Art - 1025-900 B.C. 

• Geometric Art - 900-700 B.C. 

• Archaic Art - 700-480 B.C. 

Orientalizing Phase - 735-650 B.C. 

Early Archaic - 700-600 B.C. 

High Archaic - 600-520 B.C. 

Late Archaic - 520-480 B.C. 

• Classical Art - 480-323 B.C. 

    Early Classical - 480-450 B.C. 

    High Classical - 450-400 B.C. 

   Late Classical - 400-323 B.C. 

• Hellenistic Art - 323-31 B.C. 

Early Hellenistic - 323-250 B.C. 

High Hellenistic - 250-100 B.C. 

Late Hellenistic - 100 -31 B.C. 

 Etruscan Art  

• Early Iron Age Art - 9th century-ca. 675 B.C. 

• Orientalizing Phase - ca. 675-ca. 575 B.C. 

• Archaic Period Art - ca. 575-ca. 480 B.C. 

• Classical Period Art - ca. 480-ca. 300 B.C. 

• Hellenistic Period Art - ca. 300-ca. 50 B.C. 

 Roman Art 

• Republican Art - 510-27 B.C. 

• Early Roman Empire Art - 27 B.C.-235 A.D. 

Augustan - 27 B.C.-14 A.D. 



    Julio-Claudian - 14-68 

    Flavian - 69-96 

    Trajanic - 98-117 

    Hadrianic - 117-138 

    Antonine - 138-192 

    Severin - 193-235 

• Late Roman Empire/Late Antique Art - 235-476 

 Judean Art - 600 B.C.-135 A.D. 

 Celtic Art 

• Early Style - ca. 450-ca. 350 B.C. 

• Waldalgesheim Style - ca. 350-ca. 250 B.C. 

• Sword and Plastic Styles - ca. 250-ca. 125 B.C. 

• Oppida Period Art - ca. 125-ca. 50 B.C. 

• Britain and Ireland before 600 A.D. 

 Parthian and Sassanidic Art - 238 B.C.-637 A.D. 

Non-Western Ancient Art 

 China 

• Neolithic – ca. 6,000–ca. 1,600 B.C. 

• Shang Dynasty – 1,766–1,045 B.C. 

• Zhou Dynasty – 1,045–256 B.C. 

• Qin Dynasty – 221–206 B.C. 

• Han Dynasty – 206 B.C.–220 A.D. 

• Three Kingdoms Period – 220–280 

• Six Dynasties Period – 222–589 

• Western Jin Dynasty – 265–316 

• Northern and Southern Dynasties Period – 310–589 

 Japan 

• Jomon – 4,500–200 B.C. 

• Yayoi – 200 B.C.–200 A.D. 

• Kofun – 200–500 

 Indian Subcontinent 

• Indus Valley – 4,000–1,800 B.C. 

• Sarasvati-Sindhu Civilization - 3,000–1,500 B.C. 

• Aryan India - 1,500–500 B.C. 

• The Mauryan Empire - 321–233 B.C. 



• Gandhara and Kushan School – 1st–3rd centuries A.D. 

• The Gupta Dynasty - 320–510 

 Africa 

• Rock Art in Southern Africa 

• Sahara - Bubalus Period – ca. 6,000–ca. 3,500 B.C. 

• Lower Nubia – ca. 3,500–2,000 B.C. 

• Pre-dynastic Kemet – to 3,050 B.C. 

• Kush – 2,000 B.C.–325 A.D. 

• The Nok Culture - 400 B.C.–200 A.D. 

• Aksum - 350 B.C.–1,000 A.D. 

 North America 

Mexico 

• Zapotec Art – 1,400 B.C.–400 A.D. 

• Olmec Art - 1,200–350 B.C. 

• Huastec Art - ca. 1000 B.C.-1521 A.D. 

• Mayan Art - 300 B.C.–800 A.D. 

 South America 

• Valdivian Art - ca. 4,000-ca. 1,500 B.C. 

• Chavin Art - ca. 2,600-ca. 200 B.C. 

• San Agustin - ca. 800 B.C.-ca. 1630 A.D. 

• Moche and Nasca Art - ca. 200 B.C.-ca. 600 A.D. 

◙ Medieval to Early Renaissance Art - 400-1400 
Early Christian–Late Antique Art 

• Period of Persecution - 1st-century A.D.-325 

• Period of Recognition - 325-ca. 526 

Byzantine Art 
 Early Byzantine Art 

• Justinian Era - First Flowering - ca. 526-ca. 725 

• Iconoclasm - 726-843 

 Late Byzantine Art 

• Second Flowering - ca. 843-ca. 1100 

• Third Flowering - ca. 1297-ca. 1390 



Islamic Art - 622 -1492 
Early Medieval Art 
 Art of the Migration Period in Europe 

• The Visigoths - 1st-8th-centuries 

• The Picts - mid 1st-9th-centuries 

• The Burgundians - 413-532 

• The Ostrogoths - ca. 488-526 

• The Franks (Merovingian Art) - 5th-8th-centuries 

• The Anglo-Saxons - 5th-century-1066 

• The Lombards - 568-774 

 Non-Migratory/Pre-Romanesque Art 

• Hiberno-Saxon (Insular) Art - ca. 500-ca. 1000 

• Carolingian Art - 750-900 

• Ottonian Art - 900-1002 

Romanesque Art - ca. 1000–ca. 1150 

Gothic Art 
French Gothic Art 

• Early Gothic - 1140-1194 

• High Gothic - 1194-1300 

• Rayonnant Gothic - 13th-14th-centuries 

• Flamboyant Gothic - 14th-16th centuries 

 English Gothic - 1179-16th-century 

German Gothic - 13th-14th-centuries 

The Proto-Renaissance in Italy  
• Campionesi - c.1150 - late 1300s 
• Stupor Mundi - Frederick II - 1215 - 1250 
• The Great Interregnum - 1252 - 1273 
• Babylonian Captivity - 1309 - 1377 
• The Great Schism - 1378 - 1417 

Non-Western Art  
 China 

• Six Dynasties Period - 222-589 

• Northern and Southern Dynasties Period - 310-589 

• Sui Dynasty - 581-618 

• T'ang Dynasty - 618-907 

• Five Dynasties Period - 907-960 



• Liao Dynasty - 907-1125 

• Sung (Song) Dynasty - 960-1279 

• Jin Dynasty - 1115-1234 

• Yuan Dynasty - 1279-1368 

 Japan 

• Kofun - 200-500 

• Asuka - 552-645 

• Hakuho or Early Nara - 645-710 

• Nara - 710-794 

• Heian - 794-1185 

• Kose School - 9th-15th-centuries 

• Kamakura - 1185-1333 

• Muromachi-Ashikaga - 1392-1573 

 Indian Subcontinent 

• Chalukyan Art in the Deccan - 500-650 

• Rashtrakuta Dynasty - mid 8th-late 10th-century 

• Pallavas 

• Cholas - 897-mid 13th-century 

• Hoysalas - 12th-14th-centuries 

 North America 

• Toltec Art - ca. 900-ca. 1200 

• Mixtec Art - ca. 1200-1521 

• Tarascan Art - ca. 1300-1521 

 South America 

• Huari-Tiahuanaco - ca. 600-ca. 1000 

• Manteño Art - ca. 800-1500 

◙ Renaissance to Early Modern Art - 1400-1880 
Fifteenth Century Italian Art - 1400-1500 

• The Early Renaissance 

Sixteenth Century Italian Art - 1475–1590 
• The High Renaissance - 1495-1527 

• The Renaissance in Venice - 1450-1600 

• Mannerism in the Late Renaissance -1520-1600 



The Renaissance in Northern Europe - ca. 1325-1600 

• The Northern Renaissance - ca. 1325-1600 

• International Gothic - 1380-1430 

• Bohemian School - 1350 

• Mälardal School - ca. 1400-1460s 

• Tierp School - ca. 1460-1500 

• Ghent-Bruges School - 1475-1550 

• Antwerp Mannerism - 1500-1530 

• Danube School - ca. 1500-1550 

• The Little Masters - ca. 1500-1550 

• Mannerism in the Late Renaissance - 1520-1600 

• Fontainebleau School - 1530-ca. 1610 

• Frankenthal School - ca. 1586-1620s 

Baroque Art - 1600-1750 

• Utrecht Caravaggisti - 1620-1630 

• The Schildersbent - 1620-1720 

• Leiden 'Fine' Painters - ca. 1630-ca. 1760 

• Delft School - 1650-1700 

• Rubénisme - ca. 1670-1680 

18th Century Western Art 
• Rococo - 1700-1750 

• Neo-Classicism - 1750-1880 

19th Century Western Art 
• Les Primitifs - 1797-1803 

• Romanticism - 1800-1880 

• The Nazarenes - ca. 1820-late 1840s 

• Purismo - ca. 1820-1860s 

• The Ancients - 1820s-1830s 

• Düsseldorf School - mid 1820s-1860s 

• Realism - 1830s-1870 

• The Pre-Raphaelites - 1848-1854 

• The Hudson River School - 1850s-ca. 1880 

• Impressionism - 1863-ca. 1885 

• Aesthetic Movement - 1870s-1880s 

• The Hague School - 1870-1900 



Non-Western Art  
 China 

• Ming Dynasty - 1368-1662 

• Southern School - ca. late 16th-early 17th centuries 

• Qing (Ch'ing) Dynasty - 1662-1912 

 Japan 

• Muromachi-Ashikaga - 1392-1573 

• Momoyama Period - 1573-1603 

• Edo Period - 1603-1868 

 Indian Subcontinent 

• Art under Muslim Rule - ca. 1000-1757 

 North America 

• Aztec Art - ca. 1400-1520 

 South America 

• Inca Art - ca. 1400-1534 

• Cuzco School - late 16th-century-early 1800s 

◙ Modern Art - 1880-1970 
  1880 

• Cloisonnism - late 1880s 

• Etruscan School - 1883-84 

• (The) Heidelberg School - mid-1880s - mid-1890s 

• Japonism - 1880-1895 

• Nabis - ca. 1888-1900 

• Neo-Impressionism - 1886-1906 

• Newlyn School - early 1880s-ca. 1900 

• Post-Impressionism - 1886-1905 

• Symbolism - 1880-early 1900s 

• Synthetism - late 1880s-early 1890s 

• Tonalism - 1880-1920 

 1890 

• Art à la Rue - 1890s-early 1900s 

• Bande Noire (or "the Nubians") - 1890s 

• Expressionism - 1890-1939 

• Fauvism - ca. 1898-ca. 1908 

• Glasgow Style - ca. 1890-ca. 1920 



• Nagybánya Colony - 1896-1930s 

• Pintura de la luz - 1890s-early 20th Century 

• Secession - 1890s-early 1900s 

• Ten American Painters (or "The Ten") - 1898-1918 

 1900 

• Abbaye de Créteil - 1906-1908 

• Art Nouveau - 1905-1939 

• (The) Ashcan School - early 1900s-early 1920s 

• Beautiful Indies - early 20th Century-ca. early 1930s 

• Bloomsbury Group - 1904-late 1930s 

• Blue Rose (or "Golubaya Roza") - 1904-1908 

• Cubism - 1907-Present 

• Cubo-Expressionism - 1909-1921 

• Die Brücke - 1905-1913 

• (The) Eight - 1907-early 1920s 

• (The) Friday Club - 1905-1922 

• Futurism - 1909-1939 

• Hagenbund - 1900-1930 

• Luminism - 1904-early 1910s 

• Scuola Labronica - ca. 1908-ca. 1950 

• Septem Group - 1909-ca. 1930 

• Young Estonia (or "Noor Eesti") - ca. 1902-1917 

 1910 

• Arbeitsrat für Kunst - 1918-1921 

• Bauhaus - 1919-1933 

• Biomorphism - 1915-1940s 

• Blaue Reiter (or "Blue Rider") - 1911-1914 

• Brabant Fauvism - ca. 1910-1923 

• Camden Town Group - 1911-1914 

• (Russian) Constructivism - 1914-early 1930s 

• Cubo-Futurism - 1912-1915 

• Cumberland Market Group - 1914-1919 

• Dada - Dadaism - 1916-1923 

• Donkey's Tail (or "Oslinyy Khvost") - 1911-1915 

• École de Paris (or "School of Paris") - 1915-1935 



• Escuelas de Pintura al Aire Libre - ca. 1913-1932 

• Formism - 1917-1922 

• Jack of Diamonds (or "Bubnovy Valet") - 1910-1917 

• Kecskemét Colony - 1911-ca. 1920 

• London Group - 1913-1930s 

• Neo-primitivism - 1910-1914 

• November Group - 1917-1924 

• Orphism - ca. 1912-13 

• Pittura Metafisica - 1911-ca. 1930 

• Purism - 1918-1926 

• Puteaux Group - 1910s 

• Rayism - 1912-15 

• Revolt Group - 1918-1920 

• Scottish Colorists - 1910-ca. 1930 

• Sōdosha (or "Grass and Earth Society") - ca. 1915-1922 

• Suprematism - 1915- mid-1920s 

• Synchronism - 1913-ca. 1916 

• Union of Youth (or "Soyuz Molodyozhi") - 1910-1914 

• Vorticism - 1914-1920 

 1920 

• r. group - 1929-1936 

• American Scene Painting - ca. 1920-early 1940s 

• Art Deco - 1920s-1930s 

• Artes / Neoartes - 1929-1935 

• (The) Blue Four (or "Blauen Vier") - 1924-1936 

• Circle of Artists (or "Krug Khudozhnikov") - 1926-1932 

• Constructivism - 1920s-Present 

• (International) Constructivism - 1922-1939 

• de Stijl - 1920s-1932 

• (The) Degenerates / Entartete Kunst - 1920s- mid-1940s 

• Devetsil - 1920-1931 

• Earth Group (or "Serbo-Croat Zemlja") - 1929-1935 

• Eesti Kunstnikkude Rūhm - 1923-ca. 1930 

• (The) Fellowship of St. Luke - 1925-1939 

• Group of Seven - 1920-1933 



• Group X – 1920 

• Halmstad Group (or "Halmstadgruppen") - 1929-early 1980s 

• Harlem Renaissance - 1920-1930s 

• Inkhuk - 1920-26 

• (The) Kapists - 1924-ca. late 1950s 

• Magic Realism - 1920s-1940s 

• Makovets - 1921-1926 

• Neue Sachlichkeit - 1920s-ca. 1930 

• Néo-Réalisme - 1920s-1930s 

• Precisionism - 1920s-1940s 

• Rhythm Group - 1922-1932 

• Riga Artists' Group - 1920-1940 

• Scuola Romana - 1927-1940 

• Surrealism - 1922-1939 

• Szentendre Colony - 1928-ca. 1940 

• Verism - 1920s-ca. 1930 

• Vkhutemas - 1920-1930 

• Workshop 17 - 1927-1965 

 1930 - WWII 

• Abstraction-Création - 1931-1936 

• Alaskan Movement - 1930s-Present 

• Allianz - 1937-1950s 

• Arantist School - 1930s-Present 

• Art and Freedom - 1939- mid-1940s 

• Concrete Art - 1930-ca. 1960 

• (The) Euston Road School - 1937- mid-1970s 

• Färg och Form - 1932-ca. 1940 

• Forces Nouvelles - 1935-39 

• Group of Five - 1930s 

• Hlebine School - ca. 1932-ca. early 1960s 

• Neo-Romanticism - 1930s-1950s 

• Persatuan Ahli Gambar - 1937-1942 

• Regionalism - 1930s 

• Socialist Realism - ca. 1930-1950 

• Unit One - 1933-35 



 1945 - Post-War 

• Abstract Expressionism - mid-1940s –Present 

• Art brut - mid-1940s –Present 

• Art informel (or Informalism, or Lyrical Abstraction) - mid-1940s -1950s 

• Arte Concreto Invención - 1940s 

• Arte Madí - 1940s 

• (Les) Automatistes - 1946-1951 

• CoBrA - 1948-1951 

• Fronte Nuovo delle Arti - 1946-1952 

• Groupe Espace - 1949-1951 

• Homme-Témoin - 1948- mid-1950s 

• Jeune Peinture Belge - 1945-48 

• Movimiento Madí - 1940s 

• New Horizons (or "Ofakim Hadashim") - 1948-1960s 

• (The) New York School - 1940s-1950s 

• Perceptismo - 1940s 

• Prisme d'Yeux - 1948-1950 

• Spazialismo (or "Spatialism") - ca. 1947- mid-1960s 

• Tachism - late 1940s- mid-1950s 

• Young Indonesian Artists - 1946 

 1950 

• Action Painting - 1950s 

• Antipodean Group - 1959-1960 

• Arte generativo - 1959-Present 

• Arte nucleare - 1950s 

• Color Field Painting - 1950s-Present 

• (The) Concretists - early 1950s 

• Funk Art - late 1950s-1970s 

• Gruppe 53 - 1953-1959 

• Gruppo degli Otto Pittori Italiani - 1952-ca. 1960 

• Gutai - 1954-1972 

• Hard-Edge Painting - late 1950s-Present 

• Junk Art - mid-1950s –Present 

• (The) Kitchen Sink School - 1950s 

• Matter Painting - 1950s-Present 



• Neo-Dada - 1950s 

• Painters Eleven - 1953-58 

• (Les) Plasticiens - 1955-59 

• Pop Art - mid-1950s –Present 

• Quadriga - 1952-54 

• Situationism - 1957-early 1970s 

• Washington Color Painters - mid-1950s –Present 

• Zero - 1958-1965 

 1960 

• Arte Povera - late 1960s-1970s 

• Black Expressionism - 1960s-1970s 

• Conceptual Art - 1960s–Present 

• (The) Contemporary Artists Group – 1966 

• Continuità - 1961-ca. 1970 

• Fluxus - early 1960s-late 1970s 

• Grupo Hondo - 1961-1964 

• Land Art - late 1960s-early 1970s 

• Mechanical Art - 1962-65 

• Minimalism - 1960s-Present 

• Monoha - 1960s 

• Neofiguración - second half 1960s 

• Nouveau Réalisme - 1960-63 

• Op Art - 1964-Present 

• Performance Art - 1960s–Present 

• Photorealism - mid-1960s –Present 

• Post-Minimalism - late 1960s-1970s 

• Post Painterly Abstraction - 1964-Present 

• Praxis - 1963-1972 

• Process Art - mid-1960s -1970s 

• Psychedelic Art - early 1960s-early 1970s 

• Saqqakhaneh - 1960s 

• Solentiname Primitivist Painting - 1968-Present 

• Support-Surface - 1967-1974 

• (The) Sydney 9 – 1961 

• Syn - 1965-1970 



• Video Art - 1965-Present 

• Woodland School - 1962-Present 

◙ Contemporary Art - 1970s-Present 
 1970 

• Post-Modernism - 1970s-mid 1980s 

• Ugly Realism - 1970s 

• Feminist Art - 1970s-Present 

• Yunnan School - late 1970s-Present 

• Neo-Conceptualism - late 1970s-Present 

• Neo-Expressionism - late 1970s-1980s 

• Bad Painting - late 1970s-early 1980s 

• Demoscene - late 1970s-Present 

• New Image Painting - late 1970s-PresentNuovi Nuovi - late 1970s-Present 

• Mühlheimer Liberty - 1979-1984 

• Transavantgarde - 1979-Present 

 1980 

• Free Figuration (Figuration Libre) - early 1980s-Present 

• Neue Wilde - early 1980s-Present 

• Neo-Geo - mid-1980s 

• Multiculturalism - 1980s-Present 

• Graffiti Movement - 1980s-Present 

• BritArt / Young British Artists ("yBa") - 1988-Present 

• Neo-Pop - late 1980s-Present 

 1990 

• Net Art - early 1990s-Present 

• Massurrealism - early 1990s-Present 

• Artefactoria - 1990/91-Present 

• Toyism - 1992-Present 

• Lowbrow - ca. 1994-Present 

• New Leipzig School - mid-1990s-Present 

• Tiki Art - 1996-Present 

• Bitterism - 1998-Present 

• Stuckism - 1999-Present 

 2000 

• Thinkism - September 12, 2001-Present 



• Funism - ca. 2002-Present 



 
 
 
 
 

Ancient Art 



Paleolithic Art 
[ca. 30,000 - 10,000 BC] 

The Paleolithic (literally: "Old Stone Age") period covered between two and 
one-half to three million years, dependent upon which scientist has done 
the calculations. For the purposes of Art History, though, when refered to 
"Paleolithic" art, we're talking about the Late Upper Paleolithic period. This 
began roughly around 40,000 years ago and lasted through the Pleistocene 
ice age, the end of which is commonly thought to have occurred near 8,000 
B.C. (give or take a few centuries). This period was marked by the rise of 
Homo sapiens sapiens and its ever-developing ability to create tools and 
weapons. 
 
In this period, art was either portable or stationary, and both of these art 
forms were limited in scope. 
 
Portable art during the Upper Paleolithic period was necessarily small (in 
order to be portable) and mainly consisted of either figurines or decorated 
objects. These things were carved (from stone, bone or antler) or modeled 
with clay. We refer to most of the portable art from this time as figurative, 
meaning it actually depicted something recognizable, whether animal or 
human in form. The figurines are often referred to by the collective name of 
"Venus", as they are unmistakably females of child-bearing build. 
 
Stationary art was just that: it didn't move. The best examples exist in (now 
famous) cave paintings in western Europe, created during the Paleolithic 
period. Paints were manufactured from combinations of minerals, ochres, 
burnt bone meal and charcoal mixed into mediums of water, blood, animal 
fats and tree saps. We may guess (and it's only a guess) that these paintings 
served some form of ritualistic or magical purpose, as they are located far 
from the mouths of caves where everyday life took place. Cave paintings 
contain far more non-figurative art, meaning many elements are symbolic 
rather than realistic. The clear exception, here, is in the depiction of 
animals, which are vividly realistic (humans, on the other hand, are either 
completely absent or stick figures). 
 
It seems a bit flippant to try to characterize the art from a period that 
encompasses most of human history (however helpful one is attempting to 
be). Paleolithic art is intricately bound to anthropological and archaeological 
studies that professionals have devoted entire lives toward researching and 
compiling. The truly curious should head in those directions. That said, to 
make some sweeping generalizations, Paleolithic art: 

• Concerned itself with either food (hunting scenes, animal carvings) or 
fertility (Venus figurines). Its predominant theme was animals. 
 



• Is considered to be an attempt, by Stone Age peoples, to gain some 
sort of control over their environment, whether by magic or ritual. 
 

• Represents a giant leap in human cognition: abstract thinking1. 

                                                 

1 Retrieved from the World Wide Web: http://arthistory.about.com/cs/arthistory10one/a/paleolithic.htm 

 



 

 

Cave Paintings 
The largest part of the cave paintings was found in Europe (from Spain up to 
the Ural). Naturally, on the walls of neglected caves with the entrances 
firmly blocked up thousands years ago, the paintings are in a good 
condition. During centuries the same temperature and humidity have been 
kept up in them. That is why, together with the cave paintings, other 
numerous evidences of the human activity are perfectly preserved, among 
them - distinct footprints of adults and, what is more impressive, of children 
on the wet floor of some caves.  Provinces Dordogne, Ariege и Upper 
Pyrenees in France, Spanish provinces Cantabria and Asturias, adjoining 
Pyrenees from south-west, are especially remarkable for the concentration of 
the cave paintings. In literature this region is generally entitled Franco-
Cantabria. There are less monuments of Palaeolithic art in French and 
Italian Riviera, on Sicily; two caves with paintings are found in the southern 
Ural. The majority of those caves and grottoes were discovered and became 
the objects of special investigation during the last century. Palaelothic art 
was long considered to be a purely European or Eurasian phenomenon and 
no monuments of this type exist on the other continents. H. Breuil even 
tried to substantiate this exceptional nature of proto-European culture. But 
later, in the 1960-70s, it turned out to be not correct. In Australia, on 
Arnemland peninsula, depictions of a kangaroo and hand stencils older 
than 12000 years were found. In South Africa, finds from grotto Appolo 11 
are the most interesting. In 1969 two painted stone palm-sized plaquettes 
were found in the layer between Mousterian and Upper Palaeolithic. One of 
them was split into two fragments. A rhino depiction made with a black 
pigment is on one of the plaquettes, an ungulate - on the other. They are 
dated according to C - 14 to 28000 - 26000 years. In South Africa, in the 
Lions Cave, the most ancient known place of ochre output, dated according 
to C-14 to 43200 was found. Hypothetically, some ancient paintings in 
Siberia, southern Anatolia and northern China are referred to the Upper 
Palaeolithic but still there are no more or less correct dates of those 
depictions.  Modern data of the cave painting prevalence do not reflect any 
objective regularity. Rarity of the finds of this kind on the territory between 
Franсo- Cantabria and the Ural can be rather explained by the natural 
conditions and unequal research of the territories with the caves than by 
any other reasons. In pre-historic art study, the process of the "primary 
accumulation" of the data is not only far from consummation but even not 
complete, the more so it is difficult to determine the level of this 
"sufficiency". Even in southern France, the territory, regular studies for  
hundred of years, one can make unexpected discoveries. In the region with 
concentrated cave paintings, which seems to be investigated thoroughly by 



Abbey H.Breuil and his first pupils in their time, 21 previously unknown 
caves were discovered in the period between 1984 up to 1994. Among them, 
there are caves, just as ancient, abounding in finds and diverse as world 
famous due to their paintings like Altamira, Lascaux and others. As for the 
Chauvet cave, it occupies the leading position among them. Probably a new 
cave with even more ancient, perfect and diverse paintings will be found 
soon.  In 1994, more than 300 caves, grottoes and roofs with paintings, 
undoubtedly dated to the Upper Palaeolithic, are known in Europe. Among 
them 150 - in France, 125 - in Spain, 3 - in Portugal, 21 - in Italy, 1 - in 
Yugoslavia, 1 - in Roumania, 2 - in Germany and 2 - in Russia. Numerous 
objects of portable art are found on the sites, in caves during excavations 
and accidentally. The number of the finds in Russia exceeded 150 (the most 
eastern - in Pribaikalje). New finds and discoveries are, undoubtedly, still 
ahead1.   

Caves  
 

 
 

Russia     
  Kapova   
Spain     
 Altamira   
France     
 Lascaux     

Rouffignac     
Niaux     
Pech Merle     
Cosquer     
Chauvet   

South America    
 Brasilia 
 

 

                                                            
1 Retrieved from the World Wide Web: http://vm.kemsu.ru/en/palaeolith/cavepaint.html 



 CAVE (Shulgan-Tash). As in many other 
similar cases, the cave itself was known for a very long 
time. In 1760, it was already described by P.I.Rychkov 
in one of his historic-geographical works about 
Priuralje. As V.I. Dal' noticed, many local traditions and 
legends are connected with the cave. But the 
archaeologists paid attention to the cave only after 

1959, when A.V. Ryumin had discovered palaeolithic 
paintings on its walls. Mammoths, rhinos, a bison and 
horses are easily recognized among them. The first 
investigations of the paintings were carried out by 
O.N.Bader, who established that they are dated to the 
last period of the Upper Palaeolithic2. 

 

is one of the most famous palaeolithic caves 
in Spain. It is situated in Cantabria province not far from 
Santander city, on the edge of Santiliana del Mar village. 
Although the cave and its paintings are known all over the 
world, the dramatic history of its first investigator, Don 
Marcelino Sanz de Sautuola, the owner of the land, where the 
cave is located, is not so familiar. A local hunter, Modesto 
Peres in 1868, found the cave. Everybody in the 

neighbourhood knew about the cave, 
herdsmen found their refuge in bad weather, hunters 
made halts. But only 11 years later, in 1879, Maria, M. 
de Sautuola's daughter, walking in the estate, turned 
her father's attention on the strange images on the 

ceiling of one of the "halls", barely discernible in the 
darkness of the cave. That day had started M. Sanz de 
Sautuola's long tribulations. A year before he had been 
at the world exhibition in Paris and got aquainted with 
an exposition of ancient objects, which we now call 
palaeolithic small forms (art mobilier). Engraved 
depictions of bisons, very similar to those found by Maria and him on the 
ceiling and walls of Altamira, were among them. That made de Sautuola 
guess that the paintings of Altamira dated back to the Stone Age. He began 
excavations in the cave and invited his friend, a wellknown specialist in the 

                                                            
2 Retrieved from the World Wide Web: http://vm.kemsu.ru/en/palaeolith/kapova.html 

 



field of prehistoric archaeology, professor of the Madrid university, Juan 
Vilanova y Piera, for a consultation. The latter supported de Sautuola's 
conjecture. Soon they published the first information about that unique 
monument, which evoked general interest and even made king Alfonso XII 
visit the marvel cave. But all the prominent specialists in archaeology, 
especially French ones, beginning with Gabriel de Mortillet, admitting the 
palaeolithic age of the finds, made during excavations in Altamira, rejected 
flatly Piera and de M. Sanz de Sautuola's arguments in favour of the 
palaeolithic dating of the paintings. And what is more, de Sautuola was 
accused in deliberate distortion. They considered that the paintings had 
been made by one of his friends, an artist, who stayed in his castle. One can 
imagine the moral shock caused by "the guardians of the scientific truth" to 
the Spanish nobleman with his enhanced sense of dignity and honour. Only 
almost 15 years after M. de Sautuolas death, his opponents, and 
E.Kartaillak in particular, had to admit that the Altamira paintings are 
really palaeolithic3. 
 

is situated near Montignak (Dordogne, 
40 kms from Perigueux), at the end of a plateau on 
the left bank of the Vezer river. An old legend says, 
there was an underground passage from the 
Montignak castle under the Vezer and the Lascaux 
estate with hidden treasures. Four teen-agers were 
looking for these treasures when on the 12th of September 1940, they had 
found a small entrance into a cave which concealed real riches - magnificent 
rock paintings dated by the late Palaeolithic. These are depictions of 
different animals (horses, bisons, deer, bulls and others) and unlike figures 

in other caves which, at first sight, look static and 
almost lifeless, those in Lascaux are full of motion 
and harmony. Abbot Glory had been working in the 
cave from 1952 up to 1963 and found more than 
2000 depictions on its walls.  
 

In one of the scenes on the wall of a deep (6ms) well, a figure of a man is 
present. The scene has many interpretations, one of them is symbolically 
called "corrida".  
 
Lascaux was always of great interest not only for the scientists but for 
numerous tourists as well. Often visits of large tourist groups changed the 
microclimate of the cave and had a destructive influence on the paintings. 
According to the decision of the Minister of Culture of France, Andre 

                                                            
3 Retrieved from the World Wide Web: http://vm.kemsu.ru/en/palaeolith/altamira.html  

 



Malraux, the Lascaux cave was repurchased by the state and closed for 
visitors for 14 years. Thanks to the long and intricate work of a whole group 
of archaeologists, biologists, speleologists and geomorphologers, the 
paintings and graphics of the cave were saved from destruction. But up till 
now, the Lascauz cave is still closed for tourists. Only a specialist can visit 
the cave by a special order, made almost a year in advance. Not more than 6 
persons can enter the cave per day. Two days a week, the cave is completely 
closed. In connection with conservation and restoration of the Lascaux 
paintings, the public interest had greatly increased. Montignak is near busy 
roads, going to the south of France, the traditional place of rest. There came 
the idea to construct an artificial copy of the cave. But to put the idea into 
practice, one needed a completely new technology. Such a technology was 
tried on the paintings from "Rotunda"4.  
 
Rouffignac is one of the longest and most ramifide 
caves with palaeolithic paintings. Total length of all the 
chambers and galleries in three levels is about 10 kms. 
The cave itself was known long ago. It was mentioned 
in F. de Belfore's "Universal cosmography of the world 
(1575). A plan of the cave with an indication of ancient 
inscriptions on the Large Decorated Ceiling was made 
at the end of the last centure" (Martel). In 1915 the cave was visited by 
abbot Henry Breuil, a beginner - researcher of the caves then. In 1956, the 
piece of land with the cave was bought by the Plassard family. The same 
year their friends, archaeologists Romain Robert and Louis-Rene Nougier 

visited the estate. On the 26-th 
of June, Robert, looking at the 
wall of the cave, called his 
friend: "Hi, Toto, come here 
and see!". These were 
depictions of two mammoths - 
an obvious testimony of their 

palaeolithic age. Since that time, the paintings and 
engravings of Rouffingac cave became the object of close study by specialists 
and the place of continuous pilgrimage for tourists. The cave being very 
long, a narrow-gauge railway with special mini-trains, consisting of open 
platforms each for 6-8 persons, was made there. Special lamps are fixed on 
the platforms, lightening some sections of the walls with paintings while the 
train is passing by.  
 

                                                            
4 Retrieved from the World Wide Web: http://vm.kemsu.ru/en/palaeolith/lascaux.html 



Specialists are still discussing the authenticity and dating to 
the Upper Palaeolithic of some depictions from Rouffingac 
cave. Mostly, non-French specialists have doubts. The 
majority of arguments concerns the frieze of three rhino 
figures and a part of the ceiling featuring ibex figures. There 
are statements of some speleologists, who had visited the 

cave in the period between September 
and December 1948 and saw only two 
rhinos and the third one appeared 
only in 1949. Some specialists think that there are 
depictions of modern "naive" artists on the ceiling. 
Rouffingac paintings have not been dated according 
to C-14 yet and the necessity of it is obvious5.   

 
Niaux Cave. From the very beginning of the XVII th 
century, the cave was of great interest for tourists who 
left numerous traces on its walls. People, visited the 
cave, did not imagine that the paintings of the "Salon 
Noire" were so old. Only in 1906 thanks to captain 
Molar and his sons who made a plan of the cave and 

discovered the paintings of the 
"Salon Noire". Niaux attracted the 
specialists' attention. In 1907, it was 
investigated by H. Breuill and 
E.Cartailhac. But discovery of the 
"Salon Noire" paintings was only the 

beginning. In 1925 J. Mandeman found a gallery with 
some black paintings and called it Cartailhac Gallery. 
Later it was established that the paintings had been merging on the cave 
walls during a long period between 11500 and 10500 years BC6.  
 
Pech Merle cave is in the south of France, 
department Lot, 280 m high on the eastern slope of the 

hill of the same name. Pech Merle was 
discovered in 1922 by two teenagers, 
H. David and A. Duterte. It is the main 
element of a system, consisting of the 
neighbouring caves. The average width 
of its galleries is 10 m and the height of 
the ceilings is often from 5 to 10 m. It 
lies in two levels but the paintings are 
seen only in the first one; total length 
of the painted walls is 300 m. The 
paintings include painted and graphic 

                                                            
5 Retrieved from the World Wide Web: http://vm.kemsu.ru/en/palaeolith/ruffignac.html 
6 Retrieved from the World Wide Web: http://vm.kemsu.ru/en/palaeolith/nio.html 



depictions of animals and different signs. Besides, there are 
anthropomorphic figures too, some of them are rather realistic. On the 
whole, there are about 700 depictions on the cave walls. But the traces of 
prehistoric peoples are not only on the walls of the cave:  imprints of 
children's feet, fragments of charcoal, the remains of a deer shoulderblade 
and three silicic tools: a burin, a lamp and a shaped stone. All these finds 
may be dated to the Upper Palaeolithic. A small number of finds and other 
traces, left by a man on the cave floor testifies that it was not intended for a 
long inhabitation and was visited rather seldom, only in connection with 
some ritual actions7. 
 
Cosquer cave is located in the Ardeche 
department, on the Mediterranean coast, 
close to the mouth of the Rhone river, 
some miles from Marseilles. In 1985, a 
professional diver Henri Cosquer 
discovered a narrow passage some 36 
meters under the level of the sea, which 
led, slightly rising, in the thick layer of the 
coast sedimentary rocks. He visited the 
passage several times, but every time he 
went back, not reaching its end, until in 
September 1985, he emerged finally into the main chamber about 160 
meters from the entrance, full of the calcite draperies, crystals of aragonite 
and submerged stalagmites. He did not notice any paintings at first and 

kept his secret to himself, until in summer 1991, he 
returned to the close exploration of his cave. In July 
1991, he saw the first painting- it was a hand stenciled 
in red on the dry wall of the large chamber. The press 
was interspersed with sensation news. 

 
The answer to the question 
(how did the entrance in the 
cave submerge deep in the 
water?) is rather simple. The 
last ice age had ended about 
10-9 millenia and melting of 
the huge glacier began. The level of the World 
Ocean rose 120 meters high, if compared with the 

ice age. When the cave was visited by ancient people, the entrance in the 
inclined passage was not under the water but, on the contrary, 80 meters 
above the sea level and 11 kms from the coast up the mountainside.  
 

                                                            
7 Retrieved from the World Wide Web: http://vm.kemsu.ru/en/palaeolith/pesh-merl.html 



The question (how old are the paintings?) was answered soon after their 
discovery. Counting of the atom number of the radioactive carbon in the 
painting scrapes showed that the earliest depictions (hand stenciles made 
with black pigment on the base of charcoal) are almost 28000 years old, and 
the latest ones - almost 18000 years old (depictions of horses, ibex, seals 
and, probably, penguins, which lived there in the Ice Age).  
 

The Cosquer cave paintings will be studied for a 
long time. It is impossible to get into the cave 
without special equipment or being 
unexperienced in deepsea swimming. In summer 
1992, three divers perished there. After that 
dramatic incident, the entrance in the 
underwater cave was 
closed and the 

passage was fitted with a lifeline. Only some 
specialists have visited the cave. The French 
Ministry of Culture set up a special commission 
to study the Cosquer cave, headed by a 
prominent specialist in Paleolithic art, General 
Conservator of the National Heritage, Jean 
Clottes. At the photo you can see Jean Courtin 
(at left), an archaeologist and diver, and Henri 
Cosquer, the discoverer of the cave.  
 
Jean Clottes (at left) and Jean Courtin wrote and published the book "La 
grotte Cosquer" and its english version "The Cave Beneath the Sea" with a 
great number of marvelous photos by Antoine Chene8.  
 

is one of the latest and most 
brilliant sensations, not only in archaeology, but 
in human culture in general. It is located in the 

steep side of a cliff in the gorges 
of the Ardeche, a tributary of 
the Rhone river. One of the 
famous in France natural 
sights, Pont d'Arc, is situated 
not far from the cave. Pont d'Arc is a huge arc, cut 
through a rock by the waters of the Ardeche, which forms 
a gigantic single-span bridge, 60 ms high. 

 

                                                            
8 Retrieved from the World Wide Web: http://vm.kemsu.ru/en/palaeolith/cosce.html 



The cave was discovered on the 18th of December 1994 by three 
speleologists - Jean-Marie Chauvet, Eliette Brunel Deschamps and 
Christian Hillaire. They had already been experienced in exploring caves; 
several of them had the traces of a pre-historic man's stay. They had seen 
the half-covered entrance into an unnamed cave before but it seemed to be 
of a secondary interest and was not explored. That day, when Eliette 
wriggled into the narrow duck, she saw a big cave about 10 metres below 
her - the speleologists were certainly above a big gallery! They understood 
that they must return to the van for the necessary equipment. It was already 
evening and they even thought of putting the exploration off but still they 
took a ladder, came back into the cave, and climbed down into a wide 
passage.  
 
They moved some dozens metres in the gallery and saw traces of red ochre 
and a depiction of a mammoth and other beasts - a new monument of 
palaeolithic paintings was before them! 
 

A complete study of the cave will take 
several decades. There is a 
succession of four big "vestibules" 
with about or more than 300 
paintings. They are in a remarkable 
state of preservation. At present, the 
paintings are the oldest known on the Earth (about 32 
millenia). Even the first investigations shook the 

established notions concerning the art of the Upper Palaeolithic period and 
pushed its beginning almost 5 millenia to the back. Chauvet cave is 
described in many scientific articles, not mentioning sensational materials 
in mass media, a large artistic album is published and translated into the 
main European languages9. 
 
Brazil. Until quite recently, both Americas were considered to have no 
prehistoric art monuments dated earlier than the Neolithic and Bronze Age. 
During last years, however, there came some publications, asserting that 
some paintings and petroglyphs, situates not far from Sao Raimundo 
Nonatu village, in the south-east of Piaui state are dated by the period, 
synchronous to the European Upper Palaeolithic. The local population knew 
them long ago but nobody knew their real age. In 1963, the mayor of Sao 
Raimundo Nonatu visited the university museum of Sant-Paulo and, seeing 
the exhibition, devoted to the archaeology of Brazil, told the director of the 
museum that there are different depictions on some rocks in his places, and 
even showed some photos. The first expedition took place in 1970. It turned 
out that in the north-east of Brazil near Sao Raimundu Nonatu and in the 
distance from it, on the area of 40000 km, a large number of pre-historic art 

                                                            
9 Retrieved from the World Wide Web: http://vm.kemsu.ru/en/palaeolith/shove.html 



monuments, representing both paintings and drawings, is concentrated. 
Paintings are  
at the foots of shore vertical rocks and on the slopes of valleys, in caves. 
Engraved depictions are more often seen on separate rocks at the cave 
entrances. Some accumulations consist of more than thousand depictions 
but the majority include from 10 to 100 figures. These are mostly 
anthropomorphic depictions. People are represented in motion, some figures 
can compose very dynamic compositions although their interpretation is 
rather difficult.  
 
Archaeological excavations helped to establish chronology of settling of this 
territory and development of ancient art. The most ancient period - Pedra 
Furada is divided into four successive phases. By the period of Furada I 
(about 46000 BC), the existence of art is supposed because in the dated 
archaeological layers, fragments of the rock with dye marks were found. 
Depictions appear only at the final stage (Pedra Furada IV, about 15000 
BC). At the end of the Pleistocene or at the beginning of the Holocene 
(between 8000 and 7000 BC) in the region of Sao Raimundo Nonatu, 
different ancient tribes were changing. Pedra Furada culture was changed 
by Serra Talhada culture. The artistic tradition Nordeste appears, with the 
most ancient style Serra da Capivara. Depictions of Agrest culture are also 
met here during the same epoch. By 3000 BC, Nordeste tradition vanishes 
completely and by 2000 BC, the time of Agrest culture comes10. 

                                                            
10 Retrieved from the World Wide Web: http://vm.kemsu.ru/en/palaeolith/brazil.html 

 



Prehistoric arts of Europe 
 
Paleolithic 
 
The earliest European art found so far is of the upper Paleolithic period 
(literally: "Old Stone Age"), both cave painting and portable art, such as 
animal carvings and so called Venus figurines, such as the Venus of 
Willensdorf. There are some speculations that only homo sapiens is capable 
of artistic expression, in comparison to the Homo neanderthalensis.  
 
Yet homo erectus had, long before, produced seemingly aimless patterns on 
artifacts, as is evidenced by the finds from Bilzingsleben, Thuringia that 
might be understood as a precursor technology to art, as well as to reveal 
some intent of the artificer to decorate, to fashion beyond the practical 
necessities of the tool under production. The symmetry and attention given 
to the shape of a tool has led authors to see middle Paleolithic hand axes 
and especially laurel points as artistic expressions as well.  
 
The Bereket Ram Venus (Israel) and its counterpart in Morocco, The Tan-
Tan Venus, dated between 800,000 and 220,000 B.C., may indicate the 
earliest attempts at human form as well as purpose. A recent find, the Mask 
of La Roche-Cotard in France, now suggests that Neanderthal humans may 
have developed a sophisticated and more complicated artistic tradition.  
 
Mesolithic (10,000 - 8000 B.C.) 
 
Otherwise known as "Middle Stone Age", the Mesolithic period covered a 
brief span of around 2,000 years. While it served as an important bridge 
between the Upper Paleolithic and Neolithic ages, the art of this period was, 
well, sort of boring. From this distance, it is not nearly as fascinating as the 
discovery of (and innovations in) the art of the preceding era. And the art of 
the subsequent Neolithic era is exponentially diverse, besides being better 
preserved and offering us thousands of examples of itself, instead of a 
"handful".  
 
The Mesolithic period has some examples of portable art, like painted 
pebbles (Azilien) from Birseck, Eremitage in Switzerland, and in some areas, 
like the Spanish Levant, stylized rock art. Patterns on utilitarian objects, 
like the paddles from Tybrind Vig, Denmark, are known as well. 
 
Neolithic (8000 - 3000 B.C.) 
 
After the rather ho-hum art of the Mesolithic era, art in the Neolithic 
(literally: "new stone") age represents a spree of hellzapoppin' innovation. 
Humans were settling themselves down into agrarian societies, which left 



them enough spare time to explore some key concepts of civilization - 
namely, religion, measurement, the rudiments of architecture and writing 
and, yes, art. 
 
Free standing sculpture had already begun by the Neolithic, the earliest 
being the anthropomorphic figurines, often enbellished by animals from 
the very beginning of the Neolithic, discovered in Nevali Cori and Göbekli 
Tepe near Urfa in eastern Turkey, dating to ca. 10th millennium B.C.. The 
Mesolithic statues of Lepenski Vir at the Iron Gorge, Serbia, and Montenegro 
date to the 7th millennium B.C. and represent either humans or mixtures of 
humans and fish. 
 
In Central Europe, many Neolithic cultures, like Linearbandkeramic, 
Lengyel, and Vinca, produced female (rarely male) and animal statues that 
can be called art. Whether the elaborate pottery decoration of, for example, 
the Želiesovce and painted Lengyel style are to be classified as art is a 
matter of definition. 
 
Megalithic monuments are found in the Neolithic from Spain to the British 
Isles and Poland. They start in the 5th Millennium B.C., though some 
authors speculate on Mesolithic roots. Because of frequent reuse, this is 
difficult to prove. While the most well-known of these is Stonehenge, were 
the main structures date from the early Bronze age. Such monuments have 
been found throughout most of Western and Northern Europe, notably at 
Carnac, France, at Skara Brae in the Orkney Islands, in Portugal, and in 
Wiltshire, England, the area of Stonehenge, the Avebury circle, the tombs at 
West Kennet, and Woodhenge. One tomb found in New Grange, Ireland, has 
its entrance marked with a massive stone carved with a complex design of 
spirals. The tomb of Knowth has rock-cut ornaments as well. Many of these 
monuments were megalithic tombs, and archaeologists speculate that most 
have religious significance.  
 
Bronze Age (2500 - 800 B.C.) 
 
During the 3rd millennium B.C., however, the Bronze Age began in Europe, 
bringing with it a new medium for art. The increased efficiency of bronze 
tools also meant an increase in productivity, which led to a surplus - the 
first step in the creation of a class of artisans. Because of the increased 
wealth of society, luxury goods began to be created, especially decorated 
weapons. Examples include ceremonial bronze helmets, ornamental ax-
heads and swords, elaborate instruments such as lurer, and other 
ceremonial objects without a practical purpose. Rock art, showing scenes 
from the daily life and religious rituals have been found in many areas, for 
example in Bohuslän Sweden and the Val Carmonica in Northern Italy. 
 
 



Iron Age (750 - 50 B.C.) 

The Iron age saw the development of anthropomorphic sculptures, such as 
the warrior of Hirschlanden, and the statue from the Glauberg, Germany. 
Hallstatt artists in the early Iron Age favoured geometric, abstract designs 
perhaps influenced by trade links with the Classical world. 

The more elaborate and curvilinear La Tène artistic style developed in 
Europe in the later Iron Age from a centre in the Rhine valley but it soon 
spread across the continent. The rich chieftain classes appear to have 
encouraged ostentation and Classical influences such as bronze drinking 
vessels attest to a new fashion for wine drinking. Communal eating and 
drinking were an important part of Celtic society and culture and much of 
their art was often expressed through plates, knives, cauldrons and cups. 
Horses' tack and weaponry were also subjects deemed fit for elaboration. 
Mythical animals were a common motif along with religious and natural 
subjects and their depiction is a mix between the naturalistic and the 
stylised. Megalithic art was still practised, examples include the carved 
limestone pillars of the sanctuary at Entremont in modern day France. 
Personal adornment included torc necklaces whilst the introduction of 
coinage provided a further opportunity for artistic expression. Although the 
coins of this period are poorly made derivatives of Greek and Roman types, 
the more exuberant Celtic artistic style is still visible. 

The famous late fourth century B.C. chariot burial at Waldalgesheim in the 
Rhineland produced many fine examples of La Tène art including a bronze 
flagon and bronze plaques with repoussé human figures. Many pieces had 
curvy, organic styles though to be derived from Classical tendril patterns. 

In much of western Europe elements of this artistic style can be discerned 
surviving in the art and architecture of the Roman colonies. In areas where 
Roman influence was missing altogether, the later Iron age artistic tradition 
continued well into the historic period, perhaps most famously in Ireland 
and Northumbria. 



Megalithic sites in the UK and Eire 

 

The British Isles have an ancient and venerable tradition of stonecraft, 
and many of the sites were already old before the Romans came to settle 
in England and parts of Wales and written history arrived. Ten thousand 
years stretch across the ages between the early experiments in wood and 
observation at Stonehenge and the unique construction that we see 
today, and stone has stood there on Salisbury Plain to witness half of 
that time. Elsewhere in the British Isles, almost a thousand stone circles 
are the quiet evidence of Man's activities, hopes, and aspirations. 

We can hardly imagine what life was like for our Neolithic forebears - the 
elements and the changing seasons were part of their daily lives, and 
they struggled with essentials that we take for granted now. Yet they 
found time to collect in what seem to be ceremonial sites and celebrated 
the passage of the seasons. Thinly spread out across the landscape, quite 
large groups came together to construct megalithic sites, from the 



solitary standing stones on windswept height that were the work of a 
family group to the enormous megalithic cathedrals of Avebury, 
Stonehenge, and Callanish. 

A glance at the distribution of megalithic sites shows that they are found 
all over the British Isles, except for the south-east of the country from a 
line joining Bridlington in the north to Poole in the south. Much of this 
area was impassable wetlands in Neolithic times, and the dearth of 
suitable stone raw material in the sandy and clay soils of the area would 
make megalithic construction difficult! Nevertheless, in 1998 the shifting 
sands of the Wash revealed 'Seahenge', a wooden construction of timbers 
in a circle surrounding an upturned tree trunk. Stone Age man had left 
his mark in wood even in East Anglia, and the flint mines of Grimes 
Graves in Norfolk also point to activity where no megalithic sites remain. 

Neolithic Man was still not far off from the hunter-gatherer of old and 
farming was highly unsustainable. Wild, impenetrable forest covered 
much of the British Isles and Stone-Age agriculture had much slash-
and-burn in it - fire would be used to clear an area which would then be 
farmed for a while. Without a detailed awareness of crop rotation and 
other techniques, the thin soils would be swiftly exhausted and the 
farmers would clear another area and move on. The weather was warmer 
then, but some archaeologists suggest some of the large-scale stonecraft 
of later times (1500BC to 1BC) may have been an increasingly desperate 
attempt to propitiate the deities against the cooling climate.  

Though silent and without any written record of whence they came and 
why they are here, their very presence and fabulous variety speak for the 
talent and resourcefulness of the early inhabitants of these islands. 

 



Prehistory arts of Africa 
Considering the current theory that human beings originated in Africa and 
the hunter-gathering technologies evolved there, there are scant 
representatives of true art before the great flowering of culture in the Upper 
Paleolithic. One of the oldest Venus figurines found is from the Draa River 
valley in Morocco. This and other indications suggest that hominids may 
have had a broader conception of 
their world than was previously supposed. 

Significant bushman rock paintings exist in the Waterberg area above the 
Palala River, some of which are considered to derive from the period 8000 
BC. These images are very clear and depict a variety of human and wildlife 
motifs, especially antelope. 

Prehistory arts of the Americas 
Cahokia is the site of an ancient Native American city near Collinsville, 
Illinois, across the Mississippi River from St. Louis, Missouri in the 
American Bottom floodplain. The site is composed of a series of man-made 
earthen mounds.  
 
Although there is some evidence of Late Archaic period (approximately 
1200 BC) occupation in and around the site, Cahokia was first settled 
around 650 during the Late Woodland period, but mound building did not 
begin there until about 1050 at the beginning of the Mississippian cultural 
period. The site was abandoned before 1400. The inhabitants left no written 
records beyond symbols on pottery, shell, copper, wood and stone, but the 
elaborately planned community, woodhenge, mounds and burials reveal a 
complex and sophisticated society. The city's original name is unknown.  
 
The Great Serpent Mound is a 1,348-foot (411 m)-long, three-foot-high 
prehistoric effigy mound located on a plateau of the Serpent Mound crater 
along Ohio Brush Creek in Adams County, Ohio. Researchers have 
attributed construction of the mound to three different prehistoric 
indigenous cultures. Although it was once thought to be Adena in origin, 
many scholars now believe that members of the Fort Ancient culture built it 
about 1070 BC (plus or minus 70 years). Serpent Mound is the largest 
serpent effigy in the world. 
 
The Maya civilization is a Mesoamerican civilization, noted for the only 
known fully developed written language of the pre-Columbian Americas, as 
well as its spectacular art, monumental architecture, and sophisticated 
mathematical and astronomical systems. Initially established during the 
Preclassic period, many of these reached their apogee of development during 
the Classic period (c. 250 to 900), and continued throughout the Postclassic 



period until the arrival of the Spanish. At its peak, it was one of the most 
densely populated and culturally dynamic societies in the world. 
 
While the Maya area was initially inhabited around the 10th millennium BC, 
the first clearly “Maya” settlements were established in approximately 1800 
BC in Soconusco region of the Pacific Coast. This point in time, known as 
the Early Preclassic, was characterized by sedentary communities and the 
introduction of 
pottery and fired clay figurines. 
 
Archaeological evidence suggests the construction of ceremonial 
architecture in Maya area by approximately 1000 BC. The earliest 
configurations of such architecture consist of simple burial mounds, which 
would be the precursors to the stepped pyramids subsequently erected in 
the Late Preclassic. Prominent Middle and Late Preclassic settlement zones 
are located in the southern Maya lowlands, specifically in the Mirador and 
Petén Basins. Important sites in the southern Maya lowlands include Nakbe, 
El Mirador, Cival, and San Bartolo. Mid-sized Maya communities also began 
to develop in the northern Maya lowlands during the Middle and Late 
Preclassic, though these lacked the size, scale, and influence of the large 
centers of the southern lowlands. Two important Preclassic  
northern sites include Komchen and Dzibilchaltun. 

 

Native arts of Oceania 
Australia 
Starting from its first settlers from Asia, the natives of Australia, often 
known as Aborigines, have been creating distinctive patterns of art. Early 
known artworks of the Aborigines are mostly rock paintings. Many are 
called X-ray paintings because they show the bones and organs of the 
animals they depict. Some aboriginal art seems abstract to modern viewers; 
aboriginal art often employs geometrical figures and lines to represent 
landscape, which is often shown from a birds-eye view. For instance, in 
aboriginal symbolism, a swirl stands for a watering hole.  
 
The Bradshaws are a unique form of rock art found in Western Australia. 
They are predominantly human figures drawn in fine detail with accurate 
anatomical proportioning. They have been dated at over 17,000 years old 
and debate rages as to who actually created them.  

Polynesia 
Like the aborigines of Australia, the natives of Polynesia left behind a 
distinct artistic heritage. While many of their artifacts were made with 
organic materials and thus lost to history, some of their most striking 



achievements survive in clay and stone. Among these are numerous pottery 
fragments from western Oceania, from the late 2nd millennium BC. Also, 
the natives of Polynesia left scattered around their islands Petroglyphs, 
stone platforms or Marae, and sculptures of ancestor figures, the most 
famous of which are the Moai of Easter Island. 



 

 

 
 
Specific Features of the Prehistoric Art 

  
While speaking about the prehistoric art we, freely or unintentionally, 
create a certain illusion of equality between it and the art of the latest 
epochs up to modern times. Formulations, usual for popular art-
criticism, are widely used while interpreting ancient depictions 
("aesthetic norms and principles", "the message of the art", "reflection of 
life", "composition", "perception of the beautiful" etc.), but they took us 
aside from the understanding of the prehistoric art's specific character.  

Now art is a specific field of culture with boundaries and specialization, 
clearly realized both by creators and "users" of the art, but in the past 
those notions were more vague. In the primitive man's mentality, art was 
not singled out into a special field of activity.  

Only a few people possessed the ability to create depictions (as nowdays). 
Certain supernatural features were ascribed to them, like later to 
shamans. Probably, that put them into special conditions in their society 
but one can only guess the authentic details. The process of realization of 
an independent role of art in its different trends by the society started 
only in the late antiquity, dragged on for some hundreds of years and 
completed not earlier than the Renaissance. So we can speak about 
primitive "creative work" only allegorically. The whole spiritual life of the 
primitive people passed in a single, not separated into special spheres, 
cultural environment. It is credulous to think that there were artists and 
spectators in the primitive art, as we have now, or that all the people 
were artists-amateurs and spectators at the same time (something like 
our amateur artistic work). The idea of leisure hours filled by different 
kinds of art is not correct either. They simply had no leisure hours as we 
understand them (as time, not occupied with any activity), because they 
did not distinguish between work and idleness. At the end of the Upper 
Palaeolithic, when a primitive man had a few hours free from his 
intensive struggle for survival and got a possibility to glance at the sky 
and around himself, he was busy with ritual and other activities, not idle 
but aimed to the prosperity of his family and himself.  
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So while using the notion "art" in respect of the primitive epoch, it is 
desirable to keep in mind the above-mentioned statement.  

What art should be considered to be a prehistoric one? Few years ago, the 
Marxist philosophy of history considered as prehistoric the art of the 
primitive society: the Palaeolithic, Neolithic, Bronze Ages. But the 
development of culture was uneven. When a primitive organization 
dominated over the Eurasian steppes, in the Mediterranean, 
Mesopotamia, in the valley of the Nile and in other regions with 
favourable natural conditions, the ancient civilizations were formed.  

Unevenness of the cultural development rated in different periods and 
in different regions requires appropriate criteria to classify imaginative 
monuments to the prehistoric art or, for example, to the culture of early 
civilizations. The main features of the civilization, such as urban culture, 
writing, murals and reliefs on the walls of living and cult buildings etc., 
may be one of these criteria (though not quite absolute because absolute 
criteria are impossible in the history of culture). But the situation is still 
vague. Egypt of the Early or Ancient Kingdom existed under the 
conditions of the Chalkolithic; the tools were mainly stone as in the 
prehistoric society. At the same time, art was brilliant and diverse and 
how to classify the murals on the walls of dwellings and shrines of the 
proto-urban culture like Chatal Huyuk or statuettes from Jericho, 
Khadgilar etc.?  

Can we consider the Scythian animal style, which carries the features of 
the Aeneolithic art of Southern Siberia, the influence of Greek art at the 
peak of the Athenian democracy and that of Iran in the Achaemenids 
epoch, to be a primitive art? How to attribute the art of the Indians from 
the North-Western coast of the USA and Canada, which is, in fact, quite 
up-to-date, or the art of the numerous aboriginals from Asia, Africa, 
Australia, and Latin America? The imaginative art of these peoples, as 
well as the art of aboriginals from Siberia, Central Asia, and Europe still 
preserve many subjects and stylistic peculiarities of the prehistoric art. 
Therefore, it may not be out of place to call such art "an imaginative 
folklore". Close interaction of oral and imaginative traditions and of other 
aspects of the sign behavior (dancing, mime, rythmical speech, etc.) in the 
prehistoric art is based on the common natural psycho-physiological 
principles. Language and image are - from the appearance of the modern 
man and up till now - means of cognition and reflection of the outside 
world that are the complement of one another. If the complementarity 
principle can exist in the humanities the same way as in physics, it is 
applicable, in the first turn, to the explanation of interaction of logical 
and imaginative mentation.  

The main folklore features are visible in the prehistoric art. For instance, 
it is difficult to distinguish individual artistic styles in the palaeolithic 
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paintings and in the neolithic petroglyphs, although the "epoch style" is 
clearly seen. The same goes with folklore. The ancient Greek literature, 
brilliant as it was, is not a literature in the modern sense of the word. As 
the author's verbal art oriented for the readers and printed for them, it 
appeared only in the Hellenistic epoch and the interest to the author 
appeared still later.  
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Ancient Civilizations 



Mesopotamia 
Sumerian Art  -  3000  - 2300 BC 

   Akkadian Art -  2300  - 2150 BC       
  Neo-Sumerian Art  -  2150 - 2000 BC       
  Babylonian Art  -  1900  - 1600 BC       
  Assyrian Art  -  900  - 612 BC       
  Neo-Babylonian Art - 625  - 539 BC   
 
Arts of Ancient Mesopotamia   
 
Mesopotamia (modern day Iraq), is often considered the "cradle of 
civilization." Within its boundaries, the most ancient civilizations known to 
man first developed writing and agriculture. Many civilizations flourished 
there, leaving behind a rich legacy of ancient art.   

Sumeria   

Sumeria is considered by many to be the first civilization - archaeological 
evidence attests to their existence during the 5th millennium BC. The 
Sumerians were the first to develop pottery. They decorated their works with 
cedar oil paints. The Sumerians also developed jewellery.  One of the most 
remarkable artifacts remaining from the Sumerian civilization is known as 
the Standard of Ur. Dated to approximately 2500 B.C., the Standard is a 
wooden box inlaid with shells and lapis lazuli. It depicts soldiers presenting 
their king with prisoners on one side and peasants presenting him with gifts 
on the other - stunning evidence attesting to the vibrancy of art in this 
ancient culture.   

Babylon   

The conquest of Sumeria and Akkad by Babylon marks a turning point in 
the artistic as well as political history of the region.  The Babylonians took 
advantage of the abundance of clay in Mesopotamia to create bricks. The 
use of brick led to the early development of the pilaster and column, as well 
as of frescoes and enamelled tiles. The walls were brilliantly coloured, and 
sometimes plated with bronze or gold as well as with tiles. Painted terra-
cotta cones were also embedded in the plaster.   



 

 

The Babylonians were also great metal-workers, creating funtional and 
beautiful tools with copper. It is possible that Babylonia was the original 
home of copper working, which spread westward with the civilization to 
which it belonged. In addition, the want of stone in Babylonia made every 
pebble precious and led to a high perfection in the art of gem-cutting. 
The arts of Babylon also included tapestries, and Babylonian civilization 
was from an early date famous for its embroideries and rugs.  

Assyria 
 

Like all other kingdoms, the Babylonian kingdom did not last forever. 
When Babylon fell into decline it was eventually conquered by Assyria, 
one of its former colonies, Assyria inherited its arts as well as its empire.  

At first, Assyrian architects and artists copied Babylonian styles and 
materials, but as time went by, however, the later Assyrians began to 
shake themselves free of Babylonian influences. The walls of the Assyrian 
palaces were lined with slabs of stone instead of brick, and were colored 
instead of painted as in Chaldea. In place of the bas-relief, we have 
scuplted figures, the earliest examples being the statues from Telloh that 
are realistic but somewhat clumsy.  

No remarkable specimens of metallurgic art from early Assyria have been 
found, but at a later epoch, great excellence was attained in the 
manufacture of such jewellery as earrings and bracelets of gold. Copper 
was also worked with skill.  

The forms of Assyrian pottery were graceful; the porcelain, like the glass 
discovered in the palaces of Nineveh, was derived from Egyptian 
originals. Transparent glass seems to have been first introduced in the 
reign of Sargon II. Stone as well as clay and glass were employed in the 
manufacture of vases. Vases of hard stone have been disinterred at Tello 
similar to those of the early dynastic period of Egypt.  
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Egypt 
 
                 

    Early Dynastic Art  -  3500  - 2686 BC  
    Old Kingdom Art  -  2686  - 2185 BC  
    Middle Kingdom Art  -  2133  - 1750 BC  
    Early New Kingdom Art  -  1570  - 1353 BC  
    Amarna Art  -  1353  - 1332 BC  
    Late New Kingdom Art  -  1332 - 1075 BC  
    Late Period Art  -  750 - 332 BC  
    Macedonian Dynasty Art  -  332 - 304 BC  
    Ptolemaic Dynasty Art  -  304 - 30 BC  
    Art under the Roman Emperors  -  30 BC - 395 AD  
 

 
Ancient Egyptian Timeline  
Dynasties and Kingdoms in Ancient Egypt 

c. 4500-3000 Predynastic Period  
c. 3100-2890 Early Dynastic: Dynasty 1  
c. 2890-2686 Early Dynastic: Dynasty 2  
c. 2686-2613 Early Dynastic: Dynasty 3  
c. 2613-2494 Old Kingdom Dynasty 4  
c. 2494-2345 Old Kingdom Dynasty 5  
c. 2345-2181 Old Kingdom Dynasty 6  
c. 2181-2125 Old Kingdom Dynasties 7 & 8  
c. 2125-2025 First Intermediate Period: Dynasties 9-11  
c. 2025-1700 Middle Kingdom Dynasties 11-13  
c. 1700-1550 Second Intermediate Period Dynasty 13-17  
c. 1550-1295 New Kingdom Dynasty 18  
c. 1295-1186 New Kingdom Dynasty 19  
c. 1186-1069 New Kingdom Dynasty 20  
c. 1069-945   Third Intermediate Period Dynasty 21  
c. 945-727     Third Intermediate Period Dynasties 22-23  
c. 727-332     Late Period Dynasties 24-30 and Persian Occupation  
c. 332-30       Ptolemaic Period  
    30 BC - 330 AD Roman Period  
    330 AD - 641 Byzantine Period 

Planer
Typewritten Text
31



Ancient Egyptian Art  

Because of the highly religious nature of Ancient Egyptian civilization, many 
of the great works of Ancient Egypt depict gods, goddesses, and Pharaohs, 
who were also considered divine.  Ancient Egyptian art is characerized by 
the idea of order. Clear and simple lines combined with simple shapes and 
flat areas of color helped to create a sense of order and balance in the art of 
ancient Egypt. Ancient Egyptian artists used vertical and horizontal 
reference lines in order to maintain the correct porportions in their work. 
Political and religious, as well as artistic order, was also maintained in 
Egyptian art. In order to clearly define the social hierarchy of a situation, 
figures were drawn to sizes based not on their distance from the painter's 
point of view but on relative importance. For instance, the Pharaoh would be 
drawn as the largest figure in a painting no matter where he was situated, 
and a greater God would be drawn bigger than a lesser god. Symbolism also 
played an important role in establishing a sense of order. Symbolism, 
ranging from the Pharaoh's regalia (symbolizing his power to maintain order) 
to the individual symbols of Egyptian gods and goddesses, was ominpresent 
in Egyptian art . Animals were usually also highly symbolic figures in 
Egyptain art. Color, as well, had extended meaning— Blue and green 
represented the Nile and life; yellow stood for the sun god; and red 
represented power and vitality. The colors in Egyptian artifacts have 
survived extremely well over the centuries because of Egypt's dry climate.  
Despite the stilted form caused by a lack of perspective, ancient Egyptian 
art is often highly realistic. Ancient Egyptian artists often show a 
sophisticated knowledge of anatomy and a close attention to detail, 
especially in their renderings of animals.  During the 18th Dynasty of Egypt, 
a Pharaoh by the name of Akhenaton took the throne and abolished the 
traditional polytheism. He formed a monotheistic religion based on the 
worship of Aten, a sun god. Artistic change followed political upheval. A new 
style of art was introduced that was more naturalistic than the stylised 
frieze favored in Egyptian art for the previous 1700 years. After Akhenaton's 
death, however, Egyptian artists reverted to their old styles.   



Arts of the Ancient Aegean 
Minoan Art 
 
Early Minoan Art - 2800-2000 B.C. 
Middle Minoan Art - 2000-1700 B.C. 
Late Minoan Art - 1550-1400 B.C. 
 
The greatest civilization of the Bronze Age was that of the Minoans, a 
mercantalist people who built a trading empire from their homeland of Crete 
and from other Aegean islands. Minoan civilization was known for its 
beautiful ceramics, but also for its frescos, landscapes, and stone carvings. 
In the early Minoan period ceramics were characterized by linear patterns of 
spirals, triangles, curved lines, crosses, fishbone motives and such. In the 
middle Minoan period, naturalistic designs such fish, squids, birds, and 
lilies were common. In the late Minoan period, flowers and animals were still 
the most characteristic, but variability had increased. The 'palace style' of 
the region around Knossos is characterized by strong geometric 
simplification of naturalistic shapes and monochromatic painting. The 
Palace at Knossos was decorated with frescoes showing aspects of everyday 
life, including court ritual and entertainment such as bull-leaping and 
boxing. The Minoans were also skilled goldsmiths, creating beautiful 
pendants and masks in the precious metal. 
 
Minoan civilization is defined by a lack of continuity, growth and 
development cannot be thought of as the civilization disappears and 
reappears very abruptly of which not much is known about. Minoan art is 
very playful, and displays rhythm and motion. 

Architecture  

Minoan civilization is known for constructing several large and great 
palaces, most commonly Knossos, Phaistos, and Mallia which were 
destroyed around 1700 B.C. and rebuilt and then suffered some destruction 
again around 1500 B.C.. The "new" palaces are the main source of 
information on Minoan architecture. The palace of Knossos, which is called 
the Palace of Minos is the most elaborate and ambitious of the three. It is 
characterized by a vast number of rooms over a large amount of land. It has 
currently been excavated and partially restored. Minoan architecture is 
defined by its numerous porticoes, staircases, storerooms, workshops, and 
air shafts that would have provided the structure with an open feeling. 
Interior rooms are typically small with low ceilings, but have richly 
decorated walls. Although none have survived, by depiction in painting and 
sculpture it is known that columns in the Minoan palaces were constructed 



of wood. Minoan architecture are thought to be a place of not only royal 
residence but the administrative center and commercial activity. 

Paintings, Pottery, and Reliefs  

Between 2000 and 1700 B.C., Minoan pottery is defined by its technical 
perfection and dynamic swirling ornament and its art is characterized by its 
naturalistic and rhythmic movement. Many murals and reliefs were scenes 
from nature depicting animals, birds, and sea creatures in lush vegetation; 
marine life being favored. Most images are flat in form and silhouetted 
against backgrounds of solid color. Forms from this era typically portray a 
weightlessness as they seem to float or sway. Human figures are painted as 
slim-waisted and athletic in body type for both male and female, 
differentiating only in skin color; females are lighter in skin tone. 

Cycladic art - 2600 - 1100 B.C. 

Cycladic art originates between 2600 and 1100 B.C. Those that inhabited 
the Cycladic Islands during this time period left very little trace of their 
existence apart from their stone tombs. Cycladic art includes a large 
number of marble idols, almost all representing an upright standing nude 
figure, most commonly female and with arms folded across chest. The 
female figure is thought to represent the mother and fertility goddess. 
Cycladic nude figurines are fairly primitive yet distinctive to the area. They 
are defined by very flat, wedge shaped bodies, columnar necks and oval 
featureless faces apart from well defined noses. Figures have very subtle 
curves and subtle markings of knees and abdomen. 

Mycenaean Art  

Mycenaean Art - 1550-1200 B.C. 
Sub-Mycenaean Art - 1100-1025 B.C. 
 
Mycenae, an ancient Greek city, is an archaeological site in Greece, located 
about 90km south-west of Athens, in the northeast Peloponnesus that 
flourished during the Bronze Age, as the center of an early civilization.  

Mycenaean Art occurred from roughly 1550 to 1200 B.C. on the Greek 
mainland, during the Late Helladic period of Greece. The Mycenean art is 
named after the inhabitants of Mycenae, descending from early Greek tribes 
of 2000 B.C.. Although the Mycenaean and Greek cultures were two 
separate entities, they occupied the same lands, successively. The latter 
learned a few thing from the former, including how to build gates and 
tombs. Besides architectural explorations including Cyclopeanmasonry and 



"beehive" tombs, the Mycenaeans were awesome gold-smiths and potters. 
They raised pottery from merely functional to beautifully decorative, and 
segued right out of the Bronze Age into their own insatiable appetite for 
gold. (One suspects that that the Mycenaeans were so wealthy they weren't 
satisfied with a humble alloy.)  

Around 1200 and the Homeric fall of Troy, the Mycenaean culture dwindled 
and died, followed by an artistic phase known both as Sub-Mycenaean 
and/or the "Dark Ages". This phase, lasting from c. 1100 -1025 BC, saw a 
bit of continuity with the previous artistic doings, but no innovation.  

The epic poems attributed by the later Greeks to Homer, the Iliad and the 
Odyssey, preserve memories of the Myceanean period. Homer's poems make 
Agamemnon, King of Mycenae, the leader of the Greeks in the Trojan War.  

Architecture  

Mycenaean palaces were generally placed on hilltops surrounded by 
defensive walls, constructed of large stone blocks. The best known feature of 
Mycenaean architecture the Lion Gate, built in about 1250 B.C., is one of 
the few remaining structures of Mycenaean architecture that inspired later 
Greek cultures. At the center of the palaces were royal audience halls called 
the Megaron, defined by a round hearth in the center and four columns 
supporting its roof. Structures always featured roofs of fired tiles. 

The acropolis or "high city" of Mycenae is believed to have been fortified as 
early as 1500 B.C., as evidenced by grave-shafts dating from that period. In 
around 1350 B.C., the fortifications on the acropolis, and other surrounding 
hills, were rebuilt in a style known as "cyclopaean," because the blocks of 
stone used were so massive that they were thought in later ages to be the 
work of the one-eyed giants known as Cyclops. Within these walls, parts of 
which can still be seen, monumental palaces were built.  

In later periods, the Mycenaeans stopped burying their kings in grave 
shafts, and instead built enormous circular tombs called tholoi, often built 
into the sides of hills. The largest of these was discovered by the German 
archaeologist Heinrich Schliemann. Since it had long ago been looted of its 
contents, he did not realize it was a tomb and called it the Treasury of 
Atreus.  

 

 

 



Sculpture  

Sculpture of the Mycenaean era was most commonly found in royal palaces. 
Shrines for gods were the most common sculpture type. Figures were richly 
curved portraying a sense of flexibility in movement. 

 

 

 

 

 

 



 

 

Phoenician Art 
 
 

Records of inscriptions from the ancient Eastern Mediterranean show 
that the Phoenicians were famous for their crafts and artistic work in 
metal, ivory, glass, terra cotta, wood, and stone in addition to weaving 
and dyeing purple wool and fabrics. However, critics did not give them 
fare recognition because Phoenician art borrowed from the mix of 
civilizations they interacted with through their trade. 

Phoenician artisans were more concerned with what the object looked 
like rather than its strict stylistic orthodoxy. Phoenician art served many 
purposes that include religious, trade or others but was meant to appeal 
to a visual impact and communicate ideas. 

Phoenician objet d'art that we find today is comprised of rather small 
objects. Most are made of gold, ivory, semiprecious stones, silver, glass, 
bronze, and terra cotta. Also, large stone objects survive. Less durable 
items such as carved wood and fabric are almost very rare or not to be 
found at all. 

Most of what survives, as in many other civilizations, pertains to burial 
or funerary context. Grave supplies include jewelry, scarabs, amulets, 
terra cotta, metal bowls, ivory boxes, cosmetic items, and 
possessions that denote rank and status and last but not least stone 
sarcophagi (Moscati 1988: 292-99, 328-53, 370-93,394-403). 

Phoenician art is found both in temples and in tombs. However, this 
should not be taken to mean that there art was created for the dead or to 
the worship of gods. A lot still remains to be discovered even when most 
of what has surfaced comes from the latter which often is the repository 
of art that might not have survived. 

Phoenician trade was instrumental in the expanse to which Phoenician 
art had reached. Around 1000 BC, Phoenician goods were to be found 
around the far corners of the Mediterranean and influenced the cultures 
of these areas such as the Greeks, Etruscans, North Africans, and 
Iberians just as much as the Assyrians and the other Semites. 

 

[1500 - 500 BC]
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Very few archaeological sites in Phoenicia, the motherland, were 
adequately excavated with the exception of Sarepta (Pritchard 1978). 
Therefore, known Phoenician art come from the diaspora of Phoenician 
colonies and trading posts. It is found in quantity at well-excavated 
Phoenician sites in Spain, Sicily, Sardinia, and Tunisia. These artifacts, 
most dating to the seventh through second centuries BC, though they 
differ from those made by eastern Phoenicians, which date mainly from 
the ninth to eighth centuries BC. Further, Phoenician art is often 
conservative in nature and the same motifs are reproduced in similar 
ways for centuries. 

Eclecticism is the identifying hallmark of Phoenician art. Its unusual 
combinations and modifications of motifs and designs borrowed from a 
variety of foreign styles and designs, the eclectic Phoenician usage is 
unique because other cultures and traditions would not use or depict a 
motif out of context of a certain religion as did the Phoenician. 

Phoenician artists often used elements of Egyptian, Assyrian, or Greek in 
their designs. This carried over to color selection and combination. 
Phoenician artists sometimes imitated specific foreign styles rather than 
modifying them. This makes it difficult to recognize which is copied 
Phoenician and which is authentic. Cultures of the region borrowed from 
various sources outside their own and the Phoenicians did so more. 

 

Ivory 

 

Phoenician work on ivory objects has been found all 
around the Mediterranean, the islands and the inland 
domains of the ancient empires in palaces, tombs, and 
sacrifices in temples. Ivory carving was a long 
established craft in the Eastern Mediterranean and ivory 
was considered a precious commodity. Many discoveries 

in Egypt, Assyria, Cyprus, Carthage, Malta, and Sardinia confirm 
this. 

The ivories from all these sites include furniture such as chairs, 
thrones, footstools, and beds. Smaller items of ivory, such as boxes, 
handles for fans or fly-whisks, cosmetic implements, and even 
horse blinkers and harness trappings. Paint, gold leaf, and inlaid 

stones, glass and paste made many of these 
Phoenician ivories bright and colorful. Also, 
toilet articles such as combs, mirror handles 
and plaques from small boxes are other forms 
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of there work in Ivory. 

Ivory objects are better known than metal objects of silver, bronze ones 
between the ninth and seventeenth centuries. However, nineteenth 
century objects were unearthed in sanctuaries and tombs in Italy, 
Greece, Crete, Rhodes, and Cyprus. It should be noted that center of 
production were identified in Cyprus and in Etruria (Markoe 1985: 7-8, 
11, 27, 68, 141-42). Homer praises Phoenician bowls in the Iliad (chapter 
23, lines 741-44; Lattimore 1962). They were decorated with pictures of 
animals or mythological creatures, hunting scenes, duels between men, 
between animals, and between men and animals, as well as soldiers 
marching in processions or engaging in battle or siege, Egyptian 
influence in the form of Pharaohnic dress, gods, and other "Egyptian" 
decorative styles. 

Items carried personal names in Phoenician, Aramaic, Greek, and Cypriot 
syllabic. Sometimes these were names of the craftsmen or owners. 
Phoenician craftsmen sought to create a design rather then disseminate 
a message or some sort of meaning. These provided an international look 
for these items. 

Frequently, the handle takes the form of the long, curving neck and head 
of a bird, such as a swan or ibis, with the bird's wing incised onto the 
razor's shoulder. Early razors are undecorated or (especially in Sardinia) 
ornamented only with patterns of dots or abstract or floral designs. In 
the fourth century and later, the bodies of many razors were incised with 
representational motifs, usually animals, humans and divinities, ants are 
also common, plants such as the lotus, the palm (palms frequently occur 
on sacrificial stelae) and other, more abstract floral decorations. The 
shaving crescent was decorated separately, sometimes with geometric or 
floral motifs, less often with representational motifs. The motifs on razors 
are also found on other minor arts, such as scarabs and jewelry, and on 
sacrificial stelae. 

The Greek gods Heracles and Hermes are also represented on 
Carthaginian razors (Heracles twice, Hermes once). The Carthaginians in 
particular borrowed many Greek motifs and religious symbols and copied 
Greek artistic conventions starting in the fifth century BC, a century of 
much contact and conflict between the two peoples, especially in Sicily. 

Other Phoenician cities inherited some Greek-inspired iconography from 
Carthage and also borrowed ideas directly from their Greek neighbors or 
imitated Greek goods acquired through war, travel, and trade. 
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Stone Stelae 
 
Stone sacrificial monuments -- stelae and cippi -can, more reliably than objects 
in other media, be identified as the products of Phoenician craftsmen since 
they occur in uniquely Phoenician cemeteries and are not easily portable. The 
cemeteries were repositories for the cremated remains of infants, children and 
animals. To date, nine tophets have been excavated in North Africa, Sicily and 
Sardinia. Most have monuments and burials. At Carthage the taller shape 
(stela) in limestone replaces the cubic shape (cippus) usually carved of 
sandstone and sometimes stuccoed and painted. At other tophets variations of 
the cubic form predominate. As a vastly influential city, Carthage served as a 
source of artistic inspiration to other Phoenician cities in the west until quite 
late. By the late third century, however, carvers of Carthaginian stelae had 
ceased to innovate and to borrow foreign motifs. Some motifs were borrowed 
from Egypt, others were entirely local, and many, at least after the late fifth 
century BC, were based on Greek models. Artisans in various cities preferred 
different shapes of monuments and favored certain motifs over others, 
sometimes executing the designs differently. Sulcis in Sardinia favored the 
motif of a woman holding a tambourine (Bartolini 1986). Many Carthaginian 
craftsmen preferred incision to relief, whereas Italian carvers worked more 
frequently in relief. 
 
Certain motifs were widespread, however, and occur at all or most tophets. The 
Sign of Tanit, named by modern scholars after the goddess mentioned along 
with Ba'al in dedicatory inscriptions on some stelae, decorated the earliest 
monuments and remained popular throughout the first millennium. The motif 
probably depicts the goddess with her arms raised in greeting. In the late fifth 
or fourth century BC the caduceus motif, probably representing the wand of 
Greek Hermes as conductor of souls to the underworld, appeared on stelae 
from many sites, perhaps under Carthaginian influence. Craftsmen at 
Carthage in particular adopted many Greek decorative and representational 
motifs at this time. 
 
The raised hand, Sign of Tanit, and caduceus wand are among the most 
common motifs on late Carthaginian stelae and are often depicted together, 
perhaps in a symbolic shorthand illustrating worshiper and goddess in the 
ritual setting of tophet -- sacrifice. The quality of these stelae, aside from the 
general artistic decline in late Carthaginian monuments already noted, varies 
greatly. Carvers of stelae copied single motifs and whole groups of motifs from 
the same models or pattern books, with widely differing results depending on 
the skill of the individual artisans. A number of stelae must have been 
prefabricated. 
 
 
 



 

 

Terra cotta Masks and Protomes 

Terra cotta masks and protomes form a rare category of Phoenician art 
that spans the Late Bronze Age through the first millennium BC without 
major chronological gaps. Most masks, and some protomes, have 
suspension holes at the top or along the sides. Masks dating to the Late 
Bronze Age are found at Hazor, Beth Shean, and Gezer. By the seventh 
century BC, some Levantine masks began to copy Greek attributes. There 
are Greek parallels for these masks, especially at the sanctuary of 
Artemis Ortheia in Sparta. These were taken to be the inspiration for the 
western Phoenician masks until so many examples, including ones 
earlier in date, were discovered in the cast (Culican 1975: 55-64). 
Discoveries of masks in the Levant have not, however, closed the 
argument, and scholars still debate how the idea of masks and the types 
of masks were transmitted. 

Protomes, largely from the west, the first millennium BC, are also 
widely discussed, since their makers seem to have borrowed Greek 
attributes from different sources: Ionia, Rhodes, Cyprus and, in 
particular, Sicily (Culican 1975: 75-77; b Stern 1976:114; Markoe 
1990:14-16). The impetus for making masks or protomes that "look 
Greek" may be especially complex. Craftsmen in more out-of-the-way 
places like Ibiza seem to have received their Greek-looking masks, or 
mask molds, from Carthage and subsequently to have modified them to 
suit local tastes. 

"Handsome" (or normal) types vary greatly; at their finest, they resemble 
naturalistic sculpture. Grotesque masks were some wrinkled ("old"), 
some unlined ("youthful") grin or grimace in fairly standardized patterns. 
Normal and grotesque masks are mirrored in miniature by small amulets 

in various media depicting male heads intended to be 
worn on necklaces. One category of mask copies a 
Greek Silenus (a semi-divine figure with the ears, legs, 
and tail of a horse, usually associated with the god 
Dionysus) or satyr (follower of Dionysus with the ears, 
legs, and tail of a goat). Phoenician artists copied a wide 
variety of such faces, imitating Greek types of the 
Archaic period (circa 600-480 BC) for centuries, long 
after Greek artists had ceased to manufacture them. 
Female masks and protomes are all of the "normal" 
type rather than the grotesque. They usually fall 

roughly into two categories: one type has an Egyptian hairstyle; the other 
has Archaic Greek facial features (an oval face, almond eyes, and a faint 
smile) and wears a veil. Carthage seems to have been the source of a 
number of mass-produced protomes or molds of both types found in 
Sardinia and Ibiza. At Ibiza, there also occur protomes that, although 
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they dimly reflect the original Greek-looking type, have become a truly 
local product. Terra cotta masks have been variously interpreted as 
death masks. Tomb guardians or apotropaic devices were 
personifications of death. Adults in religious rituals, and actual masks, 
either worn by children or adolescents in sacred dances, or put onto the 
faces of infants or children before they were sacrificed, wore copies of 
larger masks. Both male and female images were probably functional 
ritual objects as well as symbolic images. Most masks are too small to 
have been worn by adults but may be copies of actual masks worn in 
dances or rituals. The suspension holes on masks and some protomes 
also could have permitted their attachment to temporary statues as 
heads. We cannot be certain of the meaning of these Phoenician masks, 
however. Even if they imitate masks actually worn in rituals or represent 
heads attached to poles in Greek fashion, we can neither reconstruct the 
rituals nor identify the statues. Like so much of Phoenician art, these 
terra cotta faces tantalize us with what we can guess, but still do not 
know. 

Phoenician Craftsmen and Craft-Organizations: Unfortunately, no 
accounts survive describing the Phoenicians' own opinion of their art and 
artists, their sources of raw materials, the relationship of patrons and 
artisans, the nature of workshops or guilds, or even the tools and 
techniques they employed. We can often determine probable sources of 
raw materials and can sometimes pinpoint the immediate origin of the 
material used to make a specific object or class of objects (see Barnett 
1975: 168, on the ivories from Nimrud). Many other questions also 
remain unanswered. How did patrons commission works? Who designed 
patterns? How was the work assigned? Even the role of the craftsman in 
Phoenician society is unclear (for comprehensive lists of suggestive 
questions concerning bronze technology and craftsmen, see Doeringer, 
Mitten and Steinberg 1970: viii-ix). 

The simple definition of Mallowan and Georgina Hermann (1974: 
35-36): a group of craftsmen working together, presumably under one or 
more leaders or masters Craftsmen from one workshop ended working 
objects in similar ways. It is possible to recognize different workshops by 
identifying similarities between groups of objects in technique of 
manufacture and in that elusive and rarely defined quality, "style." In the 
case of carved ivory, Richard Barnett has suggested that there may have 
been ivory workshops in all the richest cities of the Levantine coast 
(Barnett 1982: 55). Phoenician ivories are numerous and they have been 
the subjects of scholarly study for a long time. Researchers have 
identified the work of individual craftsmen more often in the corpus of 
ivories than among objects in other media. They have also recognized 
series of artifacts from a single workshop or group of associated 
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workshops, and individual motifs or even entire works of art in ivory 
based on shared pattern-books or models. 

Variations in quality of carving and minor deviations from standard 
iconography probably indicate different hands. Barnett has suggested 
that similarities in motifs on groups of ivory panels found in a number of 
Levantine cities of the ninth and eighth centuries BC denotes that 
similarly-decorated ivory furniture was in widespread use. Isolated finds 
of related single panels that seem unlikely to have belonged to furniture 
may indicate that craftsmen produced the same panels for a variety of 
purposes (Barnett 1975: 129). The repeated motifs and themes suggest 
that ivory-workers from different workshops shared or copied each 
other's patterns. Series of ivories exhibiting similarities down to the 
smallest detail also probably indicate that carvers worked from pattern 
books or models. 

Stone sacrificial stelae form another body of data in which it is possible 
to detect common workshop styles and shared patterns. Carthage has 
yielded the largest corpus of such carved stone stelae. This important 
western Phoenician City seems to have served as an artistic center from 
which other cities borrowed motifs and conventions. Carthaginian stelae, 
too heavy to be easily moved, were copied mainly within North Africa (as 
at Hadrumetum [Soussel and Cirta [Constantinel), while more portable 
objects such as razors and terra cotta heads (or molds to make them) 
reached Italy and Spain. In general, the stone monuments are 
particularly useful indicators of entirely local Phoenician techniques of 
production and choices of motifs (see Moscati 1973). Late monuments 
with very repetitive themes from Carthage and from some Italian sites 
(for example, ones from Sulcis in Sardinia, depicting women holding 
tambourines) were probably so familiar that carvers did not require a 
pattern. 

Artists borrowed individual motifs and even whole scenes from one 
another, not only within the same media, but also between media. 
Eastern Phoenician ivories and metal bowls of the early first millennium 
BC share motifs, as do later stone stelae and metal razors in the west. 
Similarly, Greek metalwork and pottery shared motifs in the 
Orientalizing Period (seventh century BC) and later (Doeringer, Mitten 
and Steinberg 1970: 103-6). Phoenician jewelry scarabs and amulets are 
particularly rich sources of representational motifs that recur for 
centuries in carved ivory and stone, worked metal and modeled clay 
throughout the Phoenician world, east and west. Phoenician artists freely 
borrowed the imagery of other cultures and allowed themselves 
considerable leeway in depicting their own motifs and those of others. Yet 
Phoenician art was also traditional and conservative. This brief overview 
of Phoenician art cannot do justice to the wide variety of artifacts 

Planer
Typewritten Text
52



 

 

preserved in many different contexts or the rich iconography from which 
Phoenician craftsmen drew. 

The foreign owners of some Phoenician art would have understood its 
iconography, while others would merely have enjoyed the appearance of a 
design or appreciated the materials a craftsman had chosen and the care 
expended in making an object. Some of the art was confined to a more 
purely Phoenician, ritual context and reflects religious beliefs and 
documents cultic practices we are only beginning to comprehend. In all 
cases, our appreciation of Phoenician art is greatly enhanced by our 
awareness of its varied contexts. 
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Nomadic Tribes 
 

  Luristan Art  -  1200 - 800  BC 
   Scythian Art -    600 - 300   BC 

Luristan Art 
 
The art of Luristan in the west of Iran mainly covers the period from the 12th to 
the 8th centuries BC and has become famous for its engraved bronze artifacts and 
castings of horse trappings, weapons, and standards. 

 

 

Bronze horse-bit of Luristan type, with cheek-pieces showing a composite monster 
with an animal's body, wings, and a horned human head. 10th - 7th century BC. 

The most common of the Luristan bronzes are probably the horse trappings and 
harness ornaments. The cheek pieces are often very elaborate, sometimes in the 
shape of ordinary animals such as horses or goats but also in the form of 
imaginary beasts like winged human-faced bulls. 

 

Bronze axe-head of Luristan type. It's socket is shaped in the form of a stylized lion's 
head, with its mane ending in further animal heads. 10th - 7th century BC. 

A lion's head apparently became the most desired decoration on axes. To have the 
blade issue from the open jaws of a lion was to endow the weapon with the 
strength of the most powerful of beasts. 



 

Bronze standard in the form of a master of animals struggling with two rampant 
beasts. 10th - 7th century BC. 

Many of the standards show the so-called "master of animals", a Janus-headed 
human-like figure, in the centre fighting with two beasts. The role of these 
standards is unknown; however, they may have been used as household shrines. 

Luristan art neither shows the glorification of heroism nor the brutality of man, 
but delights in imaginary stylised monsters in which the call of this ancient Asiatic 
civilization is to be felt. 

It is believed that the Luristan bronzes were crafted by the Medes, an Indo-
European people who, in close association with the Persians, began to infiltrate 
into Persia at about this period. However, this has never been proved, and others 
believe that they are connected with the Kassite civilization, or the Cimmerians or 
the Hurrians. 

 

 

 

 

 

 

 



Scythian Art 

 
 
Scythian golden comb 
 

Scythian art is art, primarily decorative objects, such as jewelry, produced by the 
nomadic tribes in the area known classically as Scythia, which was centred on the 
Pontic-Caspian steppe and ranged from modern Kazakhstan to the Baltic coast of 
modern Poland and to Georgia. This art is also known as steppes art and was 
produced in a period from 7th-3rd century BC to 4th century BC to 2nd century 
BC, when the Scythians were gradually displaced by the Sarmatians. As the 
Scythians came in contact with the Greeks, their artwork influenced Greek art, 
and was influenced by it; also many pieces were made by Greek craftsmen for 
Scythian customers. Scythian art, especially Scythian gold jewelry is highly valued 
by museums and many of the most valuable artefacts are in the Hermitage 
Museum in St Petersburg. Their Eastern neighbors, the Pazyryk culture in Siberia 
produced similar art, although they related to the Chinese in a way comparable to 
that of the Scythians with the Greek and Iranian cultures. In recent years, 
archeologists have made valuable finds in various places within the area. 

The Scythians worked in a wide variety of materials such as gold, wood, leather, 
bone, bronze, iron, silver, and electrum. As nomads, the Scythians worked in 
decorative materials for use on their horses, tents and wagons and many of the 
pieces are small so as to be portable. Earlier pieces reflected animal style 
traditions; in the later period many pieces, especially in metal, were produced by 



Greek craftsmen who had adapted Greek styles to the tastes and subject-matter of 
the wealthy Scythian market, and probably often worked in Scythian territory. 

 

The treasure of Kul-Oba, Crimea. 

As the Scythians prospered through trade with the Greeks, they settled down and 
started farming. They also established permanent settlements such as a site in 
Belsk, Ukraine, believed to be the Scythian capital Gelonus, with craft workshops 
and Greek pottery prominent in the ruins. Felt appliqué wall hangings have been 
found at the tombs at Pazyryk, displaying the Great Goddess and 
anthropomorphic beasts, others show geometric and animal motifs. Archaeologists 
have also uncovered felt rugs as well as well crafted tools and domestic utensils. 
Clothing uncovered by archaeologists has also been well made, many trimmed by 
embroidery and appliqué designs. Wealthy people wore clothes covered by gold 
embossed plaques. 

 

Granite Work found in Dobrudja 

Scythian jewellery features various animals including stags, cats, birds, horses, 
bears, wolves, and mythical beasts. The gold figures of stags in a semirecumbent 
position are particularly impressive, approximately 30.5 cm (12 in) long. These 
were often the central ornaments for shields carried by fighters. In the most 
notable of these figures, stags are displayed with legs tucked beneath its body, 



head upright and muscles tight to give the impression of speed. The most notable 
of these figures include examples from: 

• the burial site of Kostromskaya in the Kuban dating from the 6th century 
BC 

• Tápiószentmárton in Hungary dating from the 5th century BC 

• Kul Oba in the Crimea dating from the 4th century BC. 

Although gold was widely used by the ruling elite of the various Scythian tribes, 
the predominant material for the various animal forms was bronze. The bulk of 
these items were used to decorate horse harness, leather belts, and personal 
clothing. In some cases, these bronze animal figures when sewn onto stiff leather 
jerkins and belts, helped to act as armour. 

The use of the animal form went further than just ornament, these seemingly 
imbuing the owner of the item with similar prowess and powers of the animal, 
which was depicted. Thus the use of these forms extended onto the accoutrements 
of warfare, be they swords, daggers, scabbards, or axes. 

The primary weapon of this horse riding culture was the bow, and a special case 
had been developed to carry the delicate but very powerful composite bow. This 
case, "the gorytus", had a separate container on the outside, which acted as a 
quiver, and the whole was often decorated with animal scenes or scenes depicting 
daily life on the steppes. There was a marked following of Grecian elements after 
the 4th century BC, when Greek craftsmen were commissioned to decorate many 
of the daily use articles. 

 

 

 

 

 



Persian Art 
 

 

 
 
Persian engraved plate. Elaborately decorated metalwork, such as this large 
plate showing a man offering two women a cup of wine, is characteristic of 
the crafts once sold around the bazaar in Esfahan. 
 
The arts of Persia (now Iran) from the 6th century BC are subject to 
invasions from both east and west. Persia has over the centuries, blended 
many influences to create a rich diversity of arts, styles, and techniques. 
Persian art is particularly noted for its architecture and production of 
exquisite miniatures, although perhaps best known today for ornate carpets. 
Although the wide diversity of outside influences make it difficult to pin 
down distinct characteristics, Persian art is generally characterized by its 
firm lines, extensive detail, and bold use of colour. 
 
Early history 
 
Although Persia has been a centre of civilization for at least 7,000 years, it 
was during the Achaemenid dynasty (550–333 BC), when the first Persian 
empire was formed, that a unified style emerged, drawing on a wide range of 
influences. For example, the palace at Persepolis, begun by Darius I and 
completed by Xerxes, was decorated on about 520 BC with relief friezes 
recalling Assyrian and Babylonian styles. The period also produced work in  
gold and silver, bronze castings, and inlay.  
 
 



The conquest of Persia by Alexander the Great in the 4th century BC 
brought about a blending of Persian and Hellenistic styles, seen, for 
example, in the bronzes, pottery, and jewellery of the Parthians. The 
Sassanian dynasty (AD 224–642) was the richest period of artistic 
achievement, developing to the full, a wide range of new and inherited styles 
and techniques. The Sassanians introduced silk to Persia; they produced 
exquisite jewellery, metalwork in silver, gold, and bronze, and ceramics; and 
they decorated their palaces with relief sculptures and mosaics. The 
innovative domes and arches they developed were later to have a profound  
influence on Islamic architecture. 
 

 

 

An enamelled brick wall of the palace at Susa, showing spear-carriers forming 
the bodyguard of King Darius I. Susa was the capital of the Persian Empire 
under Darius I. 
 
Muslim style 
 
After the Muslim invasion of the 7th century AD, Persia was brought within 
the sphere of Islamic styles and techniques, clearly reflected in the ceramics 
and ornate calligraphy which was developed then. During the Mongol 
Timurid dynasty (1369–1506), Chinese influences were apparent in the 
development of one of Persia's greatest artistic achievements, the miniature, 
which was used to illustrate books of poetry, history, and romances. 
 
 



Persian style 
 
By the 15th century, a distinctively Persian style had evolved, characterized 
by firm lines, strong colours, and a lot of detail; its greatest exponent was 
Bihzad. The Timurid dynasty also saw the use of coloured tiles to cover 
buildings, for example, on the Blue Mosque of Tabriz. 
  
The Safavid dynasty (1502–1736) produced miniatures, which now began 
to show the influence of Western styles; fine carpets – many of the finest 
Persian carpets are Safavid; fabrics, particularly silk; and metalwork. 
Palaces were decorated with murals. The Safavid dynasty marked the 
beginning of Persia's artistic decline, as European influences grew stronger. 



 
 
 
 
 

Classical Civilizations 



Greek Art 
 Proto-Geometric Art - 1025-900 B.C. 

 Geometric Art - 900-700 B.C. 
 Archaic Art - 700-480 B.C. 
  Orientalizing Phase - 735-650 B.C. 

  Early Archaic - 700-600 B.C. 
  High Archaic - 600-520 B.C. 
  Late Archaic - 520-480 B.C. 
 Classical Art - 480-323 B.C. 

     Early Classical - 480-450 B.C. 
     High Classical - 450-400 B.C. 
    Late Classical - 400-323 B.C. 

 Hellenistic Art - 323-31 B.C. 
  Early Hellenistic - 323-250 B.C. 
 High Hellenistic - 250-100 B.C. 

 Late Hellenistic - 100 -31 B.C. 
 
As happened centuries later with a handful of Renaissance painters, ancient Greek 
art tends to be thought of in vague terms of vases, statues, and architecture 
produced "a long (unspecified) time ago." Indeed - a long time has passed between 
ancient Greece, and us and thinking like this is a good starting point, really. The 
vases, sculpture and architecture were huge - huge! - innovations, and artists 
forever afterward owed an enormous debt to the ancient Greeks. Because so many 
centuries and different phases encompass "ancient Greek art" what we'll try to do 
rather briefly, here, is to break it down into some manageable chunks, thus giving 
each period its due. Sort of like Greek Art giving an acceptance speech at an 
awards ceremony, in which it thanks all of "the little people" for helping it to 
become eternally memorable.  There were many phases from the 10th century BC, 
until the Greeks suffered defeat at the hands of the Romans at the Battle of 
Actium in 31 BC. The phases are roughly as follows: 
 
From ca. 1025 - 900 BC, the Proto-Geometric phase saw pottery beginning to be 
decorated with simple shapes, black bands, and wavy lines. Additionally, both 
technique in creating and shapes of pots were being refined.  Geometric Art has 
been assigned the years of 900 - 700 BC. Its name is utterly descriptive of the art 
created during this phase. Pottery decoration moved beyond simple shapes to also 
include animals and humans. Everything, however, was rendered with the use of 
simple geometric shapes.   
 
Archaic Art, from c. 700 - 480 BC, began with an Orientalizing Phase (735 - 650 
BC). In this, elements from other civilizations began to creep into Greek art. The 



elements were those of the Near East (not exactly what we think of as "Oriental" 
now, but remember the world was a lot "smaller" in those days).  
 
The Archaic phase is best known for the beginnings of realistic depictions of 
humans and (no coincidence) monumental stone sculptures. It was during the 
Archaic that the limestone kouros (male) and kore (female) statues were created - 
always showing young, nude, smiling persons.   
 
(Interesting aside: The Archaic, and subsequent Classical and Hellenistic periods 
each contained separate Early, High and Late phases - just like the Italian 
Renaissance would further on down the road.)   
 
Classical Art (480 - 323 BC) was created during a "golden age", from the time 
Athens rose to prominence, to Greek expansion and right up until the death of 
Alexander the Great. It was during this period that human statues became so 
heroically proportioned. Of course, they were reflective of Greek Humanistic belief 
in the nobility of man and, perhaps, a desire to look a bit like gods - as well as the 
invention of metal chisels capable of working marble.   
 
Finally, Hellenistic Art (323 - 31 BC) - quite like Mannerism - went a wee bit over 
the top. By the time Alexander had died, and things got chaotic in Greece as his 
empire broke apart, Greek sculptors had mastered carving marble. They were so 
technically perfect, that they began sculpt impossibly heroic humans. People 
simply do not look as flawlessly symmetrical or beautiful in real life, as those 
sculptures - which may explain why the sculptures remain so popular after all 
these years.  
 
 
Greek Sculpture    
 
The "Agamemnon" Mask  
Athena   
Belvedere Apollo   
Discobolos (Discus Thrower)    
Head of a Blond Youth   
Laocoon and his sons    
Man with Helmet   
Venus de Milo   
Winged Victory of Samothrace 

The "Agamemnon" Mask 
Gold, from Tomb V at Mycenae 
Sixteenth century BC 
National Archeological Museum, Athens 
 

 
 
 
 
 
 



Greek Architecture  
 
Acragas: Temple of Castor and Pollux 
Acragas: Temple of Concord 
Acragas: Temple of Juno Lacinia 
The Acropolis at Athens 
Acropolis, Athens: The Erechtheum 
Acropolis, Athens: Temple of Athena Nike 
Acropolis, Athens: Temple of Athena Nike (2) 
Acropolis, Athens: Parthenon, East façade 
Aegina: Temple of Aphaia 
Aegina: Temple of Aphaia (Detail of the interior 
double-colonnade) 
Agrigentum, Sicily: Temple of Concord 
Corinth: Temple of Apollo 
Corinth: Temple of Apollo (2) 
Delphi: Marmaria, Sanctuary of Athena 
Didyma: Temple of Apollo 

 

 
The Acropolis at Athens 

 

Eleusis: Telesterion  
Epidaurus: interior corridors in foundation of Tholos 

Epidaurus: theater 

Greek column: Corinthian capital 

Greek column: Doric capital 

Greek column: Ionic capital  
Hagia Triada: staircase from agora to upper courtyard 

Knossos: palace 

Lindos (Rhodes): staircase to acropolis 

Mycenae: Lion Gate 

Olympia: Temple of Hera  
Olympia: Temple of Hera (2) 

Olympia: palaestra, Doric colonnade  
Paestum: Temple of Hera III 

Paestum: Temple of Hera I (Basilica) 

Paestum: Temple of Poseidon 

Priene: theater  
Sardis: Temple of Artemis Cybele  
Segesta: Temple 



Segesta: Doric temple  
Selinus: Temple E  
Sunium: Temple of Poseidon 

Staatliche Museum, Pergamonmuseum, Berlin: The 
Great Altar of Zeus 

  



Etruscan Art 
Early Iron Age Art  -  9th century - c. 675 BC      
Orientalizing Phase  -  c. 675 - c. 575 BC      
Archaic Period Art  -  c. 575 - c. 480 BC      
Classical Period Art  -  c. 480 - c. 300 BC      
Hellenistic Period Art  -  c. 300 - c. 50 BC   

In all studies of Etruscan art, it should be remembered that a large 
proportion of Etruscan art did not survive up until the present day. We read 
of the Roman destruction of Volsinii and the destruction of 2000 Etruscan 
bronzes which were melted down to produce bronze coins. As a result of 
this, we have a somewhat skewed perception of Etruscan art, in that most of 
the art that survives today is funerary art, and we form totally wrong 
impressions about the Etruscans as a result. From excavations at Murlo, 
Roselle, and other city sites, it is apparent that art was a normal part of 
Etruscan life. In Murlo, a seventh century Etruscan villa has been 
unearthed. Reconstructions show large painted terracotta panels adorned 
the entrances. Necropolis art in the form of polychrome reliefs and frescoes 
hint that the Etruscans used colour to great advantage even from the 
earliest times. Although painted tombs are among the most famous, it 
should be remembered that these represent a minority, and that only the 
aristocratic families could afford such luxuries as tomb frescoes.  

 

The above image shows part of the antefix from the temple of Juno Sospita, 
Lanuvium (6th - 5th Century BC). This is part of the terracotta antefix at the 
temple of Juno Sospita, and depicts a maenad. Many similar examples have 



been found, in many cases with traces of the original polychrome 
decoration. The characteristic smile is shared by many statues of the 
contemporaneous Greek Archaic period. 

Etruscan Art has been said by some 19th and even 20th Century writers to 
be somehow inferior, although this was usually by erroneous comparison to 
the Greek mathematical ideals of beauty. Nowadays, we can appreciate 
Etruscan Art much more readily, since Etruscan Artists seem to capture the 
feeling and the essence of so many of their subjects so much better than for 
example art of the highly stylised Classical period.  

The styles of Etruscan Art vary considerably between the individual 
Etruscan cities, and there was also significant variation on style depending 
on the period - so much so that we can date Etruscan art works in many 
cases by comparison with other examples. The interest in Etruscan Art grew 
during the renaissance, at which time the extant Etruscan art had 
considerable stylistic influences on the emerging artists of the renaissance, 
many of whom lived in former Etruscan cities where such art was plentiful. 
By the nineteenth century, Etruscan art had grown to a passion, and the 
"excavation" of Etruscan tombs to meet growing demands increased. An 
example of this is the brother of Napolean, who owned land near Canino, 
which included the Etruscan necropolis of Vulci. These "resources" he 
exploited to great effect, destroying many pieces of Etruscan art in the 
process, and covering in the tombs with soil afterwards. As a result of this 
and many other examples, we now have thousands of pieces of Etruscan Art 
whose provenance is unknown, and which are still in private collections, or 
have been donated to museums in Europe and the United States.  

The Art of the Etruscan Gold-Smith 

 

Etruscan gold work was arguably unrivaled in the Mediterranean during the 
first millennium BC. A considerable selection of Gold jewellery was found in 
the Regolini Galassi tomb, which was discovered in the 19th Century, 
surprisingly with little evidence of looting. Looting was all too common in 
Ancient days, and was even encouraged officially by Alaric the Goth when 
his armies overran Rome in the early 5th Century AD. 

 

 



 

 

 

 

The above magnificent gold fibula was taken from the Regolini- Galassi 
Tomb, Cerveteri (Caere) and dates back to the 7th Century BC. This is one 
of the finest examples of Etruscan goldsmith's art. This illustration does not 
do justice in revealing the fine work that went into such a piece. The precise 
technique of granulation was for a long time a forgotten art, and it was only 
rediscovered in the 20th Century by E Treskow. (A fibula is a kind of large 
ornamental safety pin used to fasten a robe) 



.   

The Fibula above is another illustration of the art of the Rasenna 
goldsmiths. 

Etruscan Frescos 

.  

Above Left: From the tomb of the Lionesses, Tarquinia. Above Right: From 
the tomb of the Triclinium, Tarquinia. Both pictures illustrate the 
ubiquitous Etruscan joi de vivre. 



 

 

 

 

 

 

Above are very typical of so many Etruscan Frescoes, which depicted figures 
vibrant with life, often dancing or playing musical instruments. They 
painted birds or animals on many of these intermingled with the human 
figures, who usually looked strong and healthy and full of the joy of life. The 
little birds and other figures from nature somehow do not seem out of place 
or look like mere decorations, but lended a natural harmony to the finished 
work. 

 

 

 

 

 

 



 

 

 

The above sculpture (actually a hollow cinerary urn) comes from the 
Banditaccia necropolis, Cerveteri, and is known as the Sarcophagus dei 
Sposi. It is currently exhibited in the Villa Giulia museum in Rome. The 
terra cotta sarcophagus lid with figures of a man and woman, presumably 
his wife reclining on a triclinium or dining couch, presumably eating a meal 
or having a quiet moment after supper. Both figures are propped up on their 
left elbow with the man close behind the woman. Both faces share a secret, 
tender smile. A very similar sarcophagus to this was also found in Cerveteri. 
They are believed to be by the same artist and date to 520 - 530 BC. 

 

 

 

 



 

 

 

 

 
 

The Greeks and later the Romans had some very pointed ideas about the 
Etruscans. Theopompus of Chios, a Greek historian who lived in the Fourth 
century BC wrote of the: Morality of the Etruscans (warning - may offend) 
"...Further they dine, not with their own husbands, but with any men who 
happen to be present, and they pledge with wine any whom they wish. They 
also drink excessively and are very good looking. The Etruscans rear all the 
babies that are born, not knowing who the father is in any single case....." 



Roman Art  
 Republican Art - 510-27 B.C. 
 Early Roman Empire Art - 27 B.C.-235 A.D. 

 Augustan - 27 B.C.-14 A.D. 
    Julio-Claudian - 14-68 
    Flavian - 69-96 
    Trajanic - 98-117 
    Hadrianic - 117-138 
    Antonine - 138-192 
    Severin - 193-235 

 Late Roman Empire/Late Antique Art - 235-476 

From the 7th to the 3d cent. B.C., Etruscan art flourished throughout 
central Italy, including Latium and Rome. It was strongly influenced by the 
early art of Greece, although it lacked the basic sense of rational order and 
structural composition of the Greek models. The influence of native Italic 
and Middle Eastern art was also strongly felt, particularly during the 
archaic period (before c.400 B.C.).  

Sculpture 

 

Apollo of Veii 

Large polychrome terra-cotta images, such as the Apollo of Veii (Villa Giulia, 
Rome), sandstone tomb effigies, and tomb paintings reveal a native feeling 
for voluminous forms and bold decorative color effects and an exuberant, 
vital spirit. From c.400 B.C. through the Hellenistic age, the vitality of the 
archaic period gave way to imitation of the Greek classical models combined 
with a native trend toward naturalism (Mars of Todi, Vatican). The merging 
of these trends produced the establishment of Hellenistic realism in Roman 



Italy at the end of the republic and the beginning of the empire (Orator, 
Museo Archeologico, Florence; Capitoline Brutus, Conservatori, Rome.).  

After the conquest of Greece (c.146 B.C.), Greek artists settled in Rome, 
where they found a ready market for works, executed in the Greek classical 
manner or in direct imitation of Greek originals. While the many works by 
these copyists are of interest, principally for their reflection of earlier Greek 
art, they throw light on the eclecticism of Roman taste, and their influence 
was of paramount importance throughout the development of Roman art. 
Roman portraits, however, have an origin of very remote and altogether 
Italianate. It was a Roman custom to have a death mask taken, which was 
then preserved along with busts copied from it in terra-cotta or bronze.  

By the time of the empire, the Roman conception of art had become allied 
with the political ideal of service to the state. In the Augustan period (30 
B.C.–A.D. 14), there was an attempt to combine realism with the Greek 
feeling for idealization and abstract harmony of forms. This modification is 
seen in the famous Augustus from Prima Porta (Vatican), which represents 
the first of a long series of the distinctly Roman type of portrait. Under the 
emperors from Tiberius through the Flavians (A.D. 14–A.D. 96), portrait 
busts reveal in general a growing concern with effects of pictorial refinement 
and psychological penetration. The magnificent reliefs from the Arch of 
Titus, Rome, commemorating the conquest of Jerusalem in A.D. 70, mark a 
climax in the development of illusionism in historical relief sculpture. 

From the time of Trajan (A.D. 98–A.D. 117), the influence of the art of the 
Eastern provinces began to gain in importance. The spiral band of low reliefs 
on Trajan's Column (Rome), commemorating the wars against the Daci, 
employs a system of continuous narration. In the period of Hadrian (117–
138), there was a reversion to the idealization of the Augustan style and, at 
the same time, a growing sense of voluptuousness. Major works from the 
later period of the Antonines (138–192) are the column and the equestrian 
statue of Marcus Aurelius (Rome). 

From the time of Caracalla to the death of Constantine I (211–337), the 
rapid assimilation of Eastern influences encouraged a tendency toward 
abstraction that later developed into the stiff iconographic forms of the early 
Christian and Byzantine eras. The reliefs of the friezes from the Arch of 
Constantine, Rome (c.315), may be regarded as the last example of 
monumental Roman sculpture. 

 

 

 



Painting 

 

The Aldobrandini Wedding 

Roman painting, like sculpture, was strongly influenced by the art of 
Greece. Unfortunately, much of the painting has perished. What remains 
suggests that the art was conceived principally as one of interior decoration. 
Aside from encaustic portraits, chiefly of Alexandrian origin, the largest 
single group of Roman paintings is from Pompeii, although parallel work 
exists elsewhere. The Incrustation, or Architectonic Plastic, style extended to 
c.80 B.C.; it was characterized by flat areas of colour broken by full-scale 
painted pilasters in apparent imitation of marble slabs. 

The Architectural style that followed, lasted 70 years; it was largely 
influenced by stage design and employed painted columns, arches, 
entablatures, and pediments to frame landscapes and figure compositions, 
destroying the architectonic quality of the wall. Many famous paintings, 
such as the Aldobrandini Wedding and Odyssey Landscapes (Vatican), are 
believed to be Roman copies of Greek originals. By 10 B.C., the Architectural 
style yielded to the Ornate style, where the semblance of architectural 
construction became subordinate to decoration, and the paintings within 
the borders became prominent. Most surviving Pompeiian paintings date 
from the Intricate style period, which commenced about A.D. 50 and 
continued until the destruction of the city in A.D. 79 by the eruption of 
Vesuvius. Large areas of flat colour enclose diminutive, graceful, and 
delicate scenes executed in brilliant colour. 

 

 

 



Mosaic and the Minor Arts 

 

Cameo of the Deified Augustus 

The continued striving after three-dimensional illusionist effects revealed in 
the various phases of painting was duplicated in the development of 
mosaics, extensively produced throughout the empire. In general, the 
Roman minor arts tend to emphasize sumptuousness of materials and 
ornamentation. Cameos and golden jewelry were extensively produced. 
Among the most famous is the large Cameo of the Deified Augustus (Paris). 

The famous pottery from Arretium (modern Arezzo) was mass-produced and 
widely exported. Early examples employed a black finish and aimed at 
imitation of metallic effects. From the time of Augustus, the ware was 
characterized by a deep red glaze with decorative figures in low relief applied 
to the body of the vase. During the 1st cent. A.D., new processes were 
invented for making glass, and techniques were developed for the imitation 
of precious stones that made possible the production of fine murrhine vases 
(e.g., the famous Portland vase, British Museum). 

Roman Architecture 

The origins of Roman architecture can be traced to the Etruscans, who 
migrated from Asia Minor to Italy in the 12th cent. B.C. What little is known 
about their architecture has been ascertained from clay models and tomb 
interiors. Etruscan architecture is thought to have derived from prototypes 
found in the nearby Greek colonies in southern Italy, established during the 
8th and 7th cent. B.C. The Etruscans are thought to have used arches and 
vaults in their later architecture. 

 

 

 



Structural Characteristics 

 

The Roman Aquaducts 

Following the establishment of the Roman Republic in the 5th cent. B.C., 
Roman architects began to absorb and synthesize influences from both the 
Etruscans and the Greeks, adapting earlier building types to their 
specialized urban needs. A characteristic feature of Roman design was the 
combined use of arcuated and trabeated construction (employing arches 
and constructed with post and lintel). Although at first tentatively employed 
in the spaces between the classical columns, the arch eventually came to be 
the chief structural element. Flanking columns, usually engaged and 
superimposed (partly embedded into a wall and laid over it), served merely 
as buttresses or for decoration. 

The cut-stone construction of the Greeks was largely replaced after the 
invention of concrete in the 2d cent. B.C. This enabled architects to cover 
vast interior spaces with vaults of increasing complexity and without interior 
supports. These included the barrel vault, the cross or groined vault, and 
the dome and semidome. Vault buttresses, instead of forming exterior 
projections, became an integral part of the interior support system. 
Although unfired brick was employed in all periods under the empire, baked 
bricks became popular as a facing for concrete walls. From early times, 
stucco was used as a finish for important buildings. For the more luxurious 
finishing of exterior and interior walls, sheathings of alabaster, porphyry, or 
marble were used. Of the Republican period (c.500–27 B.C.), the great 
aqueducts outside the city of Rome are the most impressive remains. 

 

 



Roman Landmarks and Building Patterns 

 

The Pantheon 

The principal monuments of Roman architecture belong chiefly to the period 
between 100 B.C. and A.D. 300, including the Colosseum (A.D. 70–82), the 
Pantheon (A.D. 118–125), and the Baths of Caracalla (c. A.D. 215). 
Beginning with the reign of Augustus (30 B.C.–A.D. 14), the Roman 
architectural output proceeded on a vast scale to accommodate the needs of 
the rapidly expanding empire. Provincial towns were laid out according to 
logical plans, particularly in North Africa. In Syria, arcaded streets were 
built. 

Each town's focus was the forum, or open public square, surrounded by 
colonnades and the principal buildings in axial arrangement. The great 
forum in Rome itself was built in stages, as each emperor sought to glorify 
his achievements. The last large forum to be built was that of Trajan (2d 
cent. A.D.), and was the most extravagant. Within each forum, a temple, 
conforming to Etruscan type, was usually elevated on a high base with steps 
ascending to a deep portico. Since the temple was to be seen only from the 
front, the Roman architect utilized pilasters or engaged columns along its 
sides. This pseudoperipteral type is seen in the Maison Carrée (1st cent. 
A.D.) at Nîmes, France. Examples of circular temples include the temple of 
Vesta at Tivoli (1st cent. B.C.) and the 3d-century temples of Jupiter at Split 
and Venus at Baalbek. 

 

 

 



Roman Architectural Innovations 

 

Roman Baths 

Most important among the structures developed by the Romans themselves 
were basilicas, baths, amphitheaters, and triumphal arches. Unlike their 
Greek prototypes, Roman theaters were freestanding structures. The 
auditorium was semicircular, with movable seats at the orchestra level. 
Distinctly Roman innovation were the uniting of stage and auditorium as a 
single structure and the rich architectural embellishment of the stage itself. 
For the oval amphitheaters such as the colosseum, there are no known 
Greek precedents. The monumental or triumphal arch was also a purely 
Roman invention. The basilica, probably a Roman development based on the 
Greek temple, provided a large and relatively open interior space. From its 
original use as a Roman law court, the basilica form was adapted by the 
Christians for their churches. 

The baths, while probably derived from Greek gymnasia, were constructed 
on a totally unprecedented scale, the complexity of their plan competing 
with the luxury of their detail. In the typical Roman dwelling, the rooms 
were grouped about the atrium, which, by means of an opening in its roof, 
also served as a court. Multistory houses in the larger cities, called insulae, 
anticipated modern apartment buildings, as can be seen for example at 
Ostia (3d cent. A.D.). A third type of Roman dwelling was the luxurious 
country villa built by wealthy citizens to escape the congestion and squalor 
of the cities. 

 



 

 

Judean Art 
 

[600 BC - 135 AD] 
 

 
Celtic Art 

 
Early Style  -  c. 450 - c. 350 BC 
Waldalgesheim Style  -  c. 350 - c. 250 BC 
Sword and Plastic Styles  -  c. 250 - c. 125 BC 
Oppida Period Art  -  c. 125 - c. 50 BC 
Britain and Ireland before 600 AD 

 
 

Maps: 
 

 

Pre-Norman Ireland 

 

Celtic Britain & Northern Gaul 

 

The Island Celts  

 

The Christian Celts  

 

Celtic High Crosses 

 

The Celts in Spain 

 

Celtic Ireland 

 

The Golden Age 

 

Britain c.750   
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Defining Celtic Issues and Problems 
 

Celts and Celtic, for ideological and practical purposes, are defined 
broadly in this catalogue, covering a huge geographical and chronological 
span that incorporates many "Celtic" cultures. Traditionally, scholars 
have used a linguistic guideline and defined those peoples who spoke a 
Celtic language (P-celtic or Q-celtic) as The Celts. Recent scholarship has 
challenged the notion of a pan-European Celtic culture as a construct of 
nineteenth-century scholars.  

Archaeological discoveries, whether accidental or intentional, have 
drastically changed scholarly notions of the material culture created and, 
for the most part, deposited in graves and sacred sites, by Celtic peoples. 
Rich finds such as the Eberdingen-Hochdorf burial provided an intact 
grave of an elite "Big Man" in the hierarchy of Hallstatt culture, a society 
typically viewed as preceding the La Tène period. Systematic 
archeological digs have also brought to light new patterns of commerce 
and exchange by focusing on pottery remains, rather than on the more 
spectacular gold and bronze objects.  

In compiling this catalogue we were certainly aware of the many 
problems in defining "Celt" or "Celtic." In the interests, however, of 
teaching and allowing students to pursue topics that intrigued them, it 
was decided that Celtic would be defined in its broadest terms to include 
Hallstatt, La Tène on both the Continent and the British Isles within the 
time frame of a 1,000 years. In addition, the early Christian "Celts" (Picts, 
Welsh, Irish) were included in the catalogue since they continued a 
"celtic" artistic vocabulary and wrote down the epic tales. 

 

Celticism, Beliefs, and Customs 

 
Celticism, Beliefs, and Customs explores how the Celts are understood 
by modern scholarship and popular imagination. The interpretation of 
archeological remains and literary descriptions of events, people, and 
customs are far from easy to decipher. Modern definitions of gender, 
barbarian, and history are powerful filters through which the graves and 
texts are excavated to provide us an insight into who and what were 
these Celtic peoples. The boundaries between science and romantic 
speculation are less clearly marked than scholars would like to admit. 
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Female druids, military women, and goddesses who become saints often 
become entangled with modern notions of women and culture. 
Archeological digs, especially in how they are categorized according to 
gender, are often open to modern bias. These essays investigate those 
problems in various ways. The transformation of Brigid into St. Brigid is 
traced through several centuries as a singular example of a powerful 
goddess who becomes a powerful saint. Female druids are particularly 
intriguing and difficult for they are a specialized subset of a group of 
Celts that are already highly romanticized in popular imagination. The 
role of the chariot in burial and beliefs is possible because modern 
technology allows them to be gathered together in an ahistorical manner 
and examined as a whole, rather than in isolation. The juxtaposition of 
objects in male and female burials is enlightening for understanding 
what these burials can and cannot reveal about gender and the afterlife. 

 

Orality and Literacy 
 

Orality and Literacy applies the methodologies of scholars such as Walter 
Ong and Claude Levi-Strauss to the issue of ornamentation and 
abstraction that dominates the Celtic artistic vocabulary. Modern 
scholars, trained in a literate culture that emphasizes the category and 
the narrative as well as historical and linear thinking are often at a loss 
as to how to understand an abstract art. The art produced by the Celts 
embraced the non-narrative, the abstraction of human figures, and 
eschewed the written word until the introduction of Christianity, a 
religion of the book. The phalerae contain some of the most striking 
designs in the Celtic repertoire of artistic invention. Although some do 
contain depictions of the human head, they are treated as part of a larger 
composition, a design element rather than a narrative protagonist. The 
phalerae are examined for their design elements, not to trace or 
document a specific motif, but to attempt a greater understanding of the 
geometry, numerology, and cyclical thinking that created the disks. Many 
methodologies have been applied to the study of the early Christian 
manuscripts produced in Ireland or Irish influenced monasteries. The 
manuscripts have been placed within the continuum of pre-Christian art 
in an attempt to more fully understand the approach to the decoration of 
texts which distinguishes Insular manuscripts 
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Interaction and Syncreticism 
 

Interaction and Syncretism raise the question of how much the Celts 
interacted with other cultures. Never isolated from the Mediterranean 
world, Celtic presence has been documented all over the European 
continent. The raw materials of Celtic lands provided a powerful 
incentive for trade, while the luxury goods of the Mediterranean were 
highly prized. The importation of glass and glass-working are strong 
indicators of status and trade contacts. Along with trade came artistic 
exchange. Celtic coins are adapted from popular and respected Greek 
models, but are always transformed into an iconographic and aesthetic 
vocabulary that was firmly entrenched. Although coins show a ready 
adaptation of Greek and Roman model, the juxtaposition of Greek and 
Roman representations of the "Keltoi" and "Gauls" to the self-
representations of the Celts is striking. First, they rarely represent 
themselves and, when they do, it is in a relatively standardized manner. 
These essays place Celtic peoples within a broader context of the 
Mediterranean world. 

 

Celtic Iconography 
 

Celtic Iconography delves into the animals and gods who inhabit the art 
and literature of Celtic cultures. Triplism, the triple motif, is found in 
almost all Celtic contexts and is one of the most "universal" iconographic 
convention. Mother goddesses and the Genii Cucullati often appear in 
triplicate. Many of the gods and heroes in Celtic literature had the ability 
to shape-shift, or metamorphose, between human and animal/bird 
forms, a capability that extended the power of the god or hero. Birds were 
particularly powerful since they moved between heaven and earth. 
Snakes, as well, moved between the earth and the regions below the 
earth. Gods such as Cernunnos, one of the few well-known pre-Roman 
gods, were no doubt influential because of their association with animals 
such as deer, boars, and snakes. Epona, another pre-roman god, is 
strongly associated with horses and dogs which, no doubt due to their 
importance in Celtic life, made her one of the most popular and 
significant gods in the Celtic pantheon. Metamorphosis, association and 
amplification are central to the repertoire of Celtic iconography. 
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Status and Patronage 
 

Status and Patronage examines the types of objects that established 
one's credentials in this world and the next. Gift exchange and obligation 
were central to Celtic political hierarchies, requiring a vast amount of 
raw material to be transformed into status objects. From early objects 
found in early La Tène graves, such as the large and bulky anklets, to 
the late Irish brooches, jewelry did more than merely adorn. Highly 
ornamented sword scabbards found in the River Bann were no doubt 
votive offerings, obligating the deity to protect or heal the supplicant. 
Torcs were the Celtic symbol par excellence. In Greek, Roman and Celtic 
art, it is the one motif that identifies the wearer as a Celt, not a Roman or 
Greek. Luxury items such as mirrors, though rare on the Continent, pose 
interesting questions of how they were used by their patrons. Were they 
for display and domestic use, or only for funerary grave goods? Though 
coming late in Celtic history, the Pictish symbol stones remain a mystery, 
since their symbols have yet to be satisfactorily deciphered. Their 
number and rich visual vocabulary, however, do indicate that they were 
powerful signifiers of their patrons' ambitions. 
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Parthian and Sassanidic Art 

 
[238 BC - 637 AD] 

 
After the death of Alexander the Great (323 B.C.), there was turmoil in 
Iran until the rise of the Parthians (c.250 B.C.). Theirs is essentially a 
crude art, synthesizing Hellenistic motifs with Iranian forms. Buildings 
of dressed stone and rubble and brick were decorated with sculpted 
heads and mural paintings. The larger-than-life-size bronze statue from 
Shami of a ruler is the most outstanding remaining Parthian monument. 

Of far greater artistic importance is the contribution of the Sassanids, 
who ruled Iran from A.D. 226 to the middle of the 7th cent. Adapting 
and expanding previous styles and techniques, they rebuilt the Parthian 
capital at Ctesiphon. There a great palace with a huge barrel vault was 
constructed of rubble and brick. Sassanid architecture is decorated with 
carved stone or stucco reliefs and makes use of colorful stone mosaics. 
Beautiful gold and silver dishes, bowls, and ewers, often decorated with 
hunting scenes or animals in high relief, and textiles with symmetrical 
heraldic designs also remain. The Sassanids recorded their triumphs on 
immense outdoor rock reliefs scattered throughout Iran, often using the 
same sites that the Achaemenids had covered with reliefs and 
inscriptions. 
In Afghanistan at Bamian are ruins that show the great impact of 
Iranian art forms on works from the 4th to the 8th cent. Frescoes and 
colossal Buddhas adorn Bamian's monasteries, revealing a fusion of 
Greco-Buddhist and Sassano-Iranian elements. 
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Non-Western Art 

 
ASIA 

 

China 
 

Neolithic  –  c. 6,000  – c. 1,600 BC 
Shang Dynasty  –  1,766 – 1,045 BC 
Zhou Dynasty  –  1,045 – 256 BC 
Qin Dynasty  –  221 – 206 BC 
Han Dynasty  –  206 BC – 220 AD 
Three Kingdoms Period  – 220  – 280 
Western Jin Dynasty  –  265 – 316 
Six Dynasties Period  –  222 – 589 
Northern and Southern Dynasties Period  –  310 – 589 

 
 
Chinese art, works of art produced in the vast geographical region of 
China. It the oldest art in the world and has its origins in remote 
antiquity. (For the history of Chinese civilization, see China.)  
 

Early Periods 
 

Neolithic cultures produced many artifacts such as painted pottery, bone 
tools and ornaments, and jade carvings of a sophisticated design. 
Excavations at B'ei-li-kang near Luo-yang date materials found at that 
site to 6000–5000 B.C. An excavation in the early 1970s of the royal tomb 
of Shih-huang Ti revealed an array of funerary terra-cotta images. In 
Henan, the village of Yang-shao gave its name to a culture that 
flourished from 5000 to 3000 B.C. Ban-p'o pottery wares were handmade 
and the area produced a polished red ware that was painted in black 
with designs of swirling spirals and geometric designs, sometimes with 
human faces. Later, at Ma-jia-yao in Gansu, brush-painted pottery 
became more sophisticated in the handling of the design. Knowledge of 
ancient Chinese art is limited largely to works in pottery, bronze, bone, 
and jade. 
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The Early Dynasties: Ritual Bronzes 
 

During the Shang dynasty (c.1750–1045 B.C.), some of China's most 
extraordinary art was created—its ritual bronzes. Cast in molds, these 
sacrificial vessels display stylistic developments that began with early 
bronzes at Erh-li-tou and reached their apex at Anyang, the Shang 
capital city, where excavations in have yielded numerous ritual bronze 
vessels that indicate a highly advanced culture in the Shang dynasty in 
the 2d millennium. The art of bronze casting of this period is of such 
high quality that it suggests a long period of prior experimentation. 

The ritual bronzes represent the clearest extant record of stylistic 
development in the Shang, Chou, and Early Han dynasties. The 
adornment of the bronzes varies from the most meager incision to the 
most ornate plastic embellishment and from the most severely abstract 
to some naturalistic representations. The Later Han dynasty marks the 
end of the development of this art, although highly decorated bronze 
continued to be produced, often with masterly treatment of metal and 
stone inlays. 

 

Buddhist Art 
 

The advent of Buddhism (1st cent. A.D.) introduced art of a different 
character. Works of sculpture, painting, and architecture of a more 
distinctly religious nature were created. With Buddhism, the 
representation of the Buddha and of the bodhisattvas and attendant 
figures became the great theme of sculpture. The forms of these figures 
came to China from India by way of central Asia, but in the 6th cent. A.D. 
the Chinese artists succeeded in developing a national style in sculpture. 
This style reached its greatest distinction early in the T'ang dynasty. 
Figures, beautiful in proportion and graceful in gesture, show great 
precision and clarity in the rendering of form, with a predominance of 
linear rhythms. 

Gradually the restraint of the 7th cent. gave way to more dramatic work. 
Major sites of Buddhist art in cave temples include Donghuang, Lung-
men, Yun-kang, Mai-chi-shan, and Ping-ling-ssu. For about 600 years 
Buddhist sculpture continued to flourish; then in the Ming dynasty 
sculpture ceased to develop in style. After this time miniature sculpture 
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in jade, ivory, and glass, of exquisite craftsmanship but lacking vitality of 
inspiration, was produced in China (and was also made in Japan). 

 

Chinese Painting since the Fifth Century 
 

Little painting remains from the early periods except for that on ceramics 
and lacquer and tiles, and tomb decorations in Manchuria and N Korea. 
It is only from the 5th cent. A.D. that a clear historical development can 
be traced. Near Dunhuang more than a hundred caves (called the Caves 
of a Thousand Buddhas) contain Buddhist wall paintings and scrolls 
dating mainly from the late 5th to the 8th cent. They show first, simple 
hieratic forms of Buddha and of the bodhisattvas and later, crowded 
scenes of paradise. The elegant decorative motifs and certain figural 
elements reveal a Western influence. 

A highly organized system of representing objects in space was evolved, 
quite different from Western post-Renaissance perspective. Rendering of 
natural effects of light and shade is almost wholly absent in this art, the 
greatest strength of which is its incomparable mastery of line and 
silhouette. One of the earliest artists about whom anything is known is 
the 4th-century master Ku K'ai-chih, who is said to have excelled in 
portraiture. 

The art of figure painting reached a peak of excellence in the T'ang 
dynasty (618–906). Historical subjects and scenes of courtly life were 
popular, and the human figure was portrayed with a robustness and 
monumentality unequaled in Chinese painting. Animal subjects were 
also frequently represented. The 8th-century artist Han Kan is famous 
for his painting of horses. The T'ang dynasty also saw the rise of the 
great art of Chinese landscape painting. Lofty and craggy peaks were 
depicted, with streams, rocks, and trees carefully detailed in brilliant 
mineral pigments of green and blue. These paintings were usually 
executed as brush drawings with color washes. Little if anything remains 
of the work of such famous masters as Yen Li-pen, Wu Tao-tzu, Wang 
Wei, and Tung Yuan of the Five Dynasties. 

In the Sung dynasty (960–1279) landscape painting reached its greatest 
expression. A vast yet orderly scheme of nature was conceived, reflecting 
contemporary Taoist and Confucian views. Sharply diminished in scale, 
the human figure did not intrude upon the magnitude of nature. The 
technique of ink monochrome was developed with great skill; with the 
utmost economy of pictorial means, suggestion of mood, misty 
atmosphere, depth, and distance were created. During the Sung dynasty 
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the monumental detail began to emerge. A single bamboo shoot, flower, 
or bird provided the subject for a painting. Among those who excelled in 
flower painting was the Emperor Hui-tsung, who founded the imperial 
academy. Hundreds of painters contributed to its glory, including Li 
T'ang, Hsia Kuei, and Ma Yüan. Members of the Ch'an (Zen) sect of 
Buddhism executed paintings, often sparked by an intuitive vision. With 
rapid brushstrokes and ink splashes, they created works of vigor and 
spontaneity. 

With the ascendance of the Yüan dynasty (1260–1368) painting reached 
a new level of achievement, and under Mongol rule many aspects 
cultivated in Sung art were brought to culmination. The human figure 
assumed greater importance, and landscape painting acquired a new 
vitality. The surface of the paintings, especially the style and variety of 
brushstrokes, became important. Still-life compositions came into 
greater prominence, especially bamboo painting. During this time, much 
painting was produced by the literati, gentlemen scholars who painted 
for their own enjoyment and self-improvement. 

Under some of the emperors of the Ming dynasty (1368–1644) a revival of 
learning and of older artistic traditions was encouraged and 
connoisseurship was developed. We are indebted to the Ming art 
collectors for the preservation of many paintings that have survived into 
our times. Bird and flower pictures exhibited the superb decorative 
qualities so familiar to the West. Shen Chou, Tai Chin, Wen Cheng-ming, 
T'ang Yin, and Tung Ch'i-ch'ang are but a few of the many great masters 
of this period. 

Under the Ch'ing dynasty (1644–1912) a high level of technical 
competence was maintained, particularly in the applied arts, until the 
19th cent., when the output became much more limited. The famous 
four Wangs imitated the great Yüan masters. Among painters of less 
orthodoxy, Shih-T'ao and Chu Ta were outstanding as artists of 
remarkable personal vision. However, there was little innovation in 
painting. Throughout the history of Chinese painting one characteristic 
has prevailed—the consummate handling of the brushstroke. Paintings 
were executed in a dry or wet-brush technique, with an incredible 
versatility ranging from swirling patterns to staccato dots. 

 

Calligraphy and the Minor Arts 
 

The mastery of brushwork was directly related to calligraphy, 
traditionally regarded by the Chinese as the highest art form. Masters of 
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calligraphy such as Wang Hsi-chih (c.303–361) and his son were revered 
and their works copied for the perfection of their writing. Reliance on 
calligraphic techniques in later painting, however, produced a sterile art 
of overworked formulas in painting of the 19th cent. Elegant inscriptions 
and poems were often included within the painting, which took the form 
of a handscroll, hanging scroll, or an album leaf, made of silk or paper. 

The fine art of Chinese ceramics followed to some degree the development 
of painting, reaching its highest perfection in the Sung dynasty and its 
extreme technical elaboration and decorative style in the Ming. In enamel 
ware, lacquerware, jade, ivory, textiles, and many other of the so-called 
minor arts, the world owes an incalculable debt to China. 

 

Cross-Cultural Influences in Modern Times 

 

Western influence on Chinese art has been evident since the late 17th 
cent., but was not of major significance until comparatively recent times. 
The 19th cent. produced no major Chinese masters but many competent 
traditionalists. Early 20th-century artists copied Western styles without 
real comprehension, and attempts to combine them with Chinese subject 
matter were largely unsuccessful. The influence of Chinese art upon 
other cultures has been profound. It has extended to the Muslim 
countries and, since the 14th cent., has affected the art of Western 
Europe as well. 

 

Art under Communism 
 

After the Communists came to power in 1949 the graphic arts useful to 
political propaganda were encouraged, and Western influence in the arts 
was strictly discouraged. Within the limits of government restrictions two 
painters, Li K'o-jan and Ch'eng Shih-fa, have produced works of 
considerable individuality. Chinese artists working outside China, 
including Tseng Yu-ho in Hawaii, C. C. Wang in New York, and Chao 
Wu-chi in France, have produced abstract works based on calligraphy 
that reveal some Western influence.  
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13th century BC spouted ritual wine vessel (Guang). This vessel dates to 
the early Anyang period of the Shang dynasty (1300–1050 BC) 
 

Chinese art is art, whether modern or ancient, that originated in or is 
practiced in China or by Chinese artists or performers. Early so-called 
"stone age art" dates back to 6000 BC, mostly consisting of simple 
pottery and sculptures. This early period was followed by a series of art 
dynasties, most of which lasted several hundred years.  

 

Historical development to 221 BC 

 

Neolithic pottery 
 

Early forms of art in China are found in the Neolithic Yangshao culture 
(仰韶文化), which dates back to the 6th millennium BC. Archeological 
findings such as those at Banpo have revealed that the Yangshao made 
pottery; early ceramics were unpainted and most often cord-marked. The 
first decorations were fish and human faces, but these eventually evolved 
into symmetrical-geometric abstract designs, some painted.  

The most distinctive feature of Yangshao culture was the extensive use of 
painted pottery, especially human facial, animal, and geometric designs. 
Unlike the later Longshan culture, the Yangshao culture did not use 
pottery wheels in pottery-making. According to archaeologists, Yangshao 
society was based around matriarchal clans. Excavations have found 
that children were buried in painted pottery jars.  
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Jade culture 
 

The Liangzhu Jade culture was the last Neolithic Jade culture in the 
Yangtse River delta and was spaced over a period of about 1,300 years. 
The Jade from this culture is characterized by finely worked large ritual 
jades such as Congs cylinders, Bi discs, Yue axes and also pendants and 
decorations in the form of chiseled open-work plaques, plates and 
representations of small birds, turtles and fish. The Liangzhu Jade has a 
white milky bone-like aspect due to its Tremolite rock origin and 
influence of water-based fluids at the burial sites.  

 

Bronze casting  
 

The Bronze Age in China began with the Shang Dynasty. The Shang are 
remembered for their bronze casting, noted for its clarity of detail. Shang 
bronzesmiths usually worked in foundries outside the cities to make 
ritual vessels, and sometimes weapons and chariot fittings as well. The 
bronze vessels were receptacles for storing or serving various solids and 
liquids used in the performance of sacred ceremonies. Some forms such 
as the ku and jue can be very graceful, but the most powerful pieces are 
the ding, sometimes described as having the an "air of ferocious 
majesty."  

It is typical of the developed Shang style that all available space is 
decorated, most often with stylised forms of real and imaginary animals. 
The most common motif is the taotie, which shows a mythological being 
presented frontally as though squashed onto a horizontal plane to form a 
symmetrical design. The early significance of taotie is not clear, but 
myths about it existed around the late Zhou Dynasty. It was considered 
to be variously a covetous man banished to guard a corner of heaven 
against evil monsters; or a monster equipped with only a head who tries 
to devour men but hurts only himself.  

The function and appearance of bronzes changed gradually from the 
Shang to the Zhou. They shifted from been used in religious rites to more 
practical purposes. By the Warring States Period bronze vessels had 
become objects of aesthetic enjoyment. Some were decorated with social 
scenes, such as from a banquet or hunt; whilst others displayed abstract 
patterns inlaid with gold, silver, or precious and semi-precious stones.  

Shang bronzes became appreciated as works of art from the Song 
Dynasty, when they were collected and prized not only for their shape 
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and design but also for the various green, blue green, and even reddish 
patinas created by chemical action as they lay buried in the ground. The 
study of early Chinese bronze casting is a specialised field of art history.  

 

Early Chinese music  
 

The origins of Chinese music and poetry can be gleamed in the Book of 
Songs, containing poems composed between 1000 BC and 600 BC. The 
text, preserved among the canon of early Chinese literature, contains folk 
songs, religious hymns and stately songs. Originally intended to be sung, 
the accompanying music unfortunately has since been lost. They had a 
wide range of purposes, including for courtship, ceremonial greeting, 
warfare, feasting and lamentation. The love poems are among the most 
appealing in the freshness and innocence of their language.  

Early Chinese music was based on percussion instruments such as the 
bronze bell. Chinese bells were sounded by being struck from the 
outside, usually with a piece of wood. Sets of bells were suspended on 
wooden racks. Inside excavated bells are groves and marks of scraping 
and scratching made as they were tuned to the right pitch. Percussion 
instruments gradually gave way to string and reed instruments toward 
the Warring States period.  

Significantly, the character for writing the word, music, (yue) was the 
same as that for joy (le). For Confucius and his disciples, music was 
important because it has the power to make people harmonious and well 
balanced or, conversely caused them to be quarrelsome and depraved. 
According to Xun Zi, music is as important as the li ("rites"; "etiquette") 
stressed in Confucianism. Mo Zi, philosophically opposed to 
Confucianism, disagreed. He dismissed music as having only aesthetic 
uses, and thus useless and wasteful.  

 

Early Chinese Poetry 
 

In addition to the Book of Songs (Shi Jing), a second early and influential 
poetic anthology was the Chuci (楚辭 Songs of Chu), made up primarily of 
poems ascribed to the semilegendary Qu Yuan (c. 340-278 BC) and his 
follower Song Yu (fourth century BC). The songs in this collection are 
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more lyrical and romantic and represent a different tradition from the 
earlier Classic of Poetry (Shi Jing).  

 

Chu and Southern Culture  
 

A rich source of art in early China was the state of Chu, which developed 
in Yangtse River valley. Excavations of Chu tombs have found painted 
wooden sculptures, jade disks, glass beads, musical instruments, and an 
assortment of lacquerware. Many of the lacquer objects are finely 
painted, red on black or black on red. A site in Changsha, Hunan 
province, has revealed the world's oldest painting on silk discovered to 
date. It shows a woman accompanied by a phoenix and a dragon, two 
mythological animals to feature prominently in Chinese art.  

An anthology of Chu poetry has also survived in the form of the Chu Ci, 
which has been translated into English by David Hawkes. Many of the 
works in the text are associated with Shamanism. There are also 
descriptions of fantastic landscapes, examples of China's first nature 
poetry. The longest poem "Encountering Sorrow," is reputed to have been 
written by the tragic Qu Yuan as a political allegory.  

 

Early imperial China (221 BC – AD 220)  
 

Qin sculpture  
 

The Terracotta Army, inside the Mausoleum of the First Qin Emperor, 
consists of more than 7,000 life-size tomb terra cotta figures of warriors 
and horses buried with the self-proclaimed first Emperor of Qin (Qin Shi 
Huang) in 210-209 BC.  

The figures were painted before being placed into the vault. The original 
colors were visible when the pieces were first unearthed. However 
exposure to air caused the pigments to fade so today the unearthed 
figures appear terracotta in color.  

The figures are in several poses including standing infantry and kneeling 
archers as well as charioteers with horses. Each figure's head appears to 
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be unique showing a variety of facial features and expressions as well as 
hair styles.  

 

Porcelain 
 

Porcelain is made from a hard paste comprised of the clay kaolin and a 
feldspar called petuntse, which cements the vessel and seals any pores. 
China has become synonymous with high-quality porcelain. Most china 
comes from the city of Jingdezhen in China's Jiangxi province.  

Jingdezhen, under a variety of names, has been central to porcelain 
production in China since at least the early Han Dynasty.  

The most noticeable difference between porcelain and the other pottery 
clays is that it 'wets' very quickly (that is, added water has a noticeably 
greater effect on the plasticity for porcelain than other clays), and that it 
tends to continue to 'move' for longer than other clays, requiring 
experience in handling to attain optimum results.  

During medieval times in Europe, Porcelain was very expensive and in 
high demand for its beauty.  

 

Han poetry  
 

During the Han Dynasty (206 BC - AD 220), the Chu lyrics evolved into 
the fu (賦), a poem usually in rhymed verse except for introductory and 
concluding passages that are in prose, often in the form of questions and 
answers.  

From the Han Dynasty onwards, a process similar to the origins of the 
Shi Jing produced the yue fu poems.  
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Period of division (220 – 581)  
 

Influence of Buddhism  
 

Buddhism arrived in China around the 1st century AD (although there 
are some tradition about a monk visiting China during Asoka’s reign), 
and through to the 8th century it became very active and creative in the 
development of Buddhist art, particularly in the area of statuary. 
Receiving this distant religion, China soon incorporated strong Chinese 
traits in its artistic expression.  

In the fifth to sixth century the Northern Dynasties, rather removed from 
the original sources of inspiration, tended to develop rather symbolic and 
abstract modes of representation, with schematic lines. Their style is also 
said to be solemn and majestic. The lack of corporeality of this art, and 
its distance from the original Buddhist objective of expressing the pure 
ideal of enlightenment in an accessible, realistic manner, progressively 
led to a research towards more naturalism and realism, leading to the 
expression of Tang Buddhist art.  

 

Poetry  
 

Historical record indicates Cao Cao was a brilliant ruler and poet. Cao 
Cao was also the father of the well known poets Cao Pi and Cao Zhi.  

Cao Pi is known for writing the first Chinese poem using seven syllables 
per line (七言詩), the poem 燕歌行.  

Cao Zhi demonstrated his spontaneous wit at an early age and was a 
front-running candidate of the throne; however, such ability was devoted 
to Chinese literature and poetry, which was encouraged by his father's 
subordinate officials. Later he surrounded himself with a group of poets 
and officials with literary interests, including some who continually 
showed off their smartness at the expense of Cao Cao and Cao Pi's 
subordinates and even Cao Cao himself.  
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Tao Qian's poetry influenced the work of many subsequent poets. 
Approximately 120 of his poems survive, which depict an idyllic pastoral 
life of farming and drinking.  

 

Calligraphy  
 

In ancient Imperial China, painting and calligraphy were the most highly 
appreciated arts in court circles and were produced almost exclusively by 
amateurs, aristocrats and scholar-officials who alone had the leisure to 
perfect the technique and sensibility necessary for great brushwork. 
Calligraphy was thought to be the highest and purest form of painting. 
The implements were the brush pen, made of animal hair, and black inks 
made from pine soot and animal glue. Writing as well as painting, was 
done on silk. But after the invention of paper in the 1st century, silk was 
gradually replaced by the new and cheaper material. Original writings by 
famous calligraphers have been greatly valued throughout China's 
history and are mounted on scrolls and hung on walls in the same way 
that paintings are.  

Wang Xizhi was a famous Chinese calligrapher who lived in the 4th 
century AD. His most famous work is the Lanting Xu, the preface of a 
collection of poems written by a number of poets when gathering at Lan 
Ting near the town of Shaoxing in Zhejiang province and engaging in a 
game called "qu shui liu shang".  

Wei Shuo was a well-known calligrapher of Eastern Jin Dynasty who 
established consequential rules about the Regular Script. Her well-
known works include Famous Concubine Inscription (名姬帖 Ming Ji Tie) 
and The Inscription of Wei-shi He'nan (衛氏和南帖 Wei-shi He'nan Tie).  

 

Painting  
 

Gu Kaizhi is a celebrated painter of ancient China born in Wuxi. He 
wrote three books about painting theory: "On Painting" (画论), 
"Introduction of Famous Paintings of Wei and Jin Dynasties" 
(魏晋胜流画赞) and "Painting Yuntai Mountain" (画云台山记). He wrote: "In 
figure paintings the clothes and the appearences were not very 
important. The eyes were the spirit and the decisive factor."  
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Three of Gu's paintings still survive today. They are "Admonitions of the 
Instructress to the Court Ladies", "Nymph of the Luo River" (洛神赋), and 
"Wise and Benevolent Women".  

 

The Sui and Tang dynasties (581 – 960)  
 

Buddhist architecture and sculpture  
 

 
 

Seated Buddha (Tang dynasty ca. 650 China) 

 

Following a transition under the Sui Dynasty, Buddhist sculpture of the 
Tang evolved towards a markedly life-like expression. As a consequence 
of the Dynasty's openness to foreign influences, and renewed exchanges 
with Indian culture due to the numerous travels of Chinese Buddhist 
monks to India from the 4th to the 11th century, Tang dynasty Buddhist 
sculpture assumed a rather classical form, inspired by the Indian art of 
the Gupta period.  

However foreign influences came to be negatively perceived towards the 
end of the Tang dynasty. In the year 845, the Tang emperor Wu-Tsung 
outlawed all "foreign" religions (including Christian Nestorianism, 
Zoroastrianism and Buddhism) in order to support the indigenous 
Taoism. He confiscated Buddhist possessions, and forced the faith to go 
underground, therefore affecting the ulterior development of the religion 
and its arts in China.  

Most wooden Tang sculptures have not survived, though representations 
of the Tang international style can still be seen in Nara, Japan. Stone 
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sculpture have proved of much great longevity. Some of the finest 
examples can be seen at Longmen, near Luoyang.  

 

Golden age of Chinese poetry  
 

Yue fu are Chinese poems composed in a folk song style. The term 
literally means "music bureau", a reference to the government 
organisation originally charged with collecting or writing the lyrics.  

The lines are of uneven length, though five characters is the most 
common. Each poem follows one of a series of patterns defined by the 
song title. The term covers original folk songs, court imitations and 
versions by known poets.  

From the 2nd century AD, the yue fu began to develop into shi - the form 
which was to dominate Chinese poetry until the modern era. The writers 
of these poems took the five character line of the yue fu and used it to 
express more complex ideas. The shi poem was generally an expression 
of the poet's own persona rather than the adopted characters of the yue 
fu; many were romantic nature poems heavily influenced by Taoism.  

The term gushi ("old poems") can refer either to the first, mostly 
anonymous shi poems, or more generally to the poems written in the 
same form by later poets. Gushi in this latter sense are defined 
essentially by what they are not: i.e., they are not jintishi (regulated 
verse). The writer of gushi was under no formal constraints other than 
line length and rhyme (in every second line).  

Jintishi, or regulated verse, developed from the 5th century onwards. By 
the Tang dynasty, a series of set tonal patterns had been developed, 
which were intended to ensure a balance between the four tones of 
classical Chinese in each couplet: the level tone, and the three deflected 
tones (rising, falling and entering). The Tang dynasty was the high point 
of the jintishi.  

Notable poets from this era include Bai Juyi, Du Mu, Han Yu, Jia Dao, Li 
Qiao, Liu Zongyuan, Luo Binwang, Meng Haoran, Wang Wei, and Zhang 
Jiuling.  
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Li Po and Du Fu 
 

Li Po and Du Fu both lived during the Tang Dynasty. They are regarded 
by many as the greatest of the Chinese poets.  

Over a thousand poems are attributed to Li Po, but the authenticity of 
many of these is uncertain. He is best known for his yue fu poems, which 
are intense and often fantastic. He is often associated with Taoism: there 
is a strong element of this in his works, both in the sentiments they 
express and in their spontaneous tone. Nevertheless, his gufeng ("ancient 
airs") often adopt the perspective of the Confucian moralist, and many of 
his occasional verses are fairly conventional.  

Much like Mozart, there exists many legends on how effortless Li Po 
composed his poetry, even (or some say, especially) when drunk; his 
favorite form is the jueju (five- or seven-character quatrain), of which he 
composed some 160 pieces. Using striking, unconventional imagery, Li 
Po is able to create exquisite pieces to utilize fully the elements of the 
language. His use of language is not as erudite as Du Fu's but equally 
effective, impressing through an extravagance of imagination and a direct 
connection of a free-spirited persona with the reader. Li Po's interactions 
with nature, friendship, and his acute observations of life inform his best 
poems. Some of the rest, like Changgan xing (translated by Ezra Pound 
as A River Merchant's Wife: A Letter), records the hardships or emotions 
of common people. Like the best Chinese poets, Li Po often evades 
translation.  

Since the Song dynasty Du Fu has been called by critics the "poet 
historian". The most directly historical of his poems are those 
commenting on military tactics or the successes and failures of the 
government, or the poems of advice which he wrote to the emperor.  

One of the Du Fu's earliest surviving works, The Song of the Wagons (c. 
750), gives voice to the sufferings of a conscript soldier in the imperial 
army, even before the beginning of the rebellion; this poem brings out the 
tension between the need of acceptance and fulfilment of one's duties, 
and a clear-sighted consciousness of the suffering which this can involve.  

Du Fu's work is notable above all for its range. He mastered all the forms 
of Chinese poetry: Chou says that in every form he "either made 
outstanding advances or contributed outstanding examples" (p. 56). 
Furthermore, his poems use a wide range of registers, from the direct 
and colloquial to the allusive and self-consciously literary. The tenor of 
his work changed as he developed his style and adapted to his 
surroundings ("chameleon-like" according to Watson): his earliest works 
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are in a relatively derivative, courtly style, but he came into his own in 
the years of the rebellion. Owen comments on the "grim simplicity" of the 
Qinzhou poems, which mirrors the desert landscape (p. 425); the works 
from his Chengdu period are "light, often finely observed" (p. 427); while 
the poems from the late Kuizhou period have a "density and power of 
vision" (p. 433).  

 

Late Tang poetry  
 

Li Shangyin was a Chinese poet of the late Tang dynasty. He was a 
typical Late Tang poet: his works are sensuous, dense and allusive. The 
latter quality makes adequate translation extremely difficult. Many of his 
poems have political, romantic or philosophical implications, but it is 
often unclear which of these should be read into each work.  

Li Yu was a Chinese poet and the last ruler of the Southern Tang 
Kingdom. His best-known poems were composed during the years after 
the Song formerly ended his reign in 975 and brought him back as a 
captive to the Song capital, Bianjing (now Kaifeng). Li's works from this 
period dwell on his regret for the lost kingdom and the pleasures it had 
brought him. He was finally poisoned by the Song emperor in 978.  

Li Yu developed the ci by broadening its scope from love to history and 
philosophy, particularly in his later works. He also introduced the two 
stanza form, and made great use of contrasts between longer lines of 
nine characters and shorter ones of three and five.  

 

Painting  
 

Beginning in the Tang dynasty (618-907), the primary subject matter of 
painting was the landscape, known as shanshui (mountain-water) 
painting. In these landscapes, usually monochromatic and sparse, the 
purpose was not to reproduce exactly the appearance of nature but 
rather to grasp an emotion or atmosphere so as to catch the "rhythm" of 
nature.  

Painting in the traditional style involved essentially the same techniques 
as calligraphy and is done with a brush dipped in black or colored ink; 
oils were not used. As with calligraphy, the most popular materials on 
which paintings are made are paper and silk. The finished work is then 
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mounted on scrolls, which can be hung or rolled up. Traditional painting 
also is done in albums and on walls, lacquerwork, and other media.  

Dong Yuan was an active painter in the Southern Tang Kingdom. He was 
known for both figure and landscape paintings, and exemplified the 
elegant style which would become the standard for brush painting in 
China over the next 900 years. As with many artists in China, his 
profession was as an official where he studied the existing styles of Li 
Sixun and Wang Wei. However, he added to the number of techniques, 
including more sophisticated perspective, use of pointillism and 
crosshatching to build up vivid effect.  

Zhan Ziqian was a painter during the Sui Dynasty. His only painting in 
existence is Strolling About In Spring arranged mountains perspectively. It 
may be the first scenery painting of the world. In Europe the pure 
scenery paintings emerged merely after 17th century. So that he was the 
first scenery painter of whole world.  

 

The Song and Yuan dynasties (960 – 1368)  
 

Song poetry  
 

Ci is a kind of lyric Chinese poetry. Beginning in the Liang Dynasty, the 
ci followed the tradition of the Shi Jing and the yue fu: they were lyrics 
which developed from anonymous popular songs (some of Central Asian 
origin) into a sophisticated literary genre. The form was further developed 
in the Tang Dynasty, and was most popular in the Song Dynasty.  

Ci most often expressed feelings of desire, often in an adopted persona, 
but the greatest exponents of the form (such as Li Houzhu and Su Shi) 
used it to address a wide range of topics.  

Well-known poets of the Song Dynasty include Zeng Gong, Li Qingzhao, 
Lu You, Mei Yaochen, Ouyang Xiu, Su Dongpo, Wang Anshi, and Xin 
Qiji.  
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Song painting  
 

During the Song dynasty (960-1279), landscapes of more subtle 
expression appeared; immeasurable distances were conveyed through 
the use of blurred outlines, mountain contours disappearing into the 
mist, and impressionistic treatment of natural phenomena. Emphasis 
was placed on the spiritual qualities of the painting and on the ability of 
the artist to reveal the inner harmony of man and nature, as perceived 
according to Taoist and Buddhist concepts.  

Liang Kai was a Chinese painter who lived in the 13th century (Song 
Dynasty). He called himself "Madman Liang," and he spent his life 
drinking and painting. Eventually, he retired and became a Zen monk. 
Liang is credited with inventing the Zen school of Chinese art.  

Wen Tong was a painter who lived in the 11th century. He was famous 
for ink paintings of bamboo. He could hold two brushes in one hand and 
paint two different distanced bamboos simultaneously. He did not need 
to see the bamboo while he painted them because he had seen a lot of 
them.  

 

Yuan drama  
 

Chinese opera is a popular form of drama in China. In general, it dates 
back to the Tang dynasty with Emperor Xuanzong (712-755), who 
founded the "Pear Garden" (梨园), the first known opera troupe in China. 
The troupe mostly performed for the emperors' personal pleasure. To this 
day operatic professionals are still referred to as "Disciples of the Pear 
Garden" (梨园子弟). In the Yuan dynasty (1279-1368), forms like the Zaju 
(杂剧, variety plays), which acts based on rhyming schemes plus the 
innovation of having specialized roles like "Dan" (旦, female), "Sheng" (生, 
male) and "Chou" (丑, Clown) were introduced into the opera.  

Yuan dynasty opera continues today as Cantonese opera. It is universally 
accepted that Cantonese opera was imported from the northern part of 
China and slowly migrated to the southern province of Guangdong in late 
13th century, during the late Southern Song Dynasty. In the 12th 
century, there was a theatrical form called Narm hei (南戲), or the Nanxi 
(Southern opera), which was performed in public theaters of Hangzhou, 
then capital of the Southern Song Dynasty. With the invasion of the 
Mongol army, Emperor Gong (Gong Di (恭帝 Gōngdì)), Zhao Xian (趙顯 
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Zhào Xi�n) fled with hundreds of thousands of Song people into the 
province of Guangdong in 1276. Among these people were some Narm hei 
artists from the north. Thus narm hei was brought into Guangdong by 
these artists and developed into the earliest kind of Cantonese opera.  

Many well-known operas performed today, such as The Purple Hairpin 
and Rejuvenation of the Red Plum Flower originated in the Yuan Dynasty, 
with the lyrics and scripts in Cantonese. Until the 20th century all the 
female roles were performed by males.  

 

Yuan painting  
 

Wang Meng was a Chinese painter during the Yuan dynasty. One of his 
well-known works is the Forest Grotto.  

Zhao Mengfu was a Chinese scholar, painter and calligrapher during the 
Yuan Dynasty. His rejection of the refined, gentle brushwork of his era in 
favour of the cruder style of the eighth century is considered to have 
brought about a revolution that created the modern Chinese landscape 
painting.  

 

Late Imperial China (1368 – 1895)  
 

 
 

 
Detail of Dragon Throne used by the Qianlong Emperor of China, 
Forbidden City, Qing Dynasty. Artifact circulating in US museums on loan 
from Beijing 
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Ming Poetry 
 

Gao Qi is acknowledged by many as the greatest poet of the Ming 
Dynasty. His poems are imitative of those of earlier dynasties.  

 

Ming painting  
 

Under the Ming dynasty, Chinese culture bloomed. Narrative painting, 
with a wider color range and a much busier composition than the Song 
painting, was immensely popular during the time.  

As the techniques of color printing were perfected, illustrated manuals on 
the art of painting began to be published. Jieziyuan Huazhuan (Manual 
of the Mustard Seed Garden), a five-volume work first published in 1679, 
has been in use as a technical textbook for artists and students ever 
since.  

 

Qing drama  
 

The best known form of Chinese opera is Beijing opera, which assumed 
its present form in the mid-19th century and was extremely popular in 
the Qing dynasty (1644-1911). In Beijing Opera, traditional Chinese 
string and percussion instruments provide a strong rhythmic 
accompaniment to the acting. The acting is based on allusion: gestures, 
footwork, and other body movements express such actions as riding a 
horse, rowing a boat, or opening a door.  

Although it is called Beijing opera, its origins are not in Beijing but in the 
Chinese provinces of Anhui and Hubei. Beijing opera got its two main 
melodies, Xipi and Erhuang, from Anhui and Hubei operas. Much 
dialogue is also carried out in an archaic dialect originating partially 
from those regions. It also absorbed music and arias from other operas 
and musical arts such as the historic Qinqiang. It is regarded that 
Beijing Opera was born when the Four Great Anhui Troupes came to 
Beijing in 1790. Beijing opera was originally staged for the court and 
came into the public later. In 1828, some famous Hubei troupes came to 
Beijing. They often jointly performed in the stage with Anhui troupes. The 
combination gradually formed Beijing opera's main melodies.  
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Qing Poetry 
 

Yuan Mei was well-known poet who lived during the Qing Dynasty. In the 
decades before his death, Yuan Mei produced a large body of poetry, 
essays and paintings. His works reflected his interest in Chan Buddhism 
and the supernatural, at the expense of Daoism and institutional 
Buddhism - both of which he rejected. Yuan is most famous for his 
poetry, which have been described as "unusually clear and elegant 
language". His views on poetry as expressed in the Suiyuan shihua 
(隨園詩話) stressed the importance of personal feeling and technical 
perfection.  
 

Qing fiction  

 

Many great works of art and literature originated during the period and 
the Qianlong emperor in particular undertook huge projects to preserve 
important cultural texts. The novel form became widely read and perhaps 
China's most famous novel, Dream of the Red Chamber, was written in 
the mid-eighteenth century.  

Cao Xueqin is the author of famous Chinese work Dream of the Red 
Chamber. Extant handwritten copies of this work – some 80 chapters – 
had been in circulation in Beijing shortly after Cao’s death, before Gao Ê, 
who claimed to have access to the former’s working papers, published a 
complete 120-chapter version in 1792.  

Pu Songling was a famous writer of Liaozhai Zhiyi 《聊齋志異》during the 
Qing dynasty. He opened a tea house and invited his guests to tell 
stories, then he would compile the tales and write them. Many of his 
tales have been made into films. One of these films is called The Chinese 
Ghost Story by Tsui Hark, a Hong Kong director.  
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Modern Chinese Art  

 

Painting  
 

Beginning with the New Culture Movement, Chinese artists started to 
adopt Western techniques. It also was during this time that oil painting 
was introduced to China.  

In the early years of the People's Republic of China, artists were 
encouraged to employ socialist realism. Some Soviet Union socialist 
realism was imported without modification, and painters were assigned 
subjects and expected to mass-produce paintings. This regimen was 
considerably relaxed in 1953, and after the Hundred Flowers Campaign 
of 1956-1957, traditional Chinese painting experienced a significant 
revival. Along with these developments in professional art circles, there 
was a proliferation of peasant art depicting everyday life in the rural 
areas on wall murals and in open-air painting exhibitions.  

Notable modern Chinese painters include Huang Binhong, Qi Baishi, Xu 
Beihong, and Zhang Chongren.  

 

Poetry  
 

Modern Chinese poems (新詩 vers libre) usually do not follow any 
prescribed pattern.  

Bei Dao is the most notable representative of the Misty Poets, a group of 
Chinese poets who reacted against the restrictions of the Cultural 
Revolution. The work of the Misty Poets and Bei Dao in particular were 
an inspiration to pro-democracy movements in China. Most notable was 
his poem "Huida" ("The Answer") which was written during the 1976 
Tiananmen demonstrations in which he participated. The poem was 
taken up as a defiant anthem of the pro-democracy movement and 
appeared on posters during the Tiananmen Square protests of 1989.  

Xu Zhimo is a romantic poet who loved the poetry of the English 
Romantics like Keats and Shelley. He was one of the first Chinese writers 
to successfully naturalize Western romantic forms into modern Chinese 
poetry.  
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Contemporary art since 1979 
 
Performing arts 
 
The Chinese government, to some extent, subsidises the training of artists, 
performers and athletes, which helps China to be prominent in many of the 
following fields:   

• Chinese motion pictures - The Chinese film industry has continued to 
develop since film was introduced to China in 1896, and has had a strong 
influence on "Western" cinema. Notably popular are China's wuxia films and 
martial arts films. 
 

• Chinese folk arts - Chinese folk arts include puppetry and quyi, which 
consists of various kinds of storytelling and comic monologues and 
dialogues, often to the accompaniment of clappers, drums, or stringed 
instruments.   
 

• Chinese variety arts - Variety arts, including tightrope walking, acrobatics, 
animal acts, and sleight of hand date back at least as far as the Han 
dynasty and have gained new respectability in recent times.  
 

• China is a world leader in the field of toss juggling and related skills such as 
devilstick manipulation, the diabolo or "Chinese yo-yo", rola-bola or 
"teeterboard" and balancing on the Giant Ball.   
 

• Chinese rock - This style of music combines Chinese musical instruments 
with techniques of Western-style rock and roll. It began in Mainland China 
during the mid-1980s and rose in popularity by the 1990s   
 

• Cantopop - Cantopop, a variety of cpop, is a multi-million dollar popular 
music industry in Asia centered around Hong Kong.

 
     •   Taiwanese hip hop - Hip hop music emerged from the "underground" scene 
         in Taiwan to become more mainstream during the 1990s and 2000s.                 
 

         • Chinese opera - Traditional drama grew out of the zaju (variety plays) of the 
         Yuan dynasty (1279–1368) and continues to exist in many (368) different 
         forms, the best known of which is Beijing opera. 
 

         • Chinese music - Traditional Chinese music appears to date back to the 
         dawn of Chinese civilization. Modern Chinese music contains considerable 
         Western influences.   
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• Dragon dance   

 
• Lion dance   

Visual arts   

• Radical Chinese art has continued to develop since the late 1970s. It 
incorporates painting, film, video, photography and performance. Up until 
the mid-1990s performance artists were regularly imprisoned by the state. 
More recently there has been greater tolerance by the Chinese government. 
 

• Beginning in the late 1980s there was increased exposure for younger 
Chinese visual artists in the west to some degree through the agency of 
curators based outside the country such as Hou Hanru. There was some 
controversy to this as critics claimed a situation was being created where 
more radical Chinese art would only be shown abroad with official support 
but not at home. In 2000 a number of Chinese artists were included in 
Documenta and a large number of Chinese artists were included in the 
Venice Biennale of 2003. China now has its own major contemporary art 
showcase with the Kwangju Biennale. Leading contemporary visual artists 
include Huang Yong Ping, Lu Shengzhong, Ma Qingyun. 
 

• Chinese paper art   
 

• Chinese paper folding   
 

• Bronze sculpture, including ding, zhong,  bronzeware   
 

• Decorative art, including lacquer, porcelain, pottery 
 

• Chinese gardens   
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Japan 
 

                                          Jomon – 4,500 – 200 BC 
Yayoi – 200 BC – 200 AD 

                                          Kofun – 200 – 500 
 
Historical movements in Japan's fine arts, such as architecture, painting, and 
sculpture, may be classified into the following periods:   
 
Formative period (c. 7500 B.C.-mid-sixth century A.D.)   
 
Japan's prehistoric culture can be divided into three periods.  
 
The Jomon period (c. 7500 B.C.-c. 300 B.C.) is so called after the cord pattern 
often found on the neolithic earthenware from that period. This is generally 
unpainted pottery distinguished by relatively unrefined vessel shapes and 
sharp relief decoration. Other artifacts from the period include highly stylized 
clay figurines known as dogu.   
 
The Yayoi period (c. 300 B.C.-c. A.D. 300) yielded earthenware pottery 
displaying a more restrained and sophisticated aesthetic characterized by 
refined shapes and light, geometric decoration. Also dating from this period are 
bell-shaped bronzes known as dotaku, which were probably derived from 
Korean musical instruments and are thought to have functioned as symbols of 
authority.    
 
The Kofun, or Tumulus, period (c. A.D. 300-c. A.D. 500) is named for the 
mound-covered tombs of clan chieftains built during these centuries, which 
saw the gradual consolidation of central authority. Artifacts from these tombs, 
including armor and a variety of ornamental objects, reflect close contact with 
the Korean Peninsula during the period. The tombs were bordered by clay 
cylinders called haniwa, which were often mounted by simple but expressive 
clay sculptures, most notably human and animal forms. 
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Asuka and Hakuho periods (552-710)  
 

The introduction of Buddhism into Japan in 538 also brought many 
architects from the Korean Peninsula with new techniques reflecting the 
Chinese (Northern Wei) style of Buddhist architecture. Horyuji, a temple 
in Nara whose main hall and pagoda date back to the Asuka period, was 
built in this style. Sculpture in the Northern Wei style also flourished, as 
Buddhist images were in great demand for worship. The 17th meeting of 
the United Nations Educational, Scientific, and Cultural Organization's 
World Heritage Committee, held in December 1993,placed the Buddhist 
architecture of the Horyuji area on the World Heritage List.  

 
Nara period (710-794)  
 

Japanese culture during this period was consciously modeled after that 
of the Tang dynasty in China. In architecture the Tang style was 
characterized by stable and balanced proportions and by an emphasis on 
structure over ornamentation. The lecture hall of Toshodaiji, a temple in 
Nara, is one of the finest extant representations of this style. Sculpture 
from this period, generally of clay or dry lacquer, is characterized by an 
idealized, "classic" realism. The group of dry-lacquer sculptures in 
Kofukuji, another temple in Nara, is an excellent example of Nara 
sculpture.  

 
Heian period (794-1185)  
 

During these four centuries Japan moved away from the direct influence 
of continental culture as a Japanese-style aristocratic culture flowered 
and matured. In 794 the nation's capital was moved to Heiankyo (now 
Kyoto), and large-scale civil engineering and construction projects were 
undertaken to build the new metropolis. Art during the ninth century 
was dominated by esoteric Buddhism, whose complex cosmology was 
depicted in mandalas. Later esoteric Buddhism gave way to the Jodo 
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(Pure Land) sect. One of the architectural masterpieces of the latter 
period is the Phoenix Hall of Byodoin temple, which presents an image of 
a Buddhist paradise based on the teachings of the Jodo sect. This period 
also saw major developments in yamato-e, or secular Japanese-style 
painting, most notably emaki (illustrated scrolls),which matched pictures 
to the unfolding of a story in poetry or prose. During the next period 
emaki further developed and flourished as pictorial narratives of wars 
and illustrated biographies.  

 

Kamakura period (1185-1333)  
 

The warrior class, which had wrested political power from the nobility, 
turned to the Zen sect of Buddhism, introduced from Sung-dynasty 
China, for its spiritual underpinnings. Consequently Zen strongly 
influenced the culture of that period, when Kamakura was Japan's 
capital. Many Zen temples were built, of which typical examples are 
Kenchoji and Engakuji temples in Kamakura. Meanwhile, Unkei, Kaikei, 
and other master sculptors revived the Nara style with realistic portrait 
sculpture as well as Buddhist sculpture. In the sphere of painting as 
well, portraits, called nise-e, appeared. Among the masterpieces 
remaining to this day are portraits of Minamoto no Yoritomo and Taira 
no Shigemori attributed to Fujiwara Takanobu. 

 
Muromachi period (1333-1573)  
 

The nation's political and cultural center then moved back to Kyoto from 
Kamakura, and the warrior culture adopted aspects of the culture of 
nobles and Buddhist priests that had blossomed in Kyoto. The third 
shogun, Ashikaga Yoshimitsu, built Kinkakuji (Golden Pavilion) temple 
and its surrounding garden. During this period landscape gardening 
reached its zenith of refinement, and many famous gardens with ponds 
and miniature hills designed by such Zen priests as Muso Soseki still 
remain. This period also produced the kare-sansui style of symbolic 
gardening, in which, for example, white sand represents water and rocks 
depict mountains. An excellent example is the famed rock garden of 
Ryoanji, a temple in Kyoto. In December 1994, 17 Kyoto temples and 
shrines, including Byodoin, Kinkakuji, and Ryoanji, were placed on 
UNESCO's World Heritage List.  
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Domestic architecture during the Muromachi period witnessed the 
perfection of the shoin-zukuri style, which is the precursor of the style of 
the present-day Japanese house with tatami mats covering floors. 
Chinese-influenced ink painting flourished, reaching a peak in the work 
of Sesshu Toyo. 

From about this time, with the completion of the shoin-zukuri style of 
residential architecture, ikebana and the tea ceremony also became 
popular. As traditional forms of Japanese culture, ikebana and the tea 
ceremony are still popular among people today and have attracted 
attention overseas, as well. 

 

Momoyama period (1573-1603)  
 

The period of civil strife among Japan's feudal clans that had continued 
since the latter half of the fifteenth century came to an end with the 
unification of the nation by Oda Nobunaga. After his death, Toyotomi 
Hideyoshi seized the reins of government. Trade with Europe expanded 
rapidly under Nobunaga and Hideyoshi, and Western culture was 
introduced in many fields. Warrior lords built castles, which they 
adorned with painted folding screens and sliding doors, characterized by 
bold designs and the lavish use of gold leaf. 

Meanwhile, merchants who amassed wealth through overseas trade 
increased their social influence and began to contribute greatly to the 
development and spread of culture. A good example is the popularization 
of the tea ceremony, which led to the development of sukiya-zukuri, an 
architectural style exclusively for tea ceremony purposes. This style is 
still used in architecture today. Ceramic objects used in the tea 
ceremony also flourished with the introduction of new techniques from 
the Korean Peninsula. The castle at Himeji, which was constructed in 
this period, was also placed on the World Heritage List in December 
1993. 

 

Edo period (1603-1868)  
 

During this 265-year period the merchant class became a central force in 
cultural development under the firmly established Tokugawa shogunate, 
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which enforced a policy of national isolation. A merchant-class culture 
developed in the commercial centers of Osaka and Edo (now Tokyo). The 
latter city became the country's political hub. Kyoto, however, retained 
and further developed its traditional culture. For instance, the Katsura 
Imperial Villa constructed near Kyoto in 1624 represents the acme of 
shoin-zukuri architecture. Ogata Korin developed a style of heavily 
pigmented decorative painting (rinpa) and also designed many beautiful 
objects in gold ornamented lacquer, or maki-e. Bunjinga, a style of ink 
painting influenced by the literati painting of China's Ming dynasty, 
flourished under the lead of such masters as Ike no Taiga and Tanomura 
Chikuden. 

Maruyama Okyo developed an eclectic, synthetic style of lyric realism 
that was to have a profound influence on later developments. In Edo 
ukiyo-e (woodblock prints of everyday life) came into vogue among the 
common people in the mid-eighteenth century. Thus followed the golden 
age of ukiyo-e, characterized by colorful prints of actors and beautiful 
women. During this time Katsushika Hokusai and Ando Hiroshige 
adopted the Western method of drawing in perspective introduced by 
such painters as Shiba Kokan through Nagasaki, the only port open to 
foreign trade. Their landscapes opened a new phase in ukiyo-e. 

 
Meiji period to present (1868-)  
 

Full-scale contact with Western art following the Meiji Restoration 
created in Japan a new tradition of Western-style painting (yoga), mainly 
in oils, in addition to influencing the time-honored Japanese style of 
painting (Nihonga). European methods of carving were also introduced. 
In 1898 Okakura Kakuzo (Tenshin) founded the Japan Fine Arts 
Academy, which through its exhibitions strove to reform and further 
develop Japanese-style painting. Meanwhile, three Italian teachers 
invited to Japan by the national Technical Fine Arts School in 1876 laid 
the foundation of Western-style painting and sculpture in Japan. Many 
master painters and sculptors emerged after that, some of them receiving 
their training abroad, mainly in France. 

Contemporary Japanese art has been strongly influenced by postwar 
American pop art and other art forms. Nowadays Western art and 
sculpture, which have attained international levels, and traditional 
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Japanese painting and calligraphy exist side by side and exert a mutual 
influence on each other. 

In architecture too, Western styles have spread rapidly since the Meiji 
era. Today Japanese cities are dominated by forests of modern 
skyscrapers, some of them employing traditional Japanese design here 
and there.  
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Indian Subcontinent 
 
Indus Valley  –  4,000 – 1,800 BC 
Sarasvati-Sindhu Civilization  -  3,000 – 1,500 BC 
Aryan India  -  1,500 – 500 BC 
The Mauryan Empire  -  321 – 233 BC 
Gandhara and Kushan School  –  1st – 3rd centuries AD 
The Gupta Dynasty  -  320 – 510 

 
 
 
 
 
    
The art treasures of India are among the greatest in the world. 
They include 4,000-year old statuettes of lifelike vitality, fine paintings, 
and many types of images of Buddha. They also include temples carved 
into solid rock, huge temples with elaborately sculptured towers, and 
graceful mosques, palaces and tombs, all ornamented with delicate 
decorative work. Archaeologists have unearthed ruined cities from a period 
around 2000 B.C. known as the Harappan civilization. Objects found there 
and at other sites served, both, religious and practical purposes. After, this
time, there is a break in the record of artistic objects. Very few objects from
the period 1600-500B.C. have been found. But, from about 200 B.C., an
unbroken sequence of art objects survives to give art,historians, some idea 
of the long rich tradition of Indian art.  
 

Indian Art
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Paintings 

The roots of the Indian Painting can be traced back to the 
days of the Indus Valley civilization. Paintings on pottery 
reflect a keen sense of painting among the Indus valley 
people. The paintings of the Ajanta and Ellora caves exhibit 
the creative genius of the artists of that period. Enduring 
tough weather conditions, these paintings have, surprisingly, 
survived for such a long period of time. A better perspective 
to study the painting forms of the whole of the nation is to 
divide it into various heads such as the Paintings of North 
India, South India, East India, West India, Central and 
Deccan India and under some special captions such as the 
Rajasthani Paintings, Mughal Paintings and the Colonial and 
Modern Paintings. 

 

Sculpture                                                                            

 

Sculpture first flourished in India in the 2000's B.C., during 
the Harappan period. Little sculpture survives from the period 
immediately after that. The beginning of traditional Indian 
sculpture can be dated to the 300's B.C. and to the 
establishment of empires that ruled most of south Asia. Much 
of India's sculpture was made for religious buildings. Before 
about A.D. 1200, the main religions were Buddhism, 
Hinduism, and Jainism. Training in the techniques of 
sculpture was passed down within the family. The subheads 
under which the Sculpture section has been divided are Indus 
Valley; Buddhist and Jain; Hindu; Islamic, Colonial and 
Modern.. 

Dance Forms 

Classical Indian dances are among the most graceful and 
beautiful in the world. They all make use of a complicated, 
visual language, consisting of hand gestures, body movements, 
and postures. The job of the artist is to take in emotions, such 
as amazement, anger, hatred, humour, or love, and 
communicate them to the audience. The major classical dance 
forms of India are Bharata Natyam, Kathak, Kathakali, 
Manipuri, Orissi and Kuchipudi. 
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Indian Theatre 

 

Indian theatre is one of the oldest in the world. 
The origin of Indian theatre can be linked with the 
tale that the fifth Veda 'Natya' originated as per 
the desire of Brahma to entertain Gods. Its 
exact origins are uncertain, but sometime 
between 200 B.C. and A.D. 200, the wise man 
Bharata wrote the Natyasastra, an essay which 
established traditions of dance, drama, makeup, 
costume, and acting. Explore the world of 
Indian theatre, its various stages of development 
and view some of its masterpieces. 

South India 

 
Mural and album paintings from the last two or three centuries survive 
in some quantity from the South Indian paintings; Hindu paintings from 
the more remote past survived to much lesser degree. Pallava period 
painting are known to us from slight fragments recorded in the tiny 
shrines to set into the enclosure wall of the Kailashnath temple at 
Kanchivaram.  

That most frequently depicted Pallava Shaiva image, the Somaskanda, 
has been identified as the subject of one of these small murals. Of more 
substance, though still restricted to one major site, are Chola period 
paintings- again murals. These have been discovered beneath later 
Nayaka murals in the circumambulatory walkway of the Brihadeshvara 
temple at Tanjore. Subject matter is given Shaiva (Dakshinamurti and 
Nataraja), but includes a figural group which has been identified as 
depicting Rajaraja and his guru. 

All of these early painting styles are noted for a high degree of 
naturalism, linking them, at least broadly, with the Buddhist paintings 
at sites in the western Deccan, such as Ajanta. It is, however, for the 
Nayaka and the subsequent Maratha periods that we have by far the 
greatest amount of evidence for South Indian wall painting. Many of the 
Chola-period temples had mural paintings added during these later 
periods, especially where long stretches of wall space were available, 
such as in the outer cloisters. Nayaka period painting can still be seen at 
Madurai, Alagarkoil and Chidambaram.  
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The Brihadishvara at Tanjore boasts a long sequence of paintings, 
though these are probably to be dated to the succeeding Maratha period, 
or even later. Yet other examples are to be seen in the Tyagaraja temple 
at Tiruvarur (see map on P. 229), where well preserved and still brightly 
coloured ceiling paintings are preserved in one of the later mandapas. 
This style of painting is closely linked with nineteeth century album 
painting from south India. 

Paintings on European watermarked paper of deities - almost 
iconographic manuals - were produced in large numbers during the first 
decades of the nineteenth century and mounted in albums. Many are 
captioned in Telugu, suggesting a Tanjore provenance; Telugu-speaking 
brahmins were settled there during the Maratha period. Many of these 
albums are now found in European museum collections, which suggests 
that they were made for Europeans resident in India. If this is so, the use 
of Telugu captions is unexplained. 

Finally, a word is required concerning the rich painting tradition of 
Kerala. Early examples are almost entirely wanting; the earliest now 
known probably date only from the sixteenth century and later. Several 
outstanding sequences are preserved in palaces, such as the exquisite 
Padrnanabhapuram complex south of Trivandrum, once the residence of 
the Maharajahs of Travancore. 

Examples are also recorded in temples, though the difficulty of access to 
temples in Kerala for non-Hindus has long been a stumbling block to 
their complete evaluation. The schemes tend to fill the entire wall surface 
and use bright and vibrant colours. Harle (I987) recalls the similarity 
between this style of painting and the theatre tradition of Kerala - the 
Kathakali.  

 

West India 
 

These western regions of the subcontinent provide, in the form of 
manuscript illustrations, some of the oldest surviving examples of Indian 
painting. Most of these paintings are to be found in Jain texts, the 
earliest of which are dated to the twelfth century, though most are later. 

Examples of manuscript painting dated to the fifteenth century 
accompany Hindu texts such as the Gita Govinda of Jayadeva, and the 
Bhagavata Purana. These texts detailing the life of Krishna were of great 
importance in the development of the cult of the God during the period of 
Muslim control throughout the north of India. These illustrations show 
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many of the basic and apparently innate characteristics of Indian 
painting, which frequently occur in other regions and at other times. 

Such characteristics include the background slabs of a single, bright, 
vibrant colour, the lack of concern with perspective, and the interest in 
the decorative possibilities of illustration, at the expense of the 
possibilities of realism. One scholar (Topsfield in Gray 1981) has named 
this style the Early Rajput style. On the southern edge of the Rajput 
kingdoms, in Malwa, this flat, decorative and brilliant style continued 
into the latter part of the seventeenth century. Elsewhere in Rajasthan, 
however, Mughal stylistic conceptions entered the canons of court 
painters almost a hundred years earlier. 

During the Mughal period (sixteenth to eighteenth centuries) western 
India, and especially Rajasthan, was ruled by princely houses, many of 
whom maintained painters at their courts. The paintings from these 
courts, such as Jaipur, Bikaner and Udaipur, show a mixed inheritance.  

Stylistically they looked both to the Early Rajput style, and to the 
contemporary imperial style of the Mughal courts, where the Rajput 
princes were often obliged to spend time as courtiers. Through this 
contact with Mughal life, features of Persian painting practice entered the 
Rajput style, for the artists of the Mughal court were particularly 
beholden to Persian techniques, especially in the sixteenth century. 

In subject, the range of Rajput painting was wide, and included 
portraiture and genre scenes. Also included were series of paintings 
known as ragamalas (literally, a garland [mala] of music [raga]) which 
embody the idea that the emotions experienced in music could be 
portrayed in painting. 

These musical paintings sometimes used religious subjects to illustrate 
the emotions. Such subjects included both scenes from the epics and the 
Puranas, but above all stories from the legendary cycles of the life and 
deeds of Krishna. Finally, scenes of devotees at their worship were also 
produced from the courtly atelier, and provide fascinating detail of 
religious activity at the western Indian courts. 

As Mughal power declined following the death of Aurangzeb in 17I7, the 
Rajput states became increasingly unable to continue independently, and 
within a hundred years had entered into treaty agreements with the new 
British power. While the courts continued right up until Independence in 
I947, only a few of the painting ateliers, such as the one at Udaipur, 
survived the initial surrender of power. 

A quite different type of western Indian painting is the style which has 
developed around the pilgrimage centre of Nathdvara, in Rajasthan. Here 
in an haveli temple, the image of Krishna as Shrinathji is enshrined. Two 
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categories of painting are particularly associated with the shrine: the 
small paintings produced for pilgrims to carry away with them and the 
much grander paintings and hangings (pichhwai) which were placed 
behind the image in the central shrine. The sacred calendar of the 
followers of Vallabhacharya at Nathdvara is full of festivals and days 
commemorative of different events in the life of Krishna. For each of 
these, a different pichhwai was displayed in the temple. 

At other Valfabha haveli, similar paintings are also displayed. They are 
notable for the delightfully realistic way in which animals and plants are 
shown, while humans - and above all the totemic image of Krishna - are 
depicted with an hieratic and impressive stiffness. 

A final category of western Indian painting is the type of narrative 
painting associated with story-telling. Although long scrolls similar to the 
more famous Bengali examples are known from western India, the most 
renowned type of story-telling paintings are those prepared on large 
rectangular sheets of cloth, which use a bright palette with scarlet 
predominantly. These recount the exploits of the hero, Pabuji, and are 
used at night time performances when the individual sections of the 
painting are illuminated as the epic unfolds in the age old Indian 
combination of sung recitation and pictorial representation. 

 

North India 
 

The record of religious painting in North India is even more depleted than 
is the tally of temple architecture, and for the same reasons, Indian 
painting of the first millennium AD barely survives anywhere on account 
of the deleterious climate, and in northern India there has been the 
added problem of Muslim iconoclasm.  

From surviving texts, however, and by analogy with what is known of 
later periods, we can infer that there has always been a substantial 
tradition of painting on wood and above all on cloth. This must have 
been the case throughout the subcontinent, and not just in the north. 
Some fragmentary notion of this north Indian painting tradition can be 
seen from the paintings recovered by Sir Aurel Stein from Central Asia.  

Of these a small number reflect a very clear Indian influence, or were 
perhaps produced in north western India. Most of these are Buddhist in 
subject, but they include a small number of images of Hindu deities such 
as Ganesha and Shiva. One panel painting shows Shiva in a form 
instantly recognisable from the corpus of Kashmiri sculpture of the god, 
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being three-headed, four-armed and ithyphallic. Elsewhere on the 
southern edges of Central Asia (for instance in Ladakh) religious 
paintings survive to give some idea of northern Indian styles. They are, 
however, invariably Buddhist in subject matter.  

Examples of Hindu painting are hardly known in north India until the 
late sixteenth century, and then in a quite different guise. During the 
period of religious tolerance associated with the Mughal emperor Akbar, 
the greatest of the Indian epics, the Mahabharata and the Ramayana, 
were translated into Persian at his order. These manuscripts were 
illustrated in the court ateliers. Examples can be seen in the British 
Library (Razmnama [the Mahabharata]) and the Metropolitan Museum in 
New York (Harivamsa).  

The most remarkable example, however, is of the Ramayana, now in the 
Man Singh Museum in Jaipur. In these manuscripts the paintings are 
full of brilliant colour and compositional expertise.  

Remarkably, these painters (many of whom were Hindus) could illustrate 
manuscripts of Persian fables or the lives of the Mughal emperors, just 
as they could the Indian epics. This unusual situation of a non-Hindu 
ruler (Akbar) commissioning Hindu subject paintings is interestingly 
paralleled during the rule of the successors to the Mughals - the British - 
in some of the so-called Company paintings.  

The later Mughals showed less interest in the religion of the majority of 
their subjects, with the result that most of the rest of the body of great 
Mughal paintings are products of the Muslim courts as far as subject 
matter is concerned. Religious painting remained at a consequently lowly 
level throughout the break-up of the Mughal empire and during the 
British period. Examples include items such as the paintings made for 
the Nagapanchami festival.  

The lack of princely powers in the Gangetic plain meant that in these 
recent centuries, there has not been a central powerful system of 
patronage for the development of a north Indian and Hindu painting 
school. In this respect, the situation in western India has been different. 

Only in the hill-states of north-western India, such as Basohli, Guler and 
Kangra did non-Islamic painting continue at a courtly level. The tradition 
is collectively known as the Pahari, or Punjab hills, painting. 

As courtly life at the Mughal capitals decayed throughout the eighteenth 
century, painters were increasingly left without patronage. Consequently, 
artists began to move away from the great city courts, to the small, 
mostly Hindu, highland courts of the north-western foothills. 

Planer
Typewritten Text
104



 

 

In these regions Islam had never deeply penetrated. The refugee artists 
brought with them great technical skill which, married to the rigour and 
exciting colour sense of the local taste, produced a magnificent flowering 
of the courtly Hindu painting during the late 17th, 18th and early 19th 
centuries. 

The earliest example are from the courts such as Basohli. While different 
from the early Rajput style of western India, they are clearly close to it, 
given the striking psychological use of colours and the lack of interest in 
perspective which is seen in both styles. Devi is frequently the subject of 
the Basohli paintings. 

In contrast, the later Pahari paintings, for instance from the court at 
Kangra, are much more svelte; the throbbing vitalities of the earlier 
painting are now subdued. There is a greater interest in perspective, 
doubtless brought about through the acceptance of Mughal techniques 
which in turn had come into Indian paintings from the European 
paintings and prints. 

The royal patrons encouraged the production of series of paintings to 
illustrate texts such as the Ramayana, and the Krishna-lila, as well as 
individual scenes such as Shiva with his family on Mount Kailasha.  

 

East India 
 

Like western India, the eastern zone has produced examples illustration 
and painted book covers dating back to the earliest period of any 
surviving in India. The subject of these manuscripts are, however, 
invariably Buddhist. Surviving from a couple of centuries later (sixteenth 
century) are a group of Hindu manuscripts with decorated cover boards. 
Examples from Bengal are now housed in London (British Museum, 
Victoria and Albert Museum) and Calcutta (Asutosh Museum). Scenes 
from the Krishna-lila or of the ten avataras of Vishnu are the preferred 
subjects. 

The coastal strip of Orissa has, for a long time, had its own tradition of 
painting, especially that associated with the cult of Jagannatha at Puri. 
Paintings of this popular god, who is now looked on as a form of Krishna, 
are produced as holy souvenirs for pilgrims to carry home with them. A 
common type shows the god flanked by his brother and sister - 
Balabhadra and Subhadra - within their temple at Puri. 

Small painted images of the god(s), made of wood, are also produced. The 
tradition of painting on cloth, at its best, displays a use of bright colours 
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combined with a minute and detailed technique. Other subjects 
illustrated include deities popular in the region: Krishna subduing the 
snake demon Kaliya; five- headed Ganesha; and the lion-headed avatara 
of Vishnu, Narasimha. 

The temple souvenirs showing the Gods in the Puri temple again 
illustrate the important traditional aesthetics of Hindu India which 
disregards perspevtive, and orders the painting subject according to an 
hierarchy of importance, rather than one of the realism. Further, 
architecture is shown in the same painting, in elevation, section and 
plan. The sacred pattern which all these conventions produce, with the 
Gods in their rightful place at the centre, makes the painting successful 
as the powerful icon of the deity. 

Calcutta, the capital city of Bengal, located on the banks of the Hooghly, 
was the gateway for trade into much of Northern India during the British 
period, and also the location of a school of Hindu painting. This was 
centred on the temple of Kali, and is known to scholars as Kalighat 
painting from the district around the temple and its river-bank steps 
(ghats). Here, during the 19th century, artists prepared paintings of the 
Gods, specially with those popular with the local Bengali population. 

Often brightly coloured and painted on ephemeral bazaar paper, they 
fulfilled the same function as today's photomechanical prints. They 
proved especially popular with a wider, non-Hindu audience in this 
century, because of the discriminating, though unselfconscious, way in 
which the artists pared down all details to minimum number of lines. 
They thus speedily produced bright and fair images at a very low price. 

The Kalighat artists almost certainly belonged to the rural caste who had 
traditionally been the painters of scrolls used by travelling story-tellers. 
They set up at the temple, attracted by the wealth of the thriving new 
city. The function of these story-telling painters has today been taken 
over by Cinema and television, but the recitation of the traditional and 
local story, accompanied by the showing of the scroll with its many 
registers, has had a long history in eastern India. Indeed, texts records 
that this was once a pan-Indian tradition which has now dwindled to 
rural Bengal and only a few other locations.  
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Central and Deccan India 
 

Unlike the architectural and sculptural records, that of Hindu painting 
from Central India and the Deccan is slightly different. Undoubtedly 
here, as throughout India, temples were enlivened from the earliest times 
with murals as well as paintings on cloth; few have survived from the 
remote past.  

At Ellora, in the Kailasanatha temple, a few slight fragments of mural 
painting have survived, illustrating Shiva in his Nataraja and 
lingodbhava forms (dancing and emerging from the linga). However, it is 
not until the Vijayanagara period (fourteenth to sixteenth century) that 
murals survive in anything like appreciable units. 

At the Virupaksha temple at Vijayanagara itself, the painted ceiling of the 
main mandapa has been repainted, yet gives some idea of the effect such 
murals would have produced in the fifteenth century. More remarkable, 
though, are the, murals in the ceiling of the mandapa at the mid-
sixteenth century temple, at Lepakshi dedicated to Shiva as Virabhadra, 
in southern Andhra Pradesh . 

A large Virabhadra image dominates the scheme, though it is today 
difficult to see it. More clearly visible are rows of male and female 
devotees and an anthology of Shaiva scenes, including the 
kiratarjuniyam (Arjuna fighting with Shiva disguised as a hunter).The 
style is essentially flat and without any concept of three-dimensional 
space. Colours are muted, but the great variety seen in the clothing of 
the figures emphasis again the interest in pattern and design in 
traditional Indian painting. 

This textile variety again brings to mind the importance in Indian artistic 
traditions of textile manufacture. Indeed, other types of painting which 
survive from the Deccan are paintings on cloth which were either hung 
from the ceilings of shrines and mandapas, or from the similar 
architectural interiors of processional chariots, rathas. These are 
generically known as kalamkari (pen-drawn).Although this painting 
tradition was originally practised in many parts of India, the town of 
Kalahasti in the south eastern Deccan has, in recent centuries, become 
associated with it above all others. 

Usually the cloths show the deity centrally with, all around, registers 
where the legends of the god or extracts from the epics are depicted. 
Faces, with the exception of the main deity, are usually in profile, bodies 
are hieratically drawn, and patterning with abstract designs is common. 
The cloths inherit all of these features from the mural-painting tradition, 
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as exemplified by Lepakshi. Other paintings on cloth have survived from 
the South Andhra coast, including a spectacular hanging of the earlier 
17th century, now in the Brooklyn museum. However, its subject is 
secular- a king receiving tribute. 

 

Rajasthan 
 

Rajput painting has its own peculiar style. The term 'Rajput painting' is 
applicable to the work of the artists attached to the princely courts of 
Rajasthan, Central India and the Himalayan foothills of Punjab, from 
16th to 19th centuries. 

The Rajput painting was traditional in its approach and dealt with 
themes from Indian epics, romantic Vaishnava literature and musical 
codes from Ragas and Raginis. Sometimes, under the influence of the 
Mughal tradition, artists also drew scenes from courtly life and the 

portrait of contemporary personages. It is said 
that the Rajput painting is sensitive, reticent 
and tender. It reflects the self-control and 
serenity of Indian life. It shows close 
association of art with religion. 

The Rajput painting was done on paper. The 
artists used techniques similar to those used 
in the Ajanta frescos. First of all, a pencil 
outline of the composition was drawn and the 
main outlines with brush in light red colour. 
Then the surface was covered with priming of 
starch paste. Over which the main lines were 
redrawn in black. After this, the background 
and the figures were covered with appropriate 

colours. The Rajput painting can be attributed mainly to two schools of 
art- the Rajasthani school and the Pahari school. 

 

The Rajasthani School  
 

The Rajasthani school of art flourished in Mewar, Bundi, Bikaner, 
Jodhpur, Jaisalmer and Jaipur. Most themes of this school were selected 
from selected stories e.g. Ram-Lila, Krishna-Lila and Nayika-bheda (that 
is showing the beloved the various moods). Ritu Charita is also famous 
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and depicts portrait and scenes from seasons, processions, hunting and 
other royal pursuits. The themes are repetitive but the paintings have 
their own freshness of life. The Rajasthani style of painting reflects the 
primitive folk character. 

 

The Pahari School 
 

It is also called the Kangra school of Painting and has been divided into 
minor schools like the Kangra, the Guler, the Chamba, and the Garhwal. 
The painters of this school were greatly influenced by the Bhakti cult and 
one can see the influence of Kabir and Tulsidas in their work. Devotional 
love of Krishna and Radha and scenes from the Ramayana and the 
Mahabharata formed the themes of painting of this school. In this 
paintings Gods are clad and conceived in human aspect of 
companionship. The paintings of this school are characterised by 
elegance and delicacy and an environment of romance in the 
surroundings of natural beauty. Some of the important paintings are 
Nal-Damyanti, Krishna and Radha in the rains, Go-Charan (Lord 
Krishna as the cowherd) and the Govardhan Dharan (Krishna supporting 
the mount with his finger). 

Rajput painting has its own peculiar style. The term 'Rajput painting' is 
applicable to the work of the artists attached to the princely courts of 
Rajasthan, Central India and the Himalayan foothills of Punjab, from 
16th to 19th centuries. 

The Rajput painting was 
traditional in its 
approach and dealt with 
themes from Indian 
epics, romantic 
Vaishnava literature and 
musical codes from 
Ragas and Raginis. 
Sometimes, under the 
influence of the Mughal 
tradition, artists also 
drew scenes from courtly 
life and the portrait of 
contemporary personages. It is said that the 
Rajput painting is sensitive, reticent and 

tender. It reflects the self-control and serenity of Indian life. It shows 
close association of art with religion. 
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The Rajput painting was done on paper. The artists used techniques 
similar to those used in the Ajanta frescos. First of all, a pencil outline of 
the composition was drawn and the main outlines with brush in light red 
colour. Then the surface was covered with priming of starch paste. Over 
which the main lines were redrawn in black. After this, the background 
and the figures were covered with appropriate colours. The Rajput 
painting can be attributed mainly to two schools of art- the Rajasthani 
school and the Pahari school. 
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Mughal 
 

Almost all the Mughal emperors of India between about 1570 and 1750 
employed large numbers of Hindu and Muslim painters. These artists at 
first, produced miniatures that were illustrations for the emperor's 
books. More than 100 painters worked in the palace studio at any given 
time on scenes for histories, poetry books, books of fables, or biographies 
of the emperor. The most experienced artists did the line drawings for the 
illustrations, while the less experienced or less talented artists ground 
the colours and painted in the scenes.  

The Muslim artists used bright colours made from powdered minerals. 
Hindu painters used colours derived from vegetable or animal products. 
Mughal artists loved naturalism in these miniatures and tried to make 
their pictures as realistic as possible. Human and animal portraits 
became a speciality. But the artists also loved depicting scenes from daily 
life. After European prints began to arrive in India by ship from the West, 
Indian painters learned about perspective and three-dimensional effects.  

From the start of the 1600's, miniatures by single, named artists became 
usual, and book illustrations produced by a group of painters working 
together began to decline. Artists won fame for their specialities. For 
example, the painter Mansur received an imperial title for his depictions 
of animals and flowers. Others were known for their portrait work, 
allegorical pictures (pictures that symbolized a deeper moral meaning), or 
beautiful illuminated borders. In the 1700's, scenes featuring pretty 
women at various activities, became fashionable.  

Hindu rajahs, who were local rulers under the Mughal emperors, 
followed the example of the imperial court and commissioned their own 
miniatures from artists. Many Hindu artists worked at the Mughal courts 
but also carried new ideas into the provinces under the patronage of the 
rajahs. Many rajahs commissioned artists to paint portraits of them and 
pictures of their favourite horses or elephants. Artists also painted 
hunting scenes--large, lively pictures that sometimes included a hundred 
or more servants acting as beaters to drive game. Other popular subjects 
for Hindu pictures were illustrations of literary works. Many featured the 
god Krishna depicted as a romantic ideal. 
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Colonial Indian Art 
 

The British hired artists to paint pictures of their homes in India. They 
also collected sets of paintings of Indian rulers, plants, animals, and 
birds. Outstanding works of this type were produced in the 1770's and 
1780's by Shaykh Zayn al-Din for Lady Mary Impey, wife of a Supreme 
Court judge in Calcutta.  

The British also established art schools in India. Traditionally, Indian 
artists had passed skills and techniques from father to son. Young artists 
had received their training in workshops. The new British-style art 
schools attracted many upper class students who were interested in 
Western techniques and styles. One of the best known of the early 
painters to work in oil on canvas was the portrait painter Raja Ravi 
Varma (1848-1906).  

The Tagore family of Bengal were important in shaping India's modern 
art. The Tagores stressed India's spiritual heritage. They felt it was 
important for an artist to use his or her "inner eye" rather than to follow 
the academic teachings of the British art schools. Abanindranath Tagore 
taught at the Government Art School in Calcutta only after he obtained 
the freedom to teach his students in his own way. Rabindranath Tagore, 
who won a Nobel Prize for literature, founded a new educational centre, 
Santiniketan, where art was an important concern.  

Rabindranath Tagore brought together many different artists--from cities 
and villages, from Europe, and from other parts of Asia. He felt that 
students should see art in as many styles and media as possible and 
should have complete freedom in their form of expression. One of the 
most important contributions of the Tagores was bringing Indian artists 
in touch with their own heritage--ranging from the skilful paintings of 
Ajanta to the bold and beautiful art of village India. Rabindranath 
Tagore, interested mainly in literature, did not begin to draw or paint 
seriously until he was 67 years old. By the time of his death at the age of 
81, he had produced nearly 2,000 works in ink and watercolour.  

Amrita Sher-gil (1913-1941) gained international acclaim in the early 
1900's. Her father was Indian, her mother Hungarian. Sher-gil studied in 
Paris but decided it was necessary to return to India to find her own 
style. Her paintings, many depicting village or country life, show both 
Indian and Western influences. Sher-gil's career was short; she died after 
a sudden illness aged 28.  
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Paintings of Rabindranath Tagore 
                                                    
 
Nobel Laureate Bengali poet Rabindranath Tagore was born in May 8, 
1861 in the cultural heritage of Thakurbari at Jorashako. In his youth, 
Jatindranath Tagore, his elder brother, helped him a lot in drawings. He 
also learned drawing by himself. Some of his sketches from his youth are 
found in ‘Maloty Puthi’ (1878) and his pocket book (1889). Some of the 
specimens are found in ‘Heally Chitro’ (1892). He devoted himself in 
paintings in his later life. He started painting seriously in quite an old 
age, after seventy, twelve years before his death. It can be commonly said 
that from 1927 to 1940, he deeply devoted himself in artistic austere 
endeavour. He introduced modern age of Indian artistry by creating two 
and a half thousand sketches and paintings. The source of the secret of 
his mastery is his versatile incomparable creative faculty. 
 
In his early life, his drawing method was linear. Gradually this method 
became a spectrum of colours. To paint, he use to use his fingers, 
sometimes sleeve of his clothing and sometimes brush. He did not 
arrange everything and then stranded to paint like other painters. He 
used to start his painting first and then arranged the materials needed. 
About execution and materials, he was totally free from superstition or 
prejudice. He was not even biased to any particular painting method. His 
materials were black pencil, pastel, coloured ink, watercolour, different 
kinds flower, foliage and juice of the trees. When it was necessary, he 
also used newspaper or blotting paper as his painting materiel. 
Commonly the painters us linseed to paint but Rabindranath, avoided 
the contemporary procedure, experimented with coconut, mastered and 
sesame oil. 
 
In the first stage, his corrections of his manuscripts by making designs 
were not causeless. To beautify the ugliness of the correction of his 
manuscript he did so. In the second stage, he started to draw on with 
paper. Then the designs turned up to be alike the previous ones and 
were forming a unique method. Previously his designs were controlled by 
the spaces between the writings of his manuscript but now it got rid of it. 
The illustrations of these two stages were drowning by mono coloured 
ink, which were of artistic clarity. Tagore’s main materiel of drawings was 
pen. He used to draw very fast. He started etching and using pastel, 
coloured chalk, dry paint beside oil and watercolour by 1931. A soil 
painting took time to dry so he did not like to use this media. In his 
world of paintings as beauty and method was diversified so as his 
pictures transgressed mere designs of line and submerged into 
innovations of a new era of the world of artistry. 
 

Planer
Typewritten Text
113



 

 

Two main methods are observed in Tagore’s paintings. One is point and 
circular line drawing. The other is angular line that met in acute dot. By 
using point and circular line, he drew anatomical curves, bodyline etc. 
Besides, using the same method he drew human beings, animals, birds, 
flowers, serpent etc. The angular lines met in point and created three-
dimensional picture. Triangle, rectangle, circle, cross and diagonals were 
used to draw the figure of the subject. In the drawings of the birds- using 
angular lines wonderfully drew the beak, insolent nails and the style of 
the movement.  
 
In February 20 1932, an exhibition of Tagore’s paintings was organised 
in the art school in Kolkata, India. In abroad, his first exhibition was in 
Paris. Whenever he went abroad he always met the artisans there and 
deeply observed their artistry. By his initiative and by the invitation of 
Indian Art Society of Oriental Art, an exhibition was held of Bauhaus 
society of artists in Kolkata in 1922.  
 
Rabindranath’s most paintings are individualistic, beyond definition. For 
this reason, he is the exponent of modern age of Indian artistry and a 
great artist. Ramkinkor, Panikar, Fida Hossain, Shatish Gugral and 
many others came out of the circumbulation around the narrow tradition 
as Tagore raised the promising curtain of the horizon. Until the 
exhibition in Gallery Pigal, he was uncertain and in dilemma about his 
paintings though he was drowned in painting from 1928. After that, 
there were exhibitions in Birmingham, London, Berlin, Dresden, 
Copenhagen, Moscow, Geneva, Boston and New York. As the western 
critics appreciated his creations, he started to give importance about his 
works. In early stage, pre-mythological antic, the intensity of the unrest 
from absorption by conscience were much extensive in his creations but 
in the later stage, comparatively, the dexterous application of pen, coal or 
pencil, the portrait of nature and facial features, got more prominence. 
 
Rabindranath drew the drawings on 1928-29-30 by pen, bloomed by 
lines of ink. By taking upon bird and serpent, the grandeur of imaginary 
figures of his drawings are morally observed until 1931-32. The 
appearance of the beauty of human being gradually got supremacy in his 
paintings by 1935-36. He revealed the state of greed, jealousy, suspicion, 
aristocracy, solemnity etc. of the human being on canvas. Acquaintance 
of his insight is redeemed in the painting of his self-portrait on Baishakh 
(First month of the Bengali year) 10, 1936. Then from 1937 a kind of a 
weakness is observed in his lines.  
 
Colour consistency and fabrication or artistic application of the form 
made a compact composition in the naturalist paintings of 
Rabindranath. Trees, soil and the extremely close overcast with darkness 
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of the portion of the forest is smeared with solidity of blackish brown, sky 
and the forest path is illuminated with yellow orange. 
 
In the form of his naturalist paintings he used glowing colours and in the 
trees on canvas he gave solid colours. In the form oriented paintings it 
seemed that the characters appeared on a light and dark mysterious 
stage from an unprecedented abode. The manners of each character are 
effortless and the gestures are revealed in the distinction of stile. The 
bodies expressed a novel appearance of passion. Sometimes he left thin 
space like a line of paper amidst the figure and the rear of the canvas. 
 
Rabindranath painted several self-portraits in different manners. In each 
of his self-portrait, it is observed that the eyes are enlightened and he 
kept a calm engrossed expression in his face. The consciousness about 
his personality and face is reflected in his self-portraits. 
 
He painted portraits of a lot of his known persons like Rajshekher Basu, 
Puppy, and Mussolini etc. A laughing expression is observed in the 
portrait of Rajshekher Basu. In Puppy’s portrait, bend shoulder is like a 
prod form: moreover slightly turned face is well shaped like an egg. A 
circular line touched shoulder, rolled in as curve3d rhythm towards the 
chest and created a linear motion. Though he was a bit inadvertent in 
drawing hand and leg but was careful and intent to manifest of the 
essence.  
 
He painted a lot of femina also in 1939. Sometimes he drew faces by 
smear less pure lines and sometimes he painted visages by pen and 
corpulent brush. In his paintings, the youthful females are some 
depressed, some spiritless, some distressed and also with a shadow over 
the jested mockery on there faces. In the eyes of the youthful females, 
there are sorrowed complaint and darkness of the heir covered on one 
side of their faces. Besides he painted portraits of many anonymous 
women in witch there is a heartrending deep glance on their eyes.  
Though he was not much careful while drawing hand and leg but was 
much cautious and attentive in expressing the gesture. 
 
When the portraits became the designation of multidimensional facets it 
appeared like masks. Inference of distant kind of emotions exposed in 
the color and lines the masks. The forms are deconstructed and re-
uniformed in the pictorials of these masks. Sometimes he drew the 
masks by brawn with rags.  
 
Whenever he drew with lines two qualities were always present. (a) 
rhythm (b) materialistic reasons. 
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Animals and birds drawn by Rabindranath probably express his 
imagination the most. His three legged birds, reformatted animals and 
birds are not the representation of known resemblance. They are all 
artists’ imaginary creation. Though these pictorial animals and birds did 
not imitated the realistic representation still it did not ignored the reality. 
The artistic creations elaborate the philosophical interaction between the 
matter and the mind. Rabindranath basically illustrated the 
psychological character regardless the animals and birds.  So they are 
more realistic than the so called reality.  
 
Rabindranath was not very skilled in traditional drawing. But his 
weakness was his strength I one sense. Because he was not concerned 
about the forms of his drawing so his drawings were free and lucid.  
 
Rabindranath drew a Madonna by crayon four months before his death. 
In the picture exposed the upper hulk of the woman, her head was half 
covered, the dark hair rolled down from the cheek to  the shoulder, eyes 
are down, composed facial expression, self merged. A very mysterious 
existence flourished in a few lines. 
 
 
Rabindranath’s painting will create great contradiction if it is examined 
through common perspective. Because most artists made the art lovers 
habituated in redeeming gesture of an art work through traditional 
grammars, Rabindranath’s paintings immerged in a very different ways.  
So his paintings appear to be new in real eyes. Rabindranath’s paintings 
are not an imitation of any kind but solely original.  
 
In other perspective Rabindric painting can be called child like 
expressions. As art ignorant children gathers the materials they need to 
paint and paints, Rabindric paintings can be discussed from the same 
point of view.   
 
Rabindranath’s strange paintings were not created for just every ones. 
Those are the melodies of his pure and calm psyche. In his book ‘Shee’ 
he competed himself by line drawings with writing. The drawings of this 
book are much stranger. Beside portraits, strange caricature, known and 
unknown animals are seen in this book. He also created the pictures of 
his other book ‘Khapchara'. The strange creature seen in ‘Ghantacon’ 
pictorial probably also transgressed the question of probability and 
situates itself in animal like existence. He resembled reality in the tiger 
and rabbit pictorial to strengthen and support the child’s known world.  
 
The colours of Rabindric paintings are proud. The intention of this was to 
giving the characters pride rather than adding information into it. Usage 
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of proud colours can be observed in children paintings. These colours 
made his paintings distinct.  
 
Oriental art flourishes through definite ideology, school and tradition and 
evolve. Though the painting Rabindranath had western form but still was 
free from school. 
 
The prominent paintings of Rabindranath Tagore which were exhibited in 
Kolkata were ‘Shesh Nishshash,’ ‘Ahollah Holo Pashani,’ ‘Koch O 
Debjani,’ ‘Abuhushen,’ ‘Boudho Bhikkhu’ etc.  
          
As the Russian critics found resemblance of Rabindric paintings with 
their artist Vrubel, the Germans also observed the influence of 
expressionism and surrealism in his paintings. 
         
The artistic language of Indian subcontinent got new form of expression 
through the paintings of Rabindranath Tagore.  Some artist finding the 
freedom of artistry prime, expresses the unseen in there work of art to 
free their mind. Rabindranath was an artist of this kind. He tried to 
create a scope to the free the artistic thoughts in search of for artist’s 
freedom.  
         
The great painter Rabindranath Tagore died on August 7, 1941. 
         
As like many other great initiatives Rabindranath’s broad spectrum of 
artistic endeavours are also significant in the history of artistry. He 
narrated the day to day emotions and feelings in his majestic collection 
of art works. There is no figurative grandeur in his paintings but is 
nourished by a hermits discreet inference. He named him self as an 
autocrat in art for the art lovers in one of his writing to Bishu Mukharji 
from ‘Udoyon’.  In is self claim there is a crystal clear indication of 
boldness about own creations. He had no ever revolving concepts about 
artistry. He went forward with deep rooted merit, concentration and 
confidence. 

 

 

Modern Indian Art 
 

Among the best known and most widely 
honoured of India's modern artists is M. 
F. Hussain (1915-...). As a young artist 
starting out in Bombay in the 1930's, he 
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painted film posters to make a living. Over the years his work has been 
varied. It includes drawings, oil paintings, enormous murals, and works 
combining photographs and print. His oil paintings, for which he is best 
known, are expressionist in style . An early series captures in line and 
colour the energy and movement of horses. Many other works are of 

everyday scenes. Hussain frequently uses only a few 
colours, subtly mixing a variety of shades and tones.  

M. F. Hussain is, however, only one of dozens of 
modern artists producing work of outstanding 
quality. K. G. Subramanyan is best known for his 
terracotta relief sculptures and his paintings on 
glass and acrylic sheet. Meera Mukherjee works in 
the cire-perdue (lost wax) process of metal casting, 
creating rhythmic swaying figures. Painters include 
Bhupen Khakar, who captures the life of ordinary, 
middle-class people. S. H. Raza's modern abstract 
works are influenced by ancient religious and cosmic 

diagrams. Vivan Sundaram, in paintings such as Portrait of Father, uses 
a style of modern realism  

 
The Indus Valley Sculptures 
 

The Indus Valley civilization flourished in what is now Pakistan and 
northwestern India from about 2500 B.C. to about 1700 B.C. Sculptures 
have survived from the major areas of this civilization, including such 
centres as Lothal, Rupar, and Maheshwar. The two main sites of the 
Indus Valley civilization, however, were along the Indus River--the cities 
of Harappa in the north and Mohenjo-Daro in the south. Indus 
sculptures include small stone tablets that were used as seals, and 
figures of animals, human beings, and deities.  

The seals show the rounded forms of bulls, elephants, and rhinoceroses, 
along with writing in picture-like signs. The illustration of the seal carved 
with the figure of a unicorn shows the delicate intaglio carving. When 
stamped in wet clay, the seal created a raised image of itself in the clay.  

The limestone torso of a god is believed to represent a friendly god. The 
rhythmic repetition of the curving lines of the torso shows a love of linear 
rhythm. Indus sculptors also stressed harmonized forms, as shown in 
the way the torso is unified by the softly swelling curves of the body. The 
sculptor has carefully rounded these curves, especially the abdomen. 
This emphasis on harmonized forms appeared later as a dominant 
characteristic of Indian sculpture.  
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The bronze Statuette of a girl may represent a dancer who has paused 
between movements. The dynamic quality of this sleek figure is partly 
due to the rhythmic, angular thrusts of her arms, legs, and torso. The 
sculptor has also indicated movement by contrasting the linear rhythms 
of the torso and legs against the triangular right arm and the forward left 
leg. A similar linearity and dynamism characterized much later Indian 
sculpture.  

The peak of Indus Valley sculpture extended from 2500 to 2000 B.C. 
Sculptors worked in stone, metal, and clay. Stone seals and the few 
surviving three-dimensional stone sculptures represent their subjects 
realistically and apparently had religious meaning. The discovery of 
statues, figurines of men and women in terracotta, stone and metal 
indicates that people of the area were great artists and sculptors. 
Sculpture in Stone Among the stone images found in Harappa two 
statues are noteworthy. One of these is artistically decorated while the 
other is kept naked. The first statue is that of a yogi, draped in a shawl 
worn over the left shoulder and under the right arm. His beard is well 
kept and his eyes are half closed. 

The other figure is a torso of a human male. It is a beautiful piece of 
sculpture made of red stone. The head and arms of the figure were 
carved separately and socketed into holes drilled in the torso. Sculpture 
in Metal The Harappan artists knew the art of bronze casting. They used 
the special lost wax process in which the wax figures were covered with 
the coating of clay. Then the wax was melted by heating and the hollow 
mould thus created was filled with molten metal which took the original 
shape of the object. 

A figure of a female naked dancer was found at Mohenjo-daro. Necklaces 
adorn her breast. One of her arms is fully covered with bangles made of 
bone and ivory. Her eyes are large, nose is flat and lips are pendulous. 
Her hair is braided and her head is slightly thrown back. Her limbs 
suggest graceful lines. Besides the figurine, the bronze figure of a buffalo 
and a humped bull are very artistically designed. Sculpture in Terracotta 
The Indus Valley people practiced sculpture in terracotta. The terracotta 
figure of the Mother Goddess was discovered in Mohenjo-daro. The 
figure, with a punched nose and artistic ornamentation laid on the body 
and pressed on the figure, shows the Mother Goddess as the symbol of 
fertility and prosperity.  
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The Buddhist Sculptures  
 

Before about A.D. 1200, the main religions were Buddhism, Hinduism, 
and Jainism. Training in the techniques of sculpture was passed down 
within the family. The Maurya Empire was India's first great empire, and 
extended over much of the subcontinent. In 261 B.C., the Maurya 
emperor Ashoka vowed to maintain his rule according to the Buddhist 
rule of piety. To publicize his laws, Ashoka had them inscribed on many 
stone pillars, some 12 metres high. On this pillar, a carved lotus flower 
symbolizes purity and the emergence of life from the primeval waters. 
Above it, representations of a lion, elephant, bull, and horse symbolize 
power, either of the king or of Buddha. 

The chakra, or wheel, symbolizes either the 
teaching of Buddha, who is said to have set the 
wheel of law in motion in his teaching, or the king 
who was called the holder of the wheel in ancient 
India. On the top of the pillar, four gigantic lions 
roar out the power of Buddha and Ashoka. A huge 
wheel, now missing, once stood above the lions. 
Ashoka was also responsible for the building of 
many stupas and cave shrines, the two main kinds 
of Buddhist centres.  

Stupas.  Some of the most magnificent Buddhist 
sculptures decorate the gateways and stone railings that surround 
stupas (domed funeral mounds). These mounds were built to enshrine 
the relics of the Buddha or a Buddhist teacher. Relief carvings illustrate 
the life and teachings of the Buddha. Some of the best preserved early 
stupas stand at Sanchi in central India.  

Cave temples.  From the 200's B.C., artificial caves were carved out of 
cliffs of solid rock to serve as shrines and monasteries. The 28 caves at 
Ajanta in western India were created between A.D. 100 and the A.D. 
400's. Magnificent sculptures of the Hindu god Shiva were carved in a 
cave temple at Elephanta, near Bombay, in the 500's. Sculptors worked 
on the caves at Ellora, near Ajanta, until about 1000. They created 
Buddhist, Hindu, and Jain caves next to each other. The early stupas 
and caves are beautifully carved with scenes from the life of Buddha. The 
Buddha figure, however, is represented by symbols such as the wheel, 
footprints, or an empty throne.  

The Buddha image.  Buddha was not represented in human form until 
the period from A.D. 1 to 99. Buddha images were first produced in large 
numbers in two areas of India around 100. One area was Gandhara in 
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the northwest, now part of Pakistan. The other was the city of Mathura, 
near present-day New Delhi.  

Gandharan Buddhist images show influences from Greece and Rome 
brought by conquest and trade. The Buddha's hair is wavy and his toga-
like robes hang in deep, graceful folds. However, the spiritual, 
introspective power of Gandhara Buddha is very Indian. The Buddha's 
half-closed eyes and slightly smiling lips suggest inward harmony and 
transcendence.  

In contrast, Mathura figures are much more energetic. The eyes are wide 
open and the mouth softly smiling. The lines of the body, broad 
shoulders tapering to a narrow waist, are emphasized rather than the 
robe. The Buddha's power is symbolized by his physique and by the lions 
that support his throne. In the Mathura Buddha, the broad chest and 
swelling stomach (bulging around a deeply sunk navel) are a way of 
showing the breath, or life force, within.  

In the Western tradition, sculptors tried to make stone true to life by 
carving a hand, for example, to show the bones and veins through the 
skin. In India, a beautiful body was considered to be perfectly smooth. 
Bones and veins were only shown in images representing starvation, 
torture, or death. This wholly Indian ideal of beauty, statuesque and 
sensuous, underwent only slight modifications during subsequent 
periods of Indian art.  

A sculptural style emerged in India that spread across Asia with 
Buddhism and through Hindu traders and merchants. This style was 
stimulated by religious doctrine, particularly the bhakti (worship) cults. 
These cults required narrative reliefs of Buddhist legends as well as 
ornamental imagery to decorate both nonreligious and monastic religious 
sites. Icons of Buddha or the Hindu gods was made according to strict 
laws of proportion and form. The first stone images of the gods and 
goddesses of Hinduism and Jainism appear at about the same time as 
the Buddha images. The same workshop probably made images for all 
three religions.  

Buddhist art dominated the period from about the 100's B.C. to about 
the A.D. 500's. The Gupta dynasty lasted from about A.D. 320 to 500. 
The 400's and 500's marked a classical phase in Indian sculpture. 
Figures became more pliant and followed a purely mathematical system 
of proportions. The detailed, yet restrained Hindu and Buddhist 
sculpture of the Gupta period became the model for later Indian art. The 
Buddhist stupa at Sarnath dates from this period. Gupta sculptors made 
images of extreme sensual beauty and hair-raising horror. They could 
also suggest contradictory qualities in their work. For example, the 
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sensuous Gupta Buddhas with their full lips and eyes like lotus buds 
are, at the same time, profoundly spiritual.  

 
The Hindu Sculptures  
 

As Hinduism grew in popularity, so Buddhism in India declined. Much of 
the greatest Indian sculpture from the 400's until the Muslim conquest 
in about 1200 was made for Hindu temples. One of the finest Gupta 
sculptures to survive is the Dashavtara temple at Deogarh in central 
India. On one side of the temple is a beautifully carved doorway; each of 
the other sides has one large sculptural image. The south wall shows the 
god Vishnu sleeping on a hundred-headed serpent in the ocean of 
eternity.  

In Hinduism, the world is created, passes through many aeons, and is 
then destroyed, only to be created once more. Between creation and 
destruction, Vishnu sleeps. The problem for the sculptor is to show the 
god at rest and still convey his majesty, power, and benevolence.  

The most sacred image in a Hindu temple stands in a small, dark shrine 
at the heart of the temple. Hindus believe the power of the deity flows 
from the heart of the temple outward: the single large sculptures on the 
outside walls transmit the power of the indoor image to the world. As 
temple design developed, the number of sculptures on the outside 
multiplied until the entire outer walls of the temple were covered with 
sculpted figures, each one intended to transmit divine power.  

Different styles of sculpture developed in 
the north and south. Sculpture in the 
north was angular and decorative because 
the local sandstone could be carved into 
complex shapes. In the south, especially in 
Tamil Nadu, sculptors had to work most 
often in granite. Their works, therefore, 
had simpler lines and round flowing forms. 
Many distinctive regional styles developed 
within these broad divisions.  

During the 600's and 700's, a group of temples were carved out of 
gigantic outcrops of rock at Mahabalipuram, in southern India. One huge 
boulder depicts the Descent of the Ganges River. The river banks are 
crowded with saints, pilgrims, and a variety of animals. A family of 
elephants is almost lifesize. Water once flowed from a tank at the top of 
the rock to suggest the river itself.  
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Ancient Hindu temples in northern India have tall, sculpted towers with 
curving sides that taper at the top. In southern India, the gateway towers 
of Hindu temples rise in rectangular pyramids made of steplike blocks of 
stone. Each step tells in sculpture a story about Hindu gods. The temple 
dedicated to Shiva at Ellora, dating from the mid-800's, was carved out 
of the cliff like a giant piece of sculpture. This temple shows the influence 
of the Mahabalipuram sculptures.  

Hindu and Jain temples in Khajuraho, central India, were built in the 
same style between the mid-900's and the late-1000's. They rise from 
high bases to a series of high peaks. From a distance they resemble a 
mountain range. The walls and towers are covered with hundreds of 
sculpted figures of gods, goddesses, people, and beasts.  

The Cholas, who reigned in Tamil Nadu from the 900's to the 1200's, 
built huge, finely finished temples. They were also famed for magnificent 
bronze sculptures cast using the lost-wax process, a method used in 
southern India since the 500's. They created groups of figures, depicting 
the gods, especially Shiva or Vishnu, with their families and companions.  

A frequent theme was Shiva, the Hindu god of destruction, portrayed as 
Nataraja, Lord of the Dance. Typically, Shiva's four arms symbolize his 
power over north, south, east, and west. Like the image of the sleeping 
Vishnu at Deogarh, the subject of this work is not only Shiva but also 
time. Between the destruction and creation of the universe, nothing 
exists. The first sound in this nothingness is the beat of Shiva's 
hourglass-shaped drum. Then Shiva begins to dance. The energy of his 
dance creates the universe. He dances on a dwarf 
symbolizing ignorance. The power of his dance brings 
knowledge in its place. At the end of time, Shiva's dance 
becomes all-consuming and, by the flame he holds in his 
upper left hand and those that surround him, all existence is 
destroyed. Then there is nothing, until Shiva again begins to 
beat his drum.  

Islamic Influence 
In 1191, the first of many dynasties ruled by Muslim sultans
captured Delhi and, from there, governed northern India. 
Islam, the Muslim religion, prohibits making images of 
human or divine figures or of animals. Muslim patrons
hired Indian sculptors to decorate mosques and other 
Muslim buildings with relief motifs (repeated designs) of 
geometric patterns, flowers, leaves, and ornate inscriptions.  

During the period of Muslim rule, Hindu and Jain sculptors 
continued to decorate their own temples with figurative 
sculpture. The white marble Jain temples at Mount Abu were 
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built during the 1100's and 1200's. Magnificent Hindu temples were built 
in Vijayanagar in the 1500's.  

 
The Islamic Sculptures 
 
 
In 1191, the first of many dynasties ruled by Muslim sultans captured 
Delhi and, from there, governed northern India. Islam, the Muslim 
religion, prohibits making images of human or divine figures or of 
animals. Muslim patrons hired Indian sculptors to decorate mosques and 
other Muslim buildings with relief motifs (repeated designs) of geometric 
patterns, flowers, leaves, and ornate inscriptions. Even household items 
like utensils were also richly carved and ornamented to give it an 
exquisite look.  
During the period of Muslim rule, Hindu and Jain sculptors continued to 
decorate their own temples with figurative sculpture. The white marble 
Jain temples at Mount Abu were built during the 1100's and 1200's. Of 
the five shrines in this group, four are architecturally significant. They 
are built with white marble stones. Each has a walled courtyard. In the 
center of the courtyard is the cell with the image of the deity. Around the 
courtyard there are numerous small shrines containing one or more 
images of the Tirthankaras. All these temples seem to have been 
constructed by the ministers of the Solanki rulers of Gujarat. 

The Vimala Vasahi temples was dedicated to Adinath, the first Jain 
tirthankaras. It was built in the year 1031 A.D. The special feature of 
this temple is its ceiling which is circular in 11 concentric rings richly 
carved. The ceiling culminates into a central pendant. Figures of 16 
Vidya Devis (goddesses of knowledge) are carved on the ceiling. 
Magnificent Hindu temples were built in Vijayanagar in the 1500's. 
Vijayanagar favoured a sculpture that reflected imperial pomp in 
elephant processions, cavalcades, marching soldiery. 

 
The Colonial and Modern Period Sculptures 
 

The British, who ruled parts of India from 1757 to 1947, introduced new 
styles of art and architecture. Until the mid-1800's, Indian sculptors 
worked in the Western classical style on British government buildings. In 
the late 1800's and early 1900's, a style known as Indo-Saracenic was 
developed. The basic design was Western, but incorporated such Indian 
features as domes, kiosks, and finely carved stonework.  
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In India today, there are sculptors working in Gujarat, Rajasthan, Tamil 
Nadu, and elsewhere who trace their families back to the great temple 
builders of the past. They continue to decorate temples with sculpture 
using traditional methods. Other sculptors produce works which exhibit 
the methods, materials, and outlook of the present day, while retaining 
an Indian identity. 

Exposed to stimuli all over the world, Indian sculptors today are 
experimenting in all styles, using new materials like steel and 
aluminium, fibre-glass and even fibre. But the most significant trend 
seems to be the one which seems to recover the iconic quality, the power 
to stir the impulses of awe and adoration which are humanistically the 
most valuable strains of the Indian sculptural heredity.  
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Africa 
 

Rock Art in Southern Africa 
Sahara - Bubalus Period  –  c. 6,000 – c. 3,500 BC 
Lower Nubia  –   c. 3,500 – 2,000 BC 
Kush  –  2,000 BC – 325 AD 
Pre-dynastic Kemet  –  to 3,050 BC 
The Nok Culture  -  400 BC – 200 AD 
Aksum  -  350 BC – 1,000 AD 
 

 
Introduction 
 
African artifacts have generally been exhibited with reference only to 
cultural context and use. In view of recent studies of African aesthetic 
principles and related moral and religious values, there is good reason to 
emphasize the formal aesthetic aspects of the objects and the moral and 
religious ideas they express.  
African aesthetics generally has a moral basis, as indicated by the fact 
that in many African languages the same word means "beautiful" and 
"good." It is consistent with the use and meaning of African art that it 
should be both beautiful and good, because it is intended not only to 
please the eye but to uphold moral values. The ethical and religious basis 
of African art may explain why the principal subject is the human figure; 
African art often appears in ritual contexts that deal with the vital moral 
and spiritual concerns of the human condition.  

It is important, furthermore, to display most African sculpture, especially 
masks and headdresses, in the round at about eye level, because this is 
how they are seen on the heads of dancers. African carvers try to make 
masks and headdresses appear visually interesting and to show different 
aspects as the dancer revolves before the people.  

The objects selected for this exhibit were chosen both to exemplify 
African aesthetic and moral principles and to display some of the finest 
pieces in the Bayly's large collection. Most of the pieces in the exhibit 
come from West African societies. 
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Native Arts of Africa  
 
Considering the African origins of human beings and that the hunter-
gathering technologies evolved there, there are scant representatives of 
true art before the great flowering of culture in the upper Paleolithic. 
There are however, indications that hominids may have had a broader 
conception of their world than was previously supposed.  
 
Elements of the African Aesthetic 
 

Resemblance to a human being: 
 

African artists praise a carved figure by saying that it "looks like a 
human being." Artists seldom portray particular people, actual animals, 
or the actual form of invisible spirits. Rather, they aim to portray ideas 
about reality, spiritual or human, and express these ideas through 
human or animal images.  

 

Luminosity: 
 

The lustrously smooth surface of most African figural sculpture, often 
embellished with decorative scarification, indicates beautifully shining, 
healthy skin. Figures with rough surfaces and deformities are intended 
to appear ugly and morally flawed.  

 

Self-composure: 
 

The person who is composed behaves in a measured and rational way; he 
or she is controlled, proud, dignified, and cool.  

 

Youthfulness: 
 

A youthful appearance connotes vigor, productiveness, fertility, and an 
ability to labor. Illness and deformity are rarely depicted because they are 
signs of evil.  
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Clarity of form and detail, complexity of composition, balance and 
symmetry, smoothness of finish: 
 

African artists place a high value on fine workmanship and mastery of 
the medium.  

 
The Exhibition 
 
1. SOWEI MASK 

 
• Mende, Sierre Leone and Liberia  

• Wood  

This mask is worn over the head of a female elder who dances for the 
Sande women's society. The mask displays and celebrates Mende ideals 
of female beauty and virtue: elaborately braided hair (cosmetic skills, 
sexuality); neck creases (full-bodied, good health); smooth, broad 
forehead (nobility, intelligence); lowered eyes (contemplativeness, 
restraint); well shaped ears; small nose; small mouth (not given to 
gossip); composed expression (inner serenity), smooth skin 
(youthfulness). All these features are exaggerated in the mask, its three 
thick rows of braided hair, large neck folds, wide forehead, diminutive 
nose and mouth, and polished surface. The bird figure (missing its head 
& tail) perched on top of the coiffure has many meanings: clairvoyance, 
love, fertility, power, danger, discipline, prudence, and laughter. The 
mask's shining blackness connotes the essence of female beauty and 
moral purity.  

Gift of Mr. and Mrs. Peter Klaus, 1981.43.1  
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2. CHI WARA HEADRESS (male) 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 

• Bamana, Mali Republic  

• Wood, metal, threads  

To the Bamana people, farming is the most important and noblest 
profession. At planting time, men of the Chi-Wara association of farmers 
dance with headresses like these in the fields to honor Chi- Wara, the 
mythical "farming animal" that taught agriculture to the ancestors of the 
Bamana. The headdresses, always danced in male and female pairs, 
depict the antelope-like Chi-Wara and display the ingredients of 
successful cultivation. The long horns of the male Chi Wara stand for the 
tall growth of millet; the penis signifies the rooting of this grain. The long 
ears refer to the cultivators' listening to the songs sung by women who 
encourage the men while they work in the fields; the open, zigzag pattern 
in the neck symbolizes the sun's path along the horizon between the two 
solstices.  

Gift of Mr. and Mrs. Edward G. Lanpher, 1979.40.l 
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3. CHI WARA HEADRESS (female) 
 

 
• Bamana, Mali Republic  

• Wood  

The "female" Chi-Wara headdress, representing the earth, always 
accompanies the male headdress during the harvest dances. The baby 
carried by the female symbolizes baby human beings. As in the male Chi-
Wara headdress, the long horns stand for the desired growth of tall 
millet. The element of water is represented by the fiber costume attached 
to the headdress. When danced by a pair of men chosen as exemplary 
farmers, the headdresses symbolically combine those elements necessary 
for good agriculture: sun, water, and a solid rooting of the plant in the 
earth.  

Anonymous Gift, 1979.44.14  
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4. EPA HEADDRESS 
 

 
• Yoruba, Nigeria  

• Wood  

The annual Epa festival celebrates the important social roles of a town: 
its chiefs, farmers, warriors, hunters, priests, and women. The climax of 
the festival occurs when male dancers appear, surrounded by their 
followers and wearing tall, heavy masks like this one, receiving 
salutations, praise names, and songs. The lower, abstract helmet portion 
conceals the dancer's face and allows him to see through the mouth. The 
upper, more naturalistically carved, superstructure celebrates the central 
figure at the top, the herbalist priest (Osanyin) who wears a fringed hat. 
In his right hand the priest holds his official staff, identified by a cock 
surmounting several tiers of clustered bells. Below the staff is a pot 
drummer. In his left hand he holds a staff showing two musicians, a 
kneeling flutist on top and a dundun drummer below. Along with the pot 
drummer, the kneeling flutist and the dundun drummer herald the 
presence of the priest, the dundun drummer beating out tone patterns 
that sing the praises of the priest. A female "bowl carrier" stands before 
the priest. The bowl contains the herbal medicines, the power (ase), of 
the priest. In Yoruba iconography bowls contain hidden power and are 
thought of as possessing powers similar to those of women, associated 
with their powers of reproduction and ability to compromise the fertility 
of others. This is the hidden power of "our mothers," celebrated in the 
Gelede ceremonies and by the Gelede headdress shown in this exhibit. 
Since the welfare of the town depends upon the herbalist's skills of 
healing and controlling evil, he is accompanied by a retinue of spear 
bearers, flutists, horn players, men carrying gourds of his medicines, 
women pounding yams (a festive food), and a woman carrying a child, 
suggesting that the powers of the Osanyin priest assist in giving birth. 
This elaborate array of figures (all formerly painted with bright colors) 
shows the carver's powers of composition and mastery over the massive 
bulk of wood. Gift of Bob Bronson, 1978.40.14  
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5. AKUA'BA. FEMALE STATUETTE 
 

 
• Asante, Ghana  

• Wood  

The akua'ba figure is supposed to induce pregnancy and ensure safe 
delivery of a beautiful, healthy infant. After being blessed by a priest, a 
woman carries the statuette around with her and treats it like a real 
child; she adorns it with beads and earrings, "nurses" it, and puts it to 
bed. The statuette illustrates Asante concepts of beauty: a high oval, 
flattened forehead (achieved by massaging the infant's soft skull); a small 
mouth; a neck ringed with creases of subcutaneous fat, indicating the 
good health of the infant. Most akua'ba figures depict females, since 
among the Asante the family line is passed down from the mother to the 
daughters.  

Gift of Mr. and Mrs. Howard Cohen, 1983.38.1  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Planer
Typewritten Text
132



 

 

6. BAGLE MASK 
 

 
• Wee, Liberia & Cote d'Ivoire  

• Wood, fiber, metal, fur, pigment  

Wee masks embody spirits of the forest who request (through dreams) 
that masks be made so they can "appear" before the people. The Dan 
classify their masks into masculine and feminine types. The masculine 
mask, such as the bagle grotesque mask shown here, has square 
outlines, tubular eyes, and zoomorphic features. This mask is intended 
to look powerful and fearsome, with its animal horns, bulging forehead, 
tubular eyes, gaping and toothy mouth, large beard, and mustache. The 
bagle masker dances vivid pantomimes that entertain the guests at 
festivities and often caricatures the events of the day.  

Gift of Dona and Lee Bronson, 1978.46.16  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Planer
Typewritten Text
133



 

 

 
7. TANKAGLE. MASK 
 

 
• Dan, Liberia and Cote d'Ivoire  

• Wood, metal, and fiber  

Dan masks embody spirits of the forest who request (through dreams) 
that masks be made so they can "appear" before the people. The Dan 
classify their masks into two types, masculine and feminine. The 
feminine type of mask, such as the Tankagle shown here, has an oval 
face and narrow slit-eyes. This type of mask performs at village festivals 
and entertains the public with exquisite dancing, singing, and 
pantominic sketches.  
 
8. GELEDE. HEADDRESS 
 

 
• Yoruba, Nigeria  

• Wood  

The annual Gelede festival honors the creative and dangerous powers of 
women elders, female ancestors, and goddesses, known affectionately as 
"our mothers." The Gelede headdress often consists of two parts, a lower 
mask and an upper superstructure. The lower mask depicts a woman's 
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face, its composure expressing the qualities of calmness, patience, and 
"coolness" desired in women. The static expression and simplicity of this 
portion of the headdress contrasts with vitality and diversity of the 
superstructure. The design of the superstructure is intended to placate 
the mothers by displaying their inner powers for all to see, thus pleasing 
them and ensuring the well-being of the community. Birds signify the 
dangerous noctural powers of women who act as witches. Snakes 
symbolize the positive feminine qualities of patience and coolness. The 
snake coiled around the front also cautions vigilance with the saying "the 
snake sleeps but continues to see." Gelede artists demonstrate their 
artistry and mastery of the medium by developing complex imagery 
within the confines of the basic cylindrical mass of wood. The elaborately 
carved example shown here (originally painted in bright colors) exhibits 
many different forms and angles to view, as the dancer moves before his 
admiring audience. Gift of Mr. and Mrs. Martin J. Tauger, 1979.58.9  
 
9. ERE IBEJI. TWIN FIGURES 
 

 
• Yoruba, Nigeria  

• Wood, beads and brass necklaces  

Among the Yoruba, twins (ibeji) are special children whose birth can 
bless their parents with good fortune. The Yoruba have one of the highest 
rates of twin births in the world, and the loss of twins is therefore 
considered a great misfortune. If a twin dies, the mother commissions a 
memorial figure (two if both twins die), and the soul of the deceased twin 
is transferred to it. The mother dresses the statuette in cloth and adorns 
it with jewelry, and keeps it near her bed. She also offers it food and 
prayers weekly and performs more elaborate rituals on the occasion of 
birthdays and annual festivals. The figures are carved according to 
different regional styles; those shown here are made according to the 
Abeokuta style. The statuettes conform to the Yoruba aesthetics of 
physical proportion. The head is one third the size of the body, because 
the head is associated with a person's destiny or "inner head," which 
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determines success and failure in life. Artistic emphasis is placed on 
"human resemblance," rather than photographic likeness, and the facial 
features, though stylized, are carefully deliniated and delicate. The 
smoothed surface, which is difficult to achieve without sandpaper, 
expresses the desired quality of luminosity. Other Yoruba aesthetic 
qualities are relative straightness, good composition, youthful 
appearance, and clarity of line.  

Lent by Benjamin Ray  

 
10. BLOLO BLA. FEMALE FIGURE 
 

 
• Baule, Ivory Coast  

• Wood  

The Baule believe that before people are born into this world they have a 
spouse in the other world, and that these spouses occasionally become 
angry or jealous and disturb the lives of their living partners. When this 
happens, a diviner recommends that an altar be established where the 
spirit may receive offerings and be appeased. The carved figure of the 
"spirit spouse" should be beautiful in order to please the spirit and 
attract it to the shrine. The female "spirit spouse" figure shown here 
expresses Baule ideas of physical beauty and moral virtue. The erect 
bearing indicates a morally upright person; the open eyes and high 
forehead suggest intelligence and lucidity. The hands held obediently at 
the sides and the modest stance of the feet give the figure a respectful 
attitude that shows good character. Physical perfection is shown in the 
healthy body, the strong neck able to bear heavy loads on the head,and 
the muscular calves of the hard worker. The pointed breasts and 
rounded buttocks signify maturity and sexual attractiveness, and thus 
the promise of children.  

Gift of Dona and Lee Bronson, 1978.46.18  
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11. FAMILY GROUP 
 

 
• Makonde, Tanzania  

• Wood  

A modern style of sculpture made for the European export market, this 
piece depicts a "tree of life" motif: the members of an extended family, 
including past and present generations, gently supporting each other, 
generation after generation, around the family ancestor. The naturalism 
of the human figures, the sculpture's polished finish, and the choice of 
wood (ebony) were originally dictated by the European tourist trade of the 
1950s. The artistic unity, imagination, and delicate detail of the piece on 
display all indicate its high quality. Although thoroughly modern in style, 
without any known basis in traditional Makonde art, the subject matter 
of this sculpture is entirely indigenous.  

Gift of Mrs. Nancy Gray, 1981.94.75  

 
HEDDLE PULLEYS 
 

"Nobody likes to live without beautiful things," replied a Guro weaver 
when asked why he hung a decoratively carved pulley on his wooden 
post loom set up beneath a mango tree. The decorative features of West 
African heddle pulleys -- devices that hold the heddles in looms -- are 
created solely for aesthetic satisfaction, and have no ritual or magical 
purpose. The delicately carved figure on the pulley peers down at the 
weaver as he works and becomes his constant visual companion. The 
formal composition of these small pieces shows great virtuosity and 
variation: the artists strive for originality, ingenuity, elegance, and 
imaginative effects.  
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12. HEDDLE PULLEY, WITH HORNBILL FIGURE 
 

 
• Senufo, Ivory Coast  

• Wood  

The Senufo refer to the hornbill as the "master among the birds" because 
of its sexuality (phallus-like beak) and intelligence. "Master," as a title in 
the men's Poro society, connotes intelligence, creativity, and mastery of a 
particular skill, such as weaving. The shape of the bird shown here is 
abstract and imaginative; it also shows the delicacy, smoothness of 
finish, and skillful composition that are prized by African carvers. 

  
13. HEDDLE PULLEY, WITH SPIRIT FACE 
 

 
• Senufo, Ivory Coast  

• Wood  

Naturalistic faces occur rarely on pulleys. Senufo artists draw upon a 
wide repertoire of facial styles that appear on statues for spirits and 
masks. The large eyed face on this pulley is that of the friendly Tugubele 
spirits of the forest.  
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14. HEDDLE PULLEY, WITH FACE MASK 
 

 
• Senufo, Ivory Coast  

• Wood  

The face on this pulley portrays a buffalo mask as it appears on a dancer 
in the men's Poro age-grade society. The buffalo motif symbolizes 
advancement and regeneration in the Poro society, the path that leads to 
adulthood and social fulfillment.  
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Medieval Art 
 
Art during Medieval times was almost exclusively concerned with Christianity. 
During this period, since the vast majority of the peasantry was illiterate, art 
was the main method of communicating religious ideas besides sermons. The 
Church was one of the few institutions wealthy enough at the time to 
commission artists, and thus most art was religious in nature. Since the fall of 
the Roman Empire, many of the artistic techniques of Ancient Greece were lost. 
Thus, during the Middle Ages, most figures were painted as entirely two-
dimensional. Since there was no concept of perspective in art, figures were 
painted larger or smaller according to their significance. Besides painting, 
tapestries were also an important art form in the Middle Ages, since they were 
necessary to preserve the heat in stone castles during the winter. The most 
famous medieval tapestry cycle is The Lady and the Unicorn. 
 
Most artists during the Middle Ages were anonymous; thus, it is difficult to 
identify individual artists from the period. 
 
Time Period: 6th century - 15th century 
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The Islamic Collection 
 
 
 

 
 

The map contains art from almost the entire Islamic cultural sphere, from Spain in the 
West to India in the East and dating from the 7th to the 19th centuries. 
 
The artistic skill of the Islamic world was concentrated on the 
embellishment and ornamentation of everyday objects, whether 
ceramics, glass, metalwork, textiles, architecture or illustrations and 
illuminations for a work of literature. Compared to many other cultures 
there is a scarcity of naturalistic figurative depiction in Islamic art, a 
phenomenon which to a degree has a religious explanation it was 
unacceptable to compete with the work of God’s own hand.  
 
In contrast the Islamic artists concentrated more than those of other 
cultures on the more abstract forms of artistic expression: these included 
the Arabic script in numerous variations: diverse plant-like 
ornamentation, whose most elegant representative is the arabesque, and 
complicated patterns composed of innumerable geometric figures. 
 
Islamic art history 
 
Islamic art and architecture, works of art and architecture created in 
countries where Islam has been dominant and embodying Muslim 
precepts in its themes.  
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Background  
In the century after the death (A.D. 632) of the prophet Muhammad, his 
Arab followers spread his teachings through Egypt and N Africa, as far 
west as Spain, and as far east as Sassanid Persia. Because of their rapid 
expansion and the paucity of the earlier artistic heritage of the Arabian 
Peninsula, the Muslims derived their unique style from synthesizing the 
arts of the Byzantines, the Copts, the Romans, and the Sassanids. The 
great strength of Islamic art as a whole lies in its ability to synthesize 
native design elements with imported ones. 

Abstract decoration of the surface is an important factor in every work of 
Islamic art and architecture, whether large or small. Curving and often 
interlaced lines, of which the arabesque is a typical example, and the use 
of brilliant colors characterize almost all of the finest productions, which 
are of greatly varied styles. Islamic art eschews the realistic 
representation of human beings and animals, and its floral designs are 
extremely distant from their original models. While the prohibition 
against depicting living forms is not contained in the Qur'an, it is widely 
thought that the non-representational character of Islamic ornament has 
its source in the traditional theological prohibition against imitating 
God's works. 

Architecture 
The earliest architectural monument of Islam that retains most of its 
original form is the Dome of the Rock (Qubbat al-Sakhrah) in Jerusalem, 
constructed in 691–92 on the site of the Jewish Second Temple. Muslims 
believe it to be the spot from which Muhammad ascended to heaven. It 
has mosaics depicting scrolling vines and flowers, jewels, and crowns in 
greens, blues, and gold. Similar in some aspects is the later Great 
Mosque of Damascus (built c.705–14) which was built by Al Walid over 
what was originally a Roman temple. The interior walls have stone 
mosaics that depict crowns, fantastic plants, realistic trees, and even 
empty towns. This is thought to represent Paradise for the faithful 
Muslim. Both the Dome of the Rock in Jerusalem and the great Mosque 
of Damascus used the Syrian cut-stone technique of building and 
popularized the use of the dome (see mosque). 

The 8th-century desert palace Khirbat al-Mafjar (in present-day Jordan) 
reveals a wealth of carved and molded stucco decoration, sculptured 
stone reliefs, and figural fresco paintings. In 750 the Abbasid dynasty 
moved the capital east to Baghdad, and from 836 to 892 the Abbasid 
rulers resided at Samarra. The Great Mosque of Samarra is an important 
example of the Iraqi hypostyle, noted for its massive size and spectacular 
minaret. In Iran few Islamic buildings erected before the 10th cent. are 
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still standing. Sassanid building techniques, such as the squinch, were 
combined with the mosque form (see Persian art and architecture). 
Sassanid influence is also strong in many Umayyad dynasty residential 
palaces, built mostly in Syria. The most famous is the 8th-century palace 
of Mshatta; much of its delicately carved stone facade is now in Berlin. 

In the middle of the 8th cent. the last of the Umayyads escaped to Spain 
and refounded his dynasty there. The great Mosque of Córdoba was 
begun in 785 and is famous for its rows of double-tiered arches. The 
mosque was extended three times. The culture of Islamic Spain reached 
its apogee in Moorish art and architecture. Faïence and lacy pierced-
stone screens are the hallmarks of its decoration. The same style prevails 
in N Africa and is seen at its best in Fès, Morocco, where much 
elaborately carved wood is used. The Mudé jarstyle of Spain, employed 
throughout the 18th cent. and influential until much later, is based on 
this architecture. 

Late in the 9th cent. the governor of Egypt, Ibn Tulun, initiated the high 
period of Egypto-Islamic art with the building of his famous mosque in 
Cairo. In the 10th cent. the Fatimids introduced into Egypt the 
decorative stalactite ceiling from Iran and placed emphasis on decorative 
flat moldings. The most important Fatimid buildings are the Cairo 
mosques of al-Azhar and al-Aqmar. The cruciform Mosque of Hasanin 
Cairo, built by a Mamluk sultan in 1536, still reflects Persian influence. 

In India a distinct style, preserved mainly in architecture, developed after 
the Delhi Sultanate was established (1192). This art made extensive use 
of stone and reflected Indian adaptation to Islam rule, until Mughal art 
replaced it in the 17th cent. (see Mughal art and architecture). The 
square Char Minar of Hyderabad (1591) with large arches, arcades, and 
minarets is typical. 

In Turkey the mosque form was also derived from Persia, as was most 
Turkish art. The great Byzantine church of Hagia Sophia, adapted for 
use as a mosque, greatly influenced Turkish architects. The most famous 
among these is Sinan, chief architect in the Ottoman court from 1539 
until his death in 1588. He constructed or designed most of Sulayman I's 
buildings, the most noted of which is his mosque (c.1557) in Istanbul, 
where he is buried. It has four minarets and stained-glass windows 
flanking the mihrab. The mosque (1614) of Sultan Ahmed I is similarly 
distinguished by its dome lit by numerous windows, and wall surfaces 
covered with green and blue tiles. Fine ornate buildings were erected in 
Turkey until the middle of the 17th cent. 
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The Decorative Arts 
Among the ceramic types are unglazed wares, molded pieces with the 
lead glaze of Hellenistic tradition, and most famous, the lusterware 
fragments. In 9th-century Islam the technique of tin-glazed ware was 
perfected. Lusterware was imported into Egypt and later made there. The 
Great Mosque of Al Qayrawan (c.862) is decorated with square luster 
tiles set in a lozenge pattern around the pierced marble prayer niche. The 
9th cent. also saw the development of metalwork in a distinctive and 
powerful style under the Umayyads in Egypt. Skilled craftsmanship can 
be seen in rock-crystal carving, a continuation of Sassanid art, using 
floral motifs that became increasingly abstract. 

From the 10th to the mid-13th cent. great strides were made in the arts; 
Egypt became a center of these arts and of calligraphy, which was of 
prime importance all over the Islamic world. Arabic script represents the 
expression of the will and strength of Allah, and as such is regarded as 
sacred by the faithful. One of Islam's most renowned calligraphers was 
Ibn Muqlah (d. 940) of Baghdad who invented the six most prominent 
cursive scripts. Certain scripts were favored for specific uses, such as 
Kufic for copying the Qur'an. The Kufic script, often executed in gold on 
parchment, was further animated by floral interlaces. Calligraphy was 
not used exclusively for two-dimensional works but also appears in 
architectural ornament, ceramics, textiles and metalwork. During this 
period calligraphy, bookbinding, papermaking, and illumination were 
developed and were held in highest esteem throughout Islam. The sloping 
cursive script most commonly used today, Nastaliq, was perfected in the 
15th cent. 

Before the 13th cent. rugs, silks, linens, and brocades were produced 
throughout the Islamic world, but only fragments remain; the same is 
true of delicate and highly refined carvings in wood and ivory. Early in 
the 13th cent. a school of secular manuscript painting arose in the 
Baghdad area. The pictures may be divided into two types: those that 
illustrate scientific works, descending directly from late Hellenistic 
models, and those that illustrate anecdotal tales and whose miniatures 
display lively detail. 

In the middle of the 13th cent. the Mongol invasions devastated Iran and 
deeply scarred all Islam as far west as the Mediterranean Sea. However, 
after a period of acclimatization, the Chinese taste and artifacts imported 
by the Mongols revitalized the art of Iran, where book illustration reached 
great heights. With the arrival of the Seljuks in Iran came a new ceramic 
technique, fritware, similar to certain Chinese porcelains. The unique 
qualities of this ware enabled artists to create richly colored glazes such 
as deep blues from cobalt and turquoise from copper. Syria and Iraq 
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continued to manufacture fine black-and-turquoise pottery. Textiles and 
rugs of great beauty were again manufactured throughout Islam, and in 
the 15th cent. Mamluk carpets were renowned for their designs of great 
complexity and their asymmetrical knots. Turkish ceramics reached their 
peak in the “Iznik” ware of the 16th and 17th cent. Distinctive green tiles 
are frequently used in the decoration of Turkish architecture. 
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Gothic Art  
 

• French Gothic  

            • Early Gothic  -  1140 - 1194  

            • High Gothic  -  1194 - 1300  

            • Rayonnant Gothic  -  13th - 14th centuries  

            • Flamboyant Gothic  -  14th - 16th centuries  

• German Gothic  - 13th - 14th century  

• English Gothic  -  1179 - 16th century  
 

 
Gothic art and architecture 
 
 
In the 12th century a new art form evolved from the Romanesque art of 
the dark Middle Ages. In the Renaissance this form was called 'Gothic' by 
Italian writers who attributed it to the barbarian northern tribes that 
once destroyed the Roman empire. Although the term suggests a 
Teutonic origin, Gothic art (arisen in central France) has nothing to do 
with Goths and even played a role in the restoration of classical aesthetic 
ideals.  
These pages are attributed to the art form, dominated by architecture in 
its struggle against gravity, that flourished in Europe from the 12th until 
the 16th century.  
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Jean Fouquet (1420-1481) - the Building of a Cathedral 

 
History of Gothic architecture 
 
In the next few decennia the erection of three major Gothic cathedrals in 
Ile-de-France started: Noyon (circa 1150), Laon (circa 1160) and Notre-
Dame at Paris (circa 1163). While the focus on vertical lines increased, as 
well as the ratio of glass to stone, the architects reached their brilliant 
unity of structure, construction and expression. The cathedral at 
Chartres is considered to be the first manifestation of 'High Gothic' style. 
The construction started in 1194 and was completed in 1224 (a bell 
tower was added in 1507-13). Divine light and soaring verticality reached 
their maximum in the the cathedrals of Reims (started in 1212), Amiens 
(1220), Beauvais (where the nave partly collapsed because this new style 
had reached its limits) and, most impressively, Sainte-Chapelle in The 
Gothic style spread thoughout Central Europe, the Low Countries, Spain 
and Italy. The English alternative (Salisbury cathedral) remained closer 
to the former Romanesque style with heavy walls and tall windows, and 
evolved into the so-called 'decorated style' and the late Gothic 
'perpendicular style'. 
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Saint Denis ambulatory 

 
Pinnacles and flying buttresses at Reims 

 
Gothic sculpture 
 
On the continent, sculpture was used primarily to decorate the exterior 
of the cathedral. Stone figures represented saints and biblical scenes. 
Decoration focussed on the west portal and usually this portal was 
decorated first. In consequence, the west portal at Chartres 
demonstrates Early Gothic sculpture while the north and south porches 
contain statues from the High Gothic period. 
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Ancestror of Christ. 

Chartres, Royal Portal 

 
Mary with child, 14th 
century. Louvre, Paris. 
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History of oil paint 

 
The oldest Mediterranean civilization, Greek, Roman or Egyptian have 
extensively used painting techniques based on mixtures of encaustic 
(probably rich in bee wax), mineral pigments (iron, copper, manganese 
oxides) and tempera. Vegetal oils, such as flax, walnut or poppyseed oil 
were known to ancient Egyptians, Greeks or Romans, but no precise 
indication of their use in painting may be found.   Tempera is a fluid 
mixture of binder (organic medium), water and volatile additives (vegetal 
essential oils). Organic binders used by Italian artists were proteinaceous 
materials available from animal sources (whole egg, animal glues or 
milk). 
 
At the end of the roman empire and up to the Renaissance period (15th 
century), this ancient technique was lost and replaced by oil paint 
and/or tempera. In Italy and Greece, olive oil was used to prepare 
pigment mixtures but the drying time was excessively long and tedious in 
the case of figures. This drawback led a German monk, Theophilus, in 
the 12th century to warn against paint recipes including olive oil 
(Schoedula Diversarum Artium). It was reported that Aetius Amidenus, a 
medical writer in the 5th century, mentioned the use of a drying oil as a 
varnish on paintings. Similarly, it seems that perilla oil was used in 
Japan in painting after addition of lead in the 8th century. In the 14th 
century, Cennino Cennini presented a painting procedure integrating 
tempera painting covered by light oily layers. 
 
According to Giorgio Vasari (1511-1574) in his "Lives of the Artists" (Le 
vite de piu eccelenti pittori, scultori e architetori, Firenze, 1550), the 
technique of oil painting, as used till now with few technical 
modifications, was invented or re-invented in Europe around 1410 by 
Jan van Eyck (1390 -1441). In fact, as said before, this Flemish painter 
was not the first to use oil paint, his real achievement was the 
development of a stable varnish based on a siccative oil (mainly linseed 
oil) as the binder of mineral pigments. It could be established that the 
Van Eyck secret was a mixture of piled glass, calcined bones and mineral 
pigments in linseed oil maintained a long time up to a viscous state at 
boiling temperature. Besides linseed oil, walnut oil and poppy-seed oil 
were also used while not so quick-drying. It is probable that painters 
have already observed that these oils led to accelerated drying time of 
canvas under the sun. It seems that Van Eyck kept his secret up to 
about 1440, a few time before his death.  
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Historians agree that the masterpiece of Van Eyck, 
the wedding portrait of Giovanni Arnolfini and his 
wife (National Gallery, London) painted in 1434, is 
one of the first and the best example of the new 
technique. If the pigments were the same as those 
used by Italian painters, the siccative oil has 
increased brilliance, translucence and intensity of 
color as the pigments were suspended in a layer of 
oil that also trapped light. The resulting optical 
effect obtained with pigment-oil mixtures and 
stacked layers explain the enameled aspect of Van 
Eyck works. These innovations in the oil medium 
produced an art that set the standard for a long 
time and which has never been surpassed.  

 

After Van Eyck, Antonello da Messina (1430-1479) introduced a new 
technical improvement. He added a lead oxide (litharge) in the pigment-
oil mixtures to increase their siccative property. The resulting recipe was 
described by JLF Mérimé (De la peinture à l'huile, Paris, 1830) : "La 
préparation ressemble à du miel ou de la graisse à demi figée et porte le 
nom d'oglio cotto (huile cuite). C'est en effet de l'huile de noix cuite à feu 
doux et contenant en dissolution la plus grande proportion de litharge avec 
laquelle elle puisse se combiner".    
 
Later, Leonardo da Vinci (1452-1519) improved the preparation in 
cooking the oily mixtures at low temperature (boiling water) after the 
addition of 5 to 10% of bee wax, thus preventing a too dark color. While 
Giorgione (1477-1510), Titian (1488-1576) and Tintoreto (1518-1594) 
have slightly altered the original recipe, this technique was kept secretly 
in Italian ateliers nearly during three centuries, thus warranting their 
supremacy and radiance in whole Europe. 
 
From 1600 and during his 9 year stay in Italy, Rubens has studied the 
Italian medium and made his own improvements. It was reported by De 
Mayerne (Pictoria, Sculptoria et quae subalternarum Artium, London, 
1620) that Rubens used walnut oil warmed with lead oxide and some 
mastic dissolved in turpentine to grind mineral pigments. 
 
As said Maroger (The secret formules and techniques of the masters, 
Edition London and New York, 1948), "Painting had received a rapid and 
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strong impulsion which finally led to the great painting of the 
Renaissance. But the technique is not enough alone to create a near 
perfect art, and many improvements would be yet achieved. Each 
following generation will bring his brick to the building" 
 
An oil is able to dry or to polymerize to a semi-fluid state if it content 
enough unsaturated fatty acids, preferably di- or tri-unsaturated. The 
participation of mono-unsaturated (oleic) acid is not well known but 
rather limited.
  
Since several years a variety of vegetal and non-edible oils are used in 
the industry of paints as they are able to dry quickly, sometimes more 
quickly than linseed oil. Among them, tung oil, oiticica oil, perilla oil, 
poppyseed oil and even soyabean oil are used to make siccative mixtures 
(Lavers B, Oils and Fats Int 2003, 19, 19). The drying process itself 
results in a polymerization upon uptake of oxygen. That complex 
mechanism includes mainly the oxidative degradation of unsaturated 
fatty acids leading to the formation of aldehyde groups later transformed 
into carboxylic groups. Thus, dicarboxylic acids are progressively formed 
with ageing of the mixture, pimelic, suberic, azelaic, and sebacic acids 
being mainly found in of old paints (Surowiec I et al., J Chromatogr A 
2004, 1024, 245). 
 
European painters mostly used linseed, walnut, and poppyseed oil. 
Hempseed and pinenut oil have been also mentioned in the early 
literature.   
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The Renaissance 
 

During the European Middle Ages paintings and sculptures tended to 
focus on religion, especially on Christianity. However as the Renaissance 
emerged, focus on the arts of Ancient Greece and Rome led to many 
changes in both the technical aspects of painting and sculpture, as well 
as to their subject matter. For instance during the Renaissance, painters 
began to enhance the realism of their work by using new techniques in 
perspective, thus representing three dimensions more authentically. 
Artists also began to use new techniques in the manipulation of light and 
darkeness, such as the tone contrast evident in many of Titian's portraits 
and the development of sfumato by Leonardo da Vinci. Sculptors, too, 
began to rediscover many ancient techniques such as contrapposto. 
Following with the Humanist spirit of the age, art became more secular 
in subject matter, depicting ancient mythology in addition to Christian 
themes. This genre of art is often referred to as Renaissance Classicism. 
The most influential Renaissance artists include such figures as 
Leonardo da Vinci, Michelangelo Buonarroti, and Raffaello Santi, all of 
whom contributed to the flourishing of the Italian Renaissance.  

Another equally important but less well-known figure of the Renaissance 
is Jan van Eyck, a Flemish painter often attributed with "bringing the 
Renaissance North." (see: Early Renaissance paintings).  

 

Time Period:  

• Italian Renaissance - Late 14th century to Early 16th century  

• Northern Renaissance - 16th century  
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Mannerism, Baroque, and Rococo 
 

In European art, Renaissance Classicism spawned two different 
movements— Mannerism and the Baroque. Mannerism, a reaction 
against the idealist perfection of Classicism, employed distortion of light 
and spatial frameworks in order to emphasize the emotional content of a 
painting and the emotions of the painter. Baroque art took the 
representationalism of the Renaissance to new heights, emphasizing 
detail and movement in their search for beauty. Perhaps the best known 
Baroque painters are Rembrandt and Peter Paul Rubens. Baroque art is 
often seen as part of the Counter-Reformation— the artistic element of 
the revival of spiritual life in the Catholic Church. Additionally, the 
emphasis that Baroque art placed on grandeur is seen as Absolutist in 
nature. Louis XIV said, "I am grandeur incarnate," and many Baroque 
artists served kings seeking after this very goal. However, The Baroque 
love of detail is often considered overly-ornate and gaudy, especially as it 
developed into the even more richly decorated style of Rococo. After the 
death of Louis XIV, Rococo flourished for a short while, but soon fell out 
of favor. Indeed, disgust for the ornateness of Rococo was the impetus for 
Neoclassicism.  

 

Time Period:  

• Mannerism - 16th century  

• Baroque Art - 17th century - to 18th century  

• Rococo - Mid-18th century  
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Neoclassicism, Romanticism, 

Academism, and Realism 
 

As time passed, many artists were repulsed by the ornate grandeur of 
these styles and sought to revert to the earlier, simpler art of the 
Renaissance, creating Neoclassicism. Neoclassicism was the artistic 
component of the intellectual movement known as the Enlightenment, 
which was similarly idealistic. Ingres, Canova, and Jacques-Louis David 
are among the most well-known neoclassicists.  

Just as Mannerism rejected Classicism, so did Romanticism reject the 
ideas of the Enlightenment and the aesthetic of the Neoclassicists. 
Romantic art focused on the use of color and motion in order to portray 
emotion, but like classicism used Greek and Roman mythology and 
tradition as an important source of symbolism. Another important aspect 
of Romanticism was its emphasis on nature and portraying the power 
and beauty of the natural world. Romanticism was also a large literary 
movement, especially in poetry. Among the greatest Romantic artists are 
Eugène Delacroix, Francisco Goya, and William Blake. Most artists 
attempted to take a centrist approach which adopted different features of 
Neoclassicist and Romanticist styles, in order to synthesize them. The 
different attempts took place within the French Academy, and collectively 
are called Academic art. Adolphe William Bouguereau is considered a 
chief example of this stream of art.  

In the early 19th century the face of Europe, however, became radically 
altered by industrialization. Poverty, squalor, and desperation were to be 
the fate of the new working class created by the "revolution." In response 
to these changes going on in society, the movement of Realism emerged. 
Realism sought to accurately portray the conditions and hardships of the 
poor in the hopes of changing society. In contrast with Romanticism, 
which was essentially optimistic about mankind, Realism offered a stark 
vision of poverty and despair. Similarly, while Romanticism glorified 
nature, Realism portrayed life in the depths of an urban wasteland. Like 
Romanticism, Realism was a literary as well as an artistic movement. 
The great Realist painters include Gustave Courbet and Edouard Manet.  

Time Period: 

• Neoclassicsim - 17th century to 19th century  

• Romanticism - Late 18th century to 19th century  

• Realism: 19th century  
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Modern Art 
 

Out of the naturalist ethic of Realism grew a major artistic movement, 
Impressionism. The Impressionists pioneered the use of light in painting 
as they attempted to capture life as seen from the human eye. Edgar 
Degas, Edouard Manet, Claude Monet, Camille Pissarro, and Pierre-
Auguste Renoir, were all involved in the Impressionist movement.  

Following the Impressionists came Fauvism, often considered the first 
"modern" genre of art. Just as the Impressionists revolutionized light, so 
did the fauvists rethink color, painting their canvases in bright, wild 
hues. After the Fauvists, modern art began to develop in all its forms, 
ranging from Expressionism, concerned with evoking emotion through 
objective works of art, to Cubism, the art of transposing a three-
dimensional reality onto a flat canvas, to Abstract art. These new art 
forms pushed the limits of traditional notions of "art" and corresponded 
to the similar rapid changes that were taking place in human society, 
technology, and thought.  

Surrealism is often classified as a form of Modern Art. However, the 
Surrealists themselves have objected to the study of surrealism as an era 
in art history, claiming that it oversimplifies the complexity of the 
movement (which is not an artistic movement), misrepresents the 
relationship of surrealism to aesthetics, and falsely characterizes ongoing 
surrealism as a finished, historically encapsulated era.  
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Contemporary Art 

 
Other forms of Modern Art (some of which border on (Contemporary art) 
include:  

• Dadaism  

• Futurism  

• Constructivism  

• Lettrisme  

• Abstract expressionism  

• Pop art  

• Concept Art 

 

Contemporary art, the art of the late 20th cent. and early 21st cent., 
both an outgrowth and a rejection of modern art. As the force and vigor 
of abstract expressionism diminished, new artistic movements and styles 
arose during the 1960s and 70s to challenge and displace modernism in 
painting, sculpture, and other media. Improvisational and Dada-like 
styles employed in the early 1960s and thereafter by Robert 
Rauschenberg and Jasper Johns had widespread influence, as did the 
styles of many other artists. The most significant of the often loosely 
defined movements of early contemporary art included pop art, 
characterized by commonplace imagery placed in new aesthetic contexts, 
as in the work of such figures as Andy Warhol and Roy Lichtenstein; the 
optical shimmerings of the international op art movement in the 
paintings of Bridget Riley, Richard Anusziewicz, and others; the cool 
abstract images of color-field painting in the work of artists such as 
Ellsworth Kelly and Frank Stella (with his shaped-canvas innovations); 
the lofty intellectual intentions and stark abstraction of conceptual art by 
Sol LeWitt and others; the hard-edged hyperreality of photorealism in 
works by Richard Estes and others; the spontaneity and multimedia 
components of happenings; and the monumentality and environmental 
consciousness of land art by artists such as Robert Smithson. One of the 
most long-lived of these movements was the abstract development known 
as minimalism, which emphasized the least discernible variation of 
technique in painting, sculpture, and other media.  
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Taken together, these many approaches to art represented a wholesale 
rejection of the tenets of modernism—e.g., its optical formalism, high 
seriousness, utopianism, social detachment, invocation of the 
subconscious, and elitism—and marked the beginning of a new era in 
art. In their many manifestations, these movements and those styles that 
followed have come to be grouped under the umbrella term of 
postmodernism. For the most part, this art is one of pluralism and 
eclecticism. In fact, the very lack of a uniform organizing principle or 
ideology is one of the most important hallmarks of postmodern art. 
Nonetheless, within the enormous diversity certain tendencies, trends, 
and movements can be discerned. 

One of the products of the almost universal dismissal of modernism by 
contemporary artists has been the development of a new historicism, 
ironic and detached, which has spawned a number of artistic “neoisms.” 
These include the neoexpressionism of such German artists as Georg 
Baselitz and Anselm Kiefer, of Italians including Francisco Clemente and 
Sandro Chia, and of the American Julian Schnabel. Among other 
contemporary “neo” styles are the cool “neo-geo” abstractions of Peter 
Halley and others, the stark structures of neoconceptualism, the slick 
neopop of such artists as Jeff Koons, and the landscape revival 
represented by Diane Burko and April Gornik, among others. 

Many new artists have simultaneously invoked and challenged art 
history, rejecting the heroic stature of the singular work of art and the 
single (usually white male) artist and invoking the ubiquity of 
mechanically produced reproductions by employing sophisticated 
“quotations” or “appropriations” from prior works. This can be found, for 
example, in Cindy Sherman's photographic recreations of paintings, in 
the multiple quotations of historic images of David Salle's paintings, in 
the postmodern takes on Barnett Newman by Philip Taaffe and on Manet 
by Yasumasa Morimura, and in the nearly identical representations of 
famous images such as Picasso's icon of modernism Les Demoiselles 
d'Avignon by Mike Bidlo. 

Also widespread among contemporary artists has been a repudiation of 
the idea that underlies most works of pure abstraction—that the work of 
art is a self-sufficient entity. Rejecting the exclusively self-referential 
images of abstraction and the constricted commercialism of the art world 
(yet often embracing the wider commercialism of a consumer society), the 
new art has sometimes manifested a marked if somewhat detached social 
consciousness, often expressed in issue-driven minority, gay (frequently 
AIDS-related), and feminist imagery. By and large, the inroads achieved 
by feminism in the 1970s have been reflected in later decades not so 
much by the insistently female, body-derived 1970s imagery of Judy 
Chicago or Miriam Schapiro as by the full participation in the once 
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mainly male-dominated art world of such varied artists as Jenny Holzer, 
Cindy Sherman, Barbara Kruger, Jennifer Bartlett, Elizabeth Murray, 
Judy Pfaff, Sherrie Levine, Barbara Bloom, Katharina Fritsch, and 
others. 

Arising from the multimedia experiments of the 1970s, the widespread 
use of a variety of technology-based media has persisted into the art of 
the new century. Often included are elements of film, video, sound, 
performance (see performance art), and architecture (principally in 
installation art). Another trend that has widened the definition and scope 
of contemporary art has been the conceptually driven use of both 
photography and language as the substance of numerous works of art—
in Kiefer's photographic collages, in Kruger's words and photographic 
images, in Bruce Nauman's neon phrases, in Lawrence Weiner's painted 
words, in Holzer's billboarded, carved, electronically reproduced, or 
otherwise created linguistic neotruisms, and in many other artists' 
works. Another contemporary art movement, digital art, was pioneered in 
the 1970s but did not become prevalent until the beginning of the 21st 
cent. Digital artists make use of sophisticated computers, software, and 
video equipment to create an extremely varied body of works. 

Postmodern art has also blurred the distinctions between painting and 
sculpture (and sometimes architecture), with artists often including in 
their works a host of wildly nontraditional materials. Since the 1960s 
shaped paintings and painted sculpture have become commonplace, 
while the materials of art have ranged from Rauschenberg's stuffed goat 
to Joseph Beuys' globs of fat to the smeared body fluids of various 
contemporary artists. Moreover, a wide variety of spaces and places, both 
private and public, have become arenas for the frequently ephemeral 
work of many contemporary artists. 

Later 20th-cent. and early 21st-cent. sculpture has assumed a central 
position in contemporary art and has followed the patterns of the various 
postmodern art movements, for example, the three-dimensional pop 
icons of Claes Oldenburg, Koons's purposely banal, often erotic figures, 
and the minimalist constructions of such artists as Carl Andre, Donald 
Judd, and Robert Morris. Other important trends in contemporary 
sculpture include an increasing use of mixed media and the creation of 
works that draw their meaning and impact from their architectural 
context and also emphasize the role of the spectator. This is as 
significant in the room-centered examples of installation art as it is in 
such large public works as Maya Lin's Vietnam Veterans Memorial. 

The term contemporary art encompasses all art being done now. It tends 
to include art from the 1960s or 1970s through the present.  
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Trends in contemporary art  
 

As it has done in the past, today's art both combines different traditional 
forms, but also pushes the boundaries of people's perception. It includes 
things that people consider immoral or taboo. For example, we now see 
the use of body fluids and plastics in art. Artists also take advantage of 
modern technology and specific media, resulting in media art, electronic 
art and Internet art. In music, composers and musicians make use of 
electronic music and computer music. Although many artists still work 
in painting and pure sculpture, a large number of artworks now take the 
form of installations, performances, media-based works or even research 
projects.  

Contemporary art is often focused on the conceptual, whereas, in the 
past, the form (aesthetic) of a piece was often more important than the 
content (concept). Because of this, contemporary art is often criticized for 
"not being art." Contemporary art often has the goal of criticizing or 
commenting on society, politics, and religion. Contemporary art should 
not be confused with modern art - the former is art being created today 
and the art of roughly the past three decades, while the latter generally 
refers to art from the late 19th century until the 1970s. Contemporary 
art is characterized by its extreme diversity and the apparent lack of 
specific movements.  
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Periods, schools and movements in art 
    
Art Periods 
 
   

ANCIENT & CLASSICAL ART 
KEY DATES: 15000 BC / 400 BC-200AD / 350 AD-450AD 
Ancient - There are few remaining examples with early art often
favouring drawing over colour. Work has been found recently in
tombs, Egyptian frescoes, pottery and metalwork.  
Classical - Relating to or from ancient Roman or Greek architecture
and art. Mainly concerned with geometry and symmetry rather than
individual expression. 

Byzantine - A religious art characterised by large domes, rounded
arches and mosaics from the eastern Roman Empire in the 4th
Century. 

 
 

MEDIEVAL & GOTHIC 
KEY DATES: 400AD 
Medieval - A highly religious art beginning in the 5th Century in
Western Europe. It was characterised by iconographic paintings
illustrating scenes from the bible.  
Gothic - This style prevailed between the 12th century and the 16th
century in Europe. Mainly an architectural movement, Gothic was
characterised by its detailed ornamentation most noticeably the
pointed archways and elaborate rib vaulting.  

First developed in France, Gothic was intended as a solution to the
inadequacies of Romanesque architecture. It allowed for cathedrals to
be built with thinner walls and it became possible to introduce
stained glass windows instead of traditional mosaic decorations.
Some of the finest examples of the style include the cathedrals of
Chartres, Reims and Amiens. The term was also used to describe
sculpture and painting that demonstrated a greater degree of
naturalism.  
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Art Movements 

 
 RENAISSANCE 
KEY DATES: 1300s 
This movement began in Italy in the 14th century and the term,
literally meaning rebirth, describes the revival of interest in the
artistic achievements of the Classical world. Initially in a literary
revival Renaissance was determined to move away from the religion-
dominated Middle Ages and to turn its attention to the plight of the
individual man in society. It was a time when individual expression
and worldly experience became two of the main themes of
Renaissance art.   
The movement owed a lot to the increasing sophistication of society,
characterised by political stability, economic growth and
cosmopolitanism. Education blossomed at this time, with libraries
and academies allowing more thorough research to be conducted into
the culture of the antique world.  

In addition, the arts benefited from the patronage of such influential
groups as the Medici family of Florence, the Sforza family of Milan
and Popes Julius II and Leo X. The works of Petrarch first displayed
the new interest in the intellectual values of the Classical world in the
early 14th century and the romance of this era as rediscovered in the
Renaissance period can be seen expressed by Boccaccio.  

Leonardo da Vinci was the archetypal Renaissance man representing
the humanistic values of the period in his art, science and writing.
Michelangelo and Raphael were also vital figures in this movement,
producing works regarded for centuries as embodying the classical
notion of perfection. Renaissance architects included Alberti,
Brunelleschi and Bramante. 

Many of these artists came from Florence and it remained an
important centre for the Renaissance into the 16th century
eventually to be overtaken by Rome and Venice. Some of the ideas of
the Italian Renaissance did spread to other parts of Europe, for
example to the German artist Albrecht Dьrer of the 'Northern
Renaissance'. But by the 1500s Mannerism had overtaken the
Renaissance and it was this style that caught on in Europe.  

 REPRESENTATIVE ARTISTS: 
Leonardo da Vinci  
Sandro Botticelli  

Raphael  
Titian  

Michelangelo 
Buonarroti  
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MANNERISM 
KEY DATES: 1520-1600 
Artists of the Early Renaissance and the High Renaissance developed
their characteristic styles from the observation of nature and the
formulation of a pictorial science. When Mannerism matured after
1520(The year Raphael died), all the representational problems had
been solved. A body of knowledge was there to be learned. Instead of
nature as their teacher, Mannerist artists took art. While
Renaissance artists sought nature to find their style, the Mannerists
looked first for a style and found a manner.  
In Mannerist paintings, compositions can have no focal point, space
can be ambiguous, figures can be characterized by an athletic
bending and twisting with distortions, exaggerations, an elastic
elongation of the limbs, bizarre posturing on one hand, graceful
posturing on the other hand, and a rendering of the heads as
uniformly small and oval. The composition is jammed by clashing
colors, which is unlike what we've seen in the balanced, natural, and
dramatic colors of the High Renaissance. Mannerist artwork seeks
instability and restlessness. There is also a fondness for allegories
that have lascivious undertones.  

 REPRESENTATIVE ARTISTS: 
Andrea del Sarto  Jacopo da Pontormo  Correggio  

 
BAROQUE 
KEY DATES: 1600s 
Baroque Art emerged in Europe around 1600, as an reaction against
the intricate and formulaic Mannerist style which dominated the Late
Renaissance. Baroque Art is less complex, more realistic and more
emotionally affecting than Mannerism.  
This movement was encouraged by the Catholic Church, the most
important patron of the arts at that time, as a return to tradition and
spirituality. One of the great periods of art history, Baroque Art was
developed by Caravaggio, Annibale Carracci, and Gianlorenzo
Bernini, among others. This was also the age of Rubens, Rembrandt,
Velбzquez, and Vermeer. 

In the 18th century, Baroque Art was replaced by the more elegant
and elaborate Rococo style. 

 REPRESENTATIVE ARTISTS: 
Caravaggio  
Annibale Carracci  
Gianlorenzo Bernini  

Rubens  
Rembrandt  
Nicolas Poussin  

Velбzquez  
Vermeer  

Planer
Typewritten Text
163



 

 

 
 

ROCOCO 
KEY DATES: 1700s 
Throughout the 18th century in France, a new wealthy and
influential middle-class was beginning to rise, even though the
royalty and nobility continued to be patrons of the arts. Upon the
death of Louis XIV and the abandonment of Versailles, the Paris high
society became the purveyors of style. This style, primarily used in
interior decoration, came to be called Rococo. The term Rococo was
derived from the French word "rocaille", which means pebbles and
refers to the stones and shells use to decorate the interiors of caves.
Therefore, shell forms became the principal motif in Rococo. The
society women competed for the best and most elaborate decorations
for their houses. Hence the Rococo style was highly dominated by the
feminine taste and influence.  
Francois Boucher was the 18th century painter and engraver whose
works are regarded as the perfect expression of French taste in the
Rococo period. Trained by his father who was a lace designer,
Boucher won fame with his sensuous and light-hearted mythological
paintings and landscapes. He executed important works for both the
Queen of France and Mme. de Pompadour, Louis XV's mistress, who
was considered the most powerful woman in France at the time.
Boucher was Mme. de Pompadour's favorite artist and was
commissioned by her for numerous paintings and decorations.
Boucher also became the principal designer for the royal porcelain
factory and the director of the Gobelins tapestry factory. The Vulcan
Presenting Venus with Arms for Aeneas is a template for a tapestry
made by this factory.  

Characterized by elegant and refined yet playful subject matters,
Boucher's style became the epitome of the court of Louis XV. His
style consisted of delicate colors and gentle forms painted within a
frivolous subject matter. His works typically utilized delightful and
decorative designs to illustrate graceful stories with Arcadian
shepherds, goddesses and cupids playing against a pink and blue
sky. These works mirrored the frolicsome, artificial and ornamented
decadence of the French aristocracy of the time. 

The Rococo is sometimes considered a final phase of the Baroque
period. 

 REPRESENTATIVE ARTISTS: 
Francois Boucher  
William Hogarth  

Giovanni Battista
Tiepolo  
Angelica Kauffmann  

Giovanni Antonio
Canaletto  
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 NEO-CLASSICAL 
KEY DATES: 1750-1880 
A nineteenth century French art style and movement that originated
as a reaction to the Baroque. It sought to revive the ideals of ancient
Greek and Roman art. Neoclassic artists used classical forms to
express their ideas about courage, sacrifice, and love of
country. David and Canova are examples of neo-classicists. 
 REPRESENTATIVE ARTISTS: 
Jacques-Louis David  
Sir Henry Raeburn  
Sir Joshua Reynolds  

Jean-Auguste-
Dominique Ingres  
Thomas Gainsborough 

Antonio Canova  
Arnold Bocklin  

 
 ROMANTICISM 
KEY DATES: 1800-1880 
Romanticism was basically a reaction against Neoclassicism, it is a
deeply-felt style which is individualistic, beautiful, exotic, and
emotionally wrought. Although Romanticism and Neoclassicism were
philosophically opposed, they were the dominant European styles for
generations, and many artists were affected to a greater or lesser
degree by both. Artists might work in both styles at different times or
even mix the styles, creating an intellectually Romantic work using a
Neoclassical visual style, for example. 
Great artists closely associated with Romanticism include J.M.W.
Turner, Caspar David Friedrich, John Constable, and William Blake. 

In the United States, the leading Romantic movement was the
Hudson River School of dramatic landscape painting. 

Obvious successors of Romanticism include the Pre-Raphaelite
movement and the Symbolists. But Impressionism, and through it
almost all of 20th century art, is also firmly rooted in the Romantic
tradition. 

 REPRESENTATIVE ARTISTS: 
George Stubbs  
William Blake  
John Martin  
Francisco Goya  

Sir Thomas Lawrence  
John Constable  
Eugene Delacroix  
   

Sir Edwin landseer  
Caspar David
Friedrich  
JMW Turner  

 
 HUDSON RIVER SCHOOL 
KEY DATES: 1825-1875 
The name given to a number of American landscape painters working
between 1825-1875, inspired by their pride in the beauty of their
homeland. The three founders, and probably the most important
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figures were Thomas Cole, Thomas Doughty and Asher B Durand.  
The patriotic spirit of the painters of The Hudson River School won
them great popularity in the middle of 19th Century. 

 REPRESENTATIVE ARTISTS: 
Thomas Cole  Thomas Doughty  Asher B Durand  

 
 REALISM 
KEY DATES: 1830-1870 
Realism, also known as the Realist school, was a mid-nineteenth
century art movement and style in which artists discarded the
formulas of Neoclassicism and the theatrical drama of Romanticism
to paint familiar scenes and events as they actually looked. Typically
it involved some sort of sociopolitical or moral message, in the
depiction of ugly or commonplace subjects. Daumier, Millet and
Courbet were realists. 
 REPRESENTATIVE ARTISTS: 
Gustave Courbet  
Jean-Francois Millet  

Honore Daumier  
Jean-Baptiste-Camille 
Corot  

J A MacNeil Whistler  
John Singer Sargeant  

 
PRE-RAPHAELITES 
KEY DATES: 1848-1920s 
This movement was originally founded in 1848 by Holman Hunt and
John Everett Millais. The name was decided upon as the group aimed
to rediscover the painting styles of artists working earlier than the
time of Raphael. The group, initially comprising Rossetti, his brother
William, James Collinson, the sculptor Thomas Woolner as well as
Hunt and Millais, specialised in detailed studies of medieval scenes
strong on elaborate symbolism and noble themes.  
Controversy tainted the group early on with commentators believing
their name implied that they were superior artists to Raphael, but the
influential critic John Ruskin supported them and ensured their
success. However, after Millais' 'Ophelia' (1850-1851) was exhibited
to great acclaim at the Academy Exhibition the group dissolved. 

Rossetti, together with William Morris and Edward Burne-Jones
formed an alternative Brotherhood based in Oxford, specialising in
the depiction of pale, ethereal beauties, while Millais and Hunt went
their separate ways but continued working according to the original
ideas of the movement. 

Pre-Raphaelitism was highly successful during the Victorian era and
continued into the early 20th century with artists such as Maxwell
Armfield and Frank Cadogan Cowper before becoming out-moded in
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the 1920s. 

 REPRESENTATIVE ARTISTS: 
Ford Maddox Brown  
Sir John Everett Millais
William Holman Hunt  

Dante Gabriel Rossetti 
William Morris  

Edward Burne-Jones  
John William
Waterhouse  

 
ART & CRAFTS MOVEMENT 
KEY DATES: 1850s 
The Victorian style of heavily ornamented interiors displaying many
pieces of furniture, collections of small ornamental objects, and
surfaces covered with fringed cloths prevailed in middle-class homes
in England and America during the latter half of the 19th century. In
both countries, techniques of mass production promoted the use of
reproductions in many different styles. William Morris, the British
poet, artist and architect rejected this opulence in favor of simplicity,
good craftsmanship, and good design. The Arts & Crafts Movement
was born.  
To the proponents of Arts & Crafts, the Industrial Revolution
separated humans from their own creativity and individualism; the
worker was a cog in the wheel of progress, living in an environment of
shoddy machine-made goods, based more on ostentation than
function. These proponents sought to reestablish the ties between
beautiful work and the worker, returning to an honesty in design not
to be found in mass-produced items. Architecture, furniture, and the
decorative arts became the focus of the movement.  

 REPRESENTATIVE ARTISTS: 
Walter Crane  
John Ruskin  
William Morris  

Dante Gabriel Rossetti 
Gustav Stickley  
Elbert Hubbard  

Frank Lloyd Wright  
Dirk Van Erp  
Charles & Henry
Greene  

 
 IMPRESSIONISM 
KEY DATES: 1867-1886 
A French 19th century art movement which marked a momentous
break from tradition in European painting. The Impressionists
incorporated new scientific research into the physics of colour to
achieve a more exact representation of colour and tone.  
The sudden change in the look of these paintings was brought about
by a change in methodology: applying paint in small touches of pure
colour rather than broader strokes, and painting out of doors to
catch a particular fleeting impression of colour and light. The result
was to emphasise the artist's perception of the subject matter as
much as the subject itself. 
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Impressionist art is a style in which the artist captures the image of
an object as someone would see it if they just caught a glimpse of it.
They paint the pictures with a lot of color and most of their pictures
are outdoor scenes. Their pictures are very bright and vibrant. The
artists like to capture their images without detail but with bold
colors. Some of the greatest impressionist artists were Edouard
Manet, Camille Pissaro, Edgar Degas, Alfred Sisley, Claude Monet,
Berthe Morisot and Pierre Auguste Renoir.  

Manet influenced the development of impressionism. He painted
everyday objects. Pissaro and Sisley painted the French countryside
and river scenes. Degas enjoyed painting ballet dancers and horse
races. Morisot painted women doing everyday things. Renoir loved to
show the effect of sunlight on flowers and figures. Monet was
interested in subtle changes in the atmosphere.  

While the term Impressionist covers much of the art of this time,
there were smaller movements within it, such as Pointillism, Art
Nouveau and Fauvism. 

Pointilism was developed from Impressionism and involved the use of
many small dots of colour to give a painting a greater sense of
vibrancy when seen from a distance. The equal size dots never quite
merge in the viewer's perception resulting in a shimmering effect like
one experiences on a hot and sunny day. One of the leading
exponents was Seurat to whom the term was first applied in regard to
his painting 'La Grand Jette' (1886). 

Seurat was part of the Neo-Impressionist movement which included
Camille Pissarro, Paul Gauguin, Henri Matisse, Henri de Toulouse-
Lautrec and Paul Signac. The word Divisionism describes the theory
they followed while the actual process was known as pointillism.The
effects of this technique, if used well, were often far more striking
than the conventional approach of mixing colours together. 

The Neo-Impressionist movement was brief yet influential. The term
Divisionism was also the name of an Italian version of Neo-
Impressionism in the 1890s and early 1900s, and one can trace a
line to Futurism which was founded in 1909.  

 REPRESENTATIVE ARTISTS: 
Edouard Manet  
Eugene Boudin  
Frederic Bazille  
Alfred Sisley  

Edgar Degas  
Pierre-Auguste Renoir 
Mary Cassatt  
Camille Pissarro  

Claude Monet  
Walter Richard Sickert  
Berthe Morisot  
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 POST IMPRESSIONISM 
KEY DATES: 1880-1920 
Post-Impressionism in Western painting, movement in France that
represented both an extension of Impressionism and a rejection of
that style's inherent limitations. The term Post-Impressionism was
coined by the English art critic Roger Fry for the work of such late
19th-century painters as Paul Cйzanne, Georges Seurat, Paul
Gauguin, Vincent van Gogh, Henri de Toulouse-Lautrec, and others.
All of these painters except van Gogh were French, and most of them
began as Impressionists; each of them abandoned the style, however,
to form his own highly personal art. Impressionism was based, in its
strictest sense, on the objective recording of nature in terms of the
fugitive effects of colour and light. The Post-Impressionists rejected
this limited aim in favour of more ambitious expression, admitting
their debt, however, to the pure, brilliant colours of Impressionism,
its freedom from traditional subject matter, and its technique of
defining form with short brushstrokes of broken colour. The work of
these painters formed a basis for several contemporary trends and for
early 20th-century modernism.  
The Post-Impressionists often exhibited together, but, unlike the
Impressionists, who began as a close-knit, convivial group, they
painted mainly alone. Cйzanne painted in isolation at Aix-en-
Provence in southern France; his solitude was matched by that of
Paul Gauguin, who in 1891 took up residence in Tahiti, and of van
Gogh, who painted in the countryside at Arles. Both Gauguin and
van Gogh rejected the indifferent objectivity of Impressionism in
favour of a more personal, spiritual expression. After exhibiting with
the Impressionists in 1886, Gauguin renounced “the abominable
error of naturalism.” With the young painter Йmile Bernard, Gauguin
sought a simpler truth and purer aesthetic in art; turning away from
the sophisticated, urban art world of Paris, he instead looked for
inspiration in rural communities with more traditional values.
Copying the pure, flat colour, heavy outline, and decorative quality of
medieval stained glass and manuscript illumination, the two artists
explored the expressive potential of pure colour and line, Gauguin
especially using exotic and sensuous colour harmonies to create
poetic images of the Tahitians among whom he would eventually live.
Arriving in Paris in 1886, the Dutch painter van Gogh quickly
adapted Impressionist techniques and colour to express his acutely
felt emotions. He transformed the contrasting short brushstrokes of
Impressionism into curving, vibrant lines of colour, exaggerated even
beyond Impressionist brilliance, that convey his emotionally charged
and ecstatic responses to the natural landscape. 
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In general, Post-Impressionism led away from a naturalistic approach
and toward the two major movements of early 20th-century art that
superseded it: Cubism and Fauvism, which sought to evoke emotion
through colour and line. 

 REPRESENTATIVE ARTISTS: 
Paul Cйzanne  
Georges Seurat  
Paul Gauguin  

Vincent van Gogh  
Henri de Toulouse-
Lautrec  
Paul Signac  

Auguste Rodin  
Amedeo Modigliani  

 
 SYMBOLISM 
KEY DATES: 1885-1910 
Symbolism began as a reaction to the literal representation of
subjects preferring to create more suggestive and evocative works. It
had its roots in literature with poets such as Baudelaire believing
ideas and emotions could be conveyed not only through the meaning
of words but also in their sound and rhythm. 
 
The styles of the Symbolist painters varied considerably, but they
shared many of the same themes particularly a fascination with the
mystical and the visionary. The erotic, the perverse, death and
debauchery were also regular interests for the Symbolists. The
leading figures of the movement included the two French men, Odilon
Redon and Paul Gauguin, but Symbolism was not limited to France
with other practitioners including the Norwegian Edvard Munch, the
Austrian Gustav Klimt and the British Aubrey Beardsley. 
 
The movement also known as Synthetism flourished from around
1885 and continued until 1910. It was an important move away from
the naturalism of the Impressionists and showed a preference for
feeling over intellectualism. A number of sculptors were also involved
including the Belgian Georg Minne and the Norwegian Gustav
Vigeland. In Symbolism's faith in the power of expressivity possible in
a colour or a line, the movement is crucial in understanding the
development of the abstract arts in the 20th century.  
 REPRESENTATIVE ARTISTS: 
Gustave Moreau  Odilon Redon  Gustav Klimt  

 
 NABIS 
KEY DATES: 1888-1899 
A Parisian group of Post-Impressionist artists and illustrators who
became very influential within the field of graphic art.  
Their emphasis on design was shared by the parallel Art Nouveau
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movement. Both groups also had close ties to the Symbolists. 

The core of Les Nabis was Pierre Bonnard, Maurice Denis, Ker Xavier
Roussel, Fйlix Vallotton, and Йdouard Vuillard.  

 REPRESENTATIVE ARTISTS: 
Pierre Bonnard  
Edouard Vuillard  

Felix Vallotton  
Ker-Xavier Roussel  

Maurice Denis  
Paul Sйrusier  

 
 ART NOUVEAU 
KEY DATES: late 1800s 
This describes a decorative style popular from the last decade of the
19th century to the beginning of the First World War. It was
characterised by an elaborate ornamental style based on
asymmetrical lines, frequently depicting flowers, leaves or tendrils, or
in the flowing hair of a female. It can be seen most effectively in the
decorative arts, for example interior design, glasswork and jewellery.
However, it was also seen in posters and illustration as well as certain
paintings and sculptures of the period.  
The movement took its name from La Maison de l'Art Nouveau in
Paris, a shop keen to promote modern ideas in art. It was influenced
by the Symbolists most obviously in their shared preference for exotic
detail, as well as by Celtic and Japanese art. Art Nouveau flourished
in Britain with its progressive Arts and Crafts movement, but was
highly successful all around the world. 

The leading exponents included the illustrators Aubrey Beardsley and
Walter Crane in England; the architects Henry van de Velde and
Victor Horta in Belgium; the jewellery designer Renй Lalique in
France; the painter Gustav Klimt in Austria; the architect Antonio
Gaudн in Spain; and the glassware designer Louis C. Tiffany and the
architect Louis Sullivan in the United States. Its most common
themes were symbolic and frequently erotic and the movement,
despite not lasting beyond 1914 was important in terms of the
development of abstract art.  

 REPRESENTATIVE ARTISTS: 
Gustav Klimt  
Alphonse Mucha  

Aubrey Beardsley  
Antonio Gaudн  

Hector Guimard  
Henri de Toulouse-
Lautrec  

 
 MODERNISM 
KEY DATES: 1890-1940 
Modernism was characterised by the deliberate departure from
tradition and the use of innovative forms of expression that
distinguish many styles in the arts and literature of the late
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nineteenth and the twentieth century. Modernism refers to this
period's interest in new types of paints and other materials, in
expressing feelings and ideas, in creating abstractions and fantasies,
rather than representing what is real. This kind of art requires its
audience to observe carefully in order to get some facts about the
artist, his intentions, and his environment, before forming judgments
about the work. Paul Cйzanne is often called the 'Father of
Modernism'. 
 REPRESENTATIVE ARTISTS: 
Paul Cezanne  Edouard Manet  

 
ASHCAN SCHOOL 
KEY DATES: 1891-1918 
A group of urban realist painters in America creating work around the
early part of 20th century. The group, founded by the artist and
teacher Robert Henri, began its activities in Philadelphia around 1891.
Henri attracted a gathering of newspaper illustrators--George Luks,
John Sloan, William Glackens, and Everett Shinn--and led them in a
new artistic movement.  
The Ash Can School was more revolutionary in its subject matter
rather than its style. The Ash Can school artists sought to paint "real
life" and urban reality. These artists believed what was real and true in
life was what was beautiful and what constituted "art." They painted
gritty urban scenes and the poor and disenfranchised in America. Ash
Can School paintings have a loose and spontaneous style, very
different from the polished techniques taught in the American art
academies of the period. A slap-dash, rapid handling of the paint left
individual brushstrokes and the paint was applied thickly. Ash Can
painters used a dark, subdued palette--a result of Robert Henri's trip
to Europe, where he became captivated with Goya, Velazquez, Hals
and Manet. 

The "Eight" included the core Ash Can group + three more artists
under Henri's thrall: Arthur B. Davies, Ernest Lawson and Maurice
Prendergast. In 1908, as a protest against prevailing restrictive
academic exhibition procedures the "Eight" organized a history-making
exhibition that became a symbol of rebellion in American and modern
art. The show was revolutionary in that it was the first exhibit that
was self-organized and self-selected by a group of related artists,
without a jury and prizes. This type of non-juried exhibition became
the model for one of the most famous exhibits in the history of Modern
Art: The Armory Show of 1914. 

REPRESENTATIVE ARTISTS: 
Robert Henri  
William J. Glackens  

George Luks  
Everett Shinn  

John Sloan  
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 BLOOMSBURY GROUP 
KEY DATES: 1904 
The Bloomsbury group was basically a group of like minded friends
with a 'common attitude to life', many of whom had first met at Trinity
College, Cambridge at the turn of the century.  
From 1904 onwards they met regularly at the Gordon Square home of
Thoby Stephen in Bloomsbury, London. Thoby and his sisters, Vanessa
and Virginia, (later to become Bell and Woolf), and brother Adrian
hosted 'at homes' when they and their friends indulged in free
conversations about art, literature and philosophy. 

'Bloomsbury' has become synonymous with both literary and artistic
styles, as well as with economic theory and psychology. The group
included Clive Bell, John Maynard Keynes, Desmond McCarthy,
Leonard Woolf and Saxon Sydney Turner. Bloomsbury writers included
some of the great names of the 20th century; E.M.Forster, the critic
and biographer Lytton Strachey and Virginia Woolf. 

The Bloomsbury artists Vanessa Bell, Roger Fry and Duncan Grant
were greatly influenced by the Post Impressionists and their painting
celebrates the sensuous beauty of everyday domestic surroundings.  

 
FAUVISM 
KEY DATES: 1905-1908 
The first of the major avant-garde movements in European 20th
century art, Fauvism was characterised by paintings that used
intensely vivid, non-naturalistic and exuberant colours.  
The style was essentially expressionist, and generally featured
landscapes in which forms were distorted. The Fauves first exhibited
together in 1905 in Paris. They found their name when a critic pointed
to a renaissance-like sculpture in the middle of the same gallery as the
exhibition and exclaimed derisively 'Donatello au milieu des fauves!'
('Donatello among the wild beasts!'). The name caught on, and was
gleefully accepted by the artists themselves. The movement was
subjected to more mockery and abuse as it developed, but began to
gain respect when major art buyers, such as Gertrude Stein, took an
interest. The leading artists involved were Matisse, Rouault, Derain,
Vlaminck, Braque and Dufy. Although short-lived (1905-8), Fauvism
was extremely influential in the evolution of 20th century art. 

 REPRESENTATIVE ARTISTS: 
Andre Derain  
Henri Matisse  

Raoul Dufy  
Maurice de Vlaminck  
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EXPRESSIONISM 
KEY DATES: 1905-1925 
A term used to denote the use of distortion and exaggeration for
emotional effect, which first surfaced in the art literature of the early
twentieth century. When applied in a stylistic sense, with reference in
particular to the use of intense colour, agitated brushstrokes, and
disjointed space. Rather than a single style, it was a climate that
affected not only the fine arts but also dance, cinema, literature and
the theatre.  
Expressionism is an artistic style in which the artist attempts to depict
not objective reality but rather the subjective emotions and responses
that objects and events arouse in him. He accomplishes his aim
through distortion, exaggeration, primitivism, and fantasy and through
the vivid, jarring, violent, or dynamic application of formal elements. In
a broader sense Expressionism is one of the main currents of art in the
later 19th and the 20th centuries, and its qualities of highly subjective,
personal, spontaneous self-expression are typical of a wide range of
modern artists and art movements. 

Unlike Impressionism, its goals were not to reproduce the impression
suggested by the surrounding world, but to strongly impose the artist's
own sensibility to the world's representation. The expressionist artist
substitutes to the visual object reality his own image of this object,
which he feels as an accurate representation of its real meaning. The
search of harmony and forms is not as important as trying to achieve
the highest expression intensity, both from the aesthetic point of view
and according to idea and human critics. 

Expressionism assessed itself mostly in Germany, in 1910. As an
international movement, expressionism has also been thought of as
inheriting from certain medieval artforms and, more directly, Cйzanne,
Gauguin, Van Gogh and the fauvism movement. The most well known
German expressionists are Max Beckmann, Otto Dix, Lionel Feininger,
George Grosz, Ernst Ludwig Kirchner, August Macke, Emil Nolde, Max
Pechstein; the Austrian Oskar Kokoschka, the Czech Alfred Kubin and
the Norvegian Edvard Munch are also related to this movement. During
his stay in Germany, the Russian Kandinsky was also an
expressionism addict. 

 REPRESENTATIVE ARTISTS: 
Georges Rouault  
Oskar Kokoschka  
Egon Schiele  

Franz Marc  
Ernst Ludwig
Kirchner   

Edvard Munch  
Marc Chagall  
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 CUBISM 
KEY DATES: 1908-1914 
The Cubist art movement began in Paris around 1907. Led by Pablo
Picasso and Georges Braque, the Cubists broke from centuries of
tradition in their painting by rejecting the single viewpoint. Instead they
used an analytical system in which three-dimensional subjects were
fragmented and redefined from several different points of view
simultaneously.  
The movement was conceived as 'a new way of representing the world',
and assimilated outside influences, such as African art, as well as new
theories on the nature of reality, such as Einstein's Theory of Relativity.
Cubism is often divided into two phases - the Analytic phase (1907-12),
and the Synthetic phase (1913 through the 1920s). The initial phase
attempted to show objects as the mind, not the eye, perceives them. 

The Synthetic phase featured works that were composed of fewer and
simpler forms, in brighter colours. Other major exponents of Cubism
included Robert Delaunay, Francis Picabia, Jean Metzinger, Marcel
Duchamp and Fernand Lйger. 

 REPRESENTATIVE ARTISTS: 
Georges Braque  
Pablo Picasso  

Fernand Leger  
Piet Mondrian  

Sir Jacob Epstein  
Juan Gris  

 
FUTURISM 
KEY DATES:1909-1944 
An Italian avant-garde art movement that took speed, technology and
modernity as its inspiration, Futurism portrayed the dynamic character
of 20th century life, glorified war and the machine age, and favoured the
growth of Fascism.  
The movement was at its strongest from 1909, when Filippo Marinetti's
first manifesto of Futurism appeared, until the end of World War One.
Futurism was unique in that it was a self-invented art movement. 

The idea of Futurism came first, followed by a fanfare of publicity; it was
only afterwards that artists could find a means to express it. Marinetti's
manifesto, printed on the front page of Le Figaro, was bombastic and
inflammatory in tone - "set fire to the library shelves... flood the
museums" - suggesting that he was more interested in shocking the
public than exploring Futurism's themes. 

Painters in the movement did have a serious intent beyond Marinetti's
bombast, however. Their aim was to portray sensations as a "synthesis
of what one remembers and of what one sees", and to capture what they
called the 'force lines' of objects. 
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The futurists' representation of forms in motion influenced many
painters, including Marcel Duchamp and Robert Delaunay, and such
movements as Cubism and Russian Constructivism. 

 REPRESENTATIVE ARTISTS: 
Filippo Tommaso Marinetti  
Giacomo Balla  
Umberto Boccioni  

Carlo Carrа  
Gino Severini  

 
 DER BLAUE REITER 
KEY DATES: 1911 
Formed in response to the increasing conservatism of the Neue
Kьnstlervereinigung (NKV), the Blaue Reiter's aim was simply to ensure
exhibition space for artist's dedicated to unrestricted freedom of
expression. The name derived from a drawing by Wassily Kandinsky
that appeared on the cover of the Almanac featuring a blue horseman;
blue happened also to be Franz Marc's favourite colour and, along with
Kandinsky, the horse was a particularly favoured subject.  
Established in December 1911 by Kandinsky, Marc and Gabriele Mьnter
their first show was entitled 'First Exhibition by the Editorial Board of
the Blue Rider' and was launched to coincide with the last show by the
NKV in the same gallery in Munich. It featured some 43 artists
including Albert Bloch, Robert Delaunay, Elizabeth Epstein, August
Macke and Henri Rousseau. The second exhibition opened in 1912
again in Munich but this time was on a grander scale, showing 315
works by 31 artists, among whom were Picasso, Braque, Klee and
Goncharova. 

Although only two exhibitions took place under the Blaue Reiter name,
Kandinsky, Marc, Macke and Klee went on to exhibit together at the
influential 'First German Salon d'Automne' in Berlin at the Sturm
Gallery in 1913. Although short-lived, the Blaue Reiter represented the
pinnacle of German Expressionist painting. It also served to promote
individual expression and to break free from any artistic restraints.
These words from Nietzsche sum up the group's modus operandi, "Who
wishes to be creative must first blast and destroy accepted values." 

 REPRESENTATIVE ARTISTS: 
Franz Marc  Wassily Kandinsky   
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GROUP OF SEVEN 
KEY DATES:1911-1931 
The Group of Seven Artists began in the early 1900s when several
Canadian Artists began noticing a similarity in style. Canadian Painters
Tom Thomson, J.E.H. MacDonald, Arthur Lismer, Frederick Varley,
Frank Johnston and Franklin Carmichael were often believed to have
socialised together through common interests and mutual employment.
One particular venue, the Arts and Letters Club in Toronto, served as a
common meeting place for the artists.  
A. Y. Jackson later joined them around 1913. About the same time, Dr.
James MacCallum and another artist by the name of Lawren S. Harris
came into the picture and money was raised to build the historic Studio
Building for Canadian Art in Toronto. During the spring of 1917,
tragedy struck the group as Tom Thomson drowned in Algonquin Park's
Canoe Lake. This tragedy shocked the Group, and questions were raised
about the suspicious circumstances surrounding the drowning. The
first World War had also interrupted the group's focus on art. 

In 1920, the group put on their first exhibit and formerly called
themselves the Group of Seven. The artists included were J.E.H.
MacDonald, Franklin Carmichael, Frank Johnston, Arthur Lismer,
Lawren S. Harris, Frederick Varley and A.Y. Jackson. 

During the 1920s, the group established itself as uniquely Canadian in
style. As their popularity grew, the group began travelling across
Canada, a task not taken to lightly in those early days. They are
historically recognized as the first group of European descent to capture
the feel of the Arctic on canvas. 

The Group's final joint exhibition was in December 1931. In 1932,
MacDonald died and the group disbanded. In their wake rose a new
group called the Canadian Group of Artists, of which Group of Seven
members included painters Harris, Casson, Lismer, Jackson, and
Carmichael. The C. G. P. held their first formal exhibit in November
1933. 

The Canadian Group of Painters are historically recognized as having a
significant impact on the Canadian Art movement and forever changed
the style and spirit of Canadian Art, as did the Group of Seven. 
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 DADA 
KEY DATES: 1916-1920s 
An international movement among European artists and writers
between 1915 and 1922, characterised by a spirit of anarchic revolt.
Dada revelled in absurdity, and emphasised the role of the
unpredictable in artistic creation.  
It began in Zьrich with the French poet Tristan Tzara thrusting a
penknife into the pages of a dictionary to randomly find a name for the
movement. This act in itself displays the importance of chance in Dada
art. Irreverence was another key feature: in one of Dada's most
notorious exhibitions, organised by Max Ernst, axes were provided for
visitors to smash the works on show. 

While perhaps seeming flippant on the surface, the Dada artists were
actually fuelled by disillusionment and moral outrage at the
unprecedented carnage of World War One, and the ultimate aim of the
movement was to shock people out of complacency. 

Among the leading Dadaists were Marcel Duchamp (whose Mona Lisa
adorned with moustache and goatee is a Dada classic), George Grosz,
Otto Dix, Hans Richter and Jean Arp. The movement had a strong
influence on Pop Art, which was sometimes called neo-Dada. 

 
 SURREALISM 
KEY DATES: 1920-1930s 
A literary and art movement, dedicated to expressing the imagination as
revealed in dreams, free of the conscious control of reason and
convention. Surrealism inherited its anti-rationalist sensibility from
Dada, but was lighter in spirit than that movement. Like Dada, it was
shaped by emerging theories on our perception of reality, the most
obvious influence being Freud's model of the subconscious.  
Founded in Paris in 1924 by Andrй Breton with his Manifesto of
Surrealism, the movement's principal aim was 'to resolve the previously
contradictory conditions of dream and reality into an absolute reality, a
super-reality'. Its roots can be traced back to French poets such as
Arthur Rimbaud, Charles Baudelaire and Lautreamont, the latter
providing the famous line that summed up the Surrealists' love of the
incongruous; "Beautiful as the chance encounter of a sewing machine
and an umbrella on a dissecting table." 

The major artists of the movement were Salvador Dali, Max Ernst, Renй
Magritte and Joan Mirу. Surrealism's impact on popular culture can
still be felt today, most visibly in advertising. 
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REPRESENTATIVE ARTISTS: 
Marcel Duchamp  
Georgia O'Keeffe  
Max Ernst  
Sir Henry Moore  

Rene Magritte  
Joan Miro  
Salvador Dali  
Pablo Picasso  

Man Ray  
Dorothea Tanning  
MC Escher 
 

 
ART DECO 
KEY DATES: 1920-1930 
An art movement involving a mix of modern decorative art styles, largely
of the 1920s and 1930s, whose main characteristics were derived from
various avant-garde painting styles of the early twentieth century. Art
deco works exhibit aspects of Cubism, Russian Constructivism and
Italian Futurism-- with abstraction, distortion, and simplification,
particularly geometric shapes and highly intense colors--celebrating the
rise of commerce, technology, and speed.  
The growing impact of the machine can be seen in repeating and
overlapping images from 1925; and in the 1930s, in streamlined forms
derived from the principles of aerodynamics. 

The name came from the 1925 Exposition Internationale des Arts
Decoratifs Industriels et Modernes, held in Paris, which celebrated living
in the modern world. 

It was popularly considered to be an elegant style of cool sophistication
in architecture and applied arts which range from luxurious objects
made from exotic material to mass produced, streamlined items
available to a growing middle class. 
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ART SCHOOLS 
 
 
 
 

Baroque Art 
 
There is no line of demarcation in which the beginning of the Baroque 
period is clearly distinguished from that of the late Renaissance. 
Nonetheless, the term "Baroque Art" is generally acknowledged to mean 
the art of the period from (roughly) 1600 - 1750. Baroque art is 
emotional, decorative and a direct result of the Counter-Reformation 
movement in Europe. 
 
 The Baroque Era 
Europe, 17th Century 
 
Baroque Art emerged in Europe around 1600, as an reaction against the 
intricate and formulaic Mannerist style which dominated the Late 
Renaissance. Baroque Art is less complex, more realistic and more 
emotionally affecting than Mannerism. 
 
This movement was encouraged by the Catholic Church, the most 
important patron of the arts at that time, as a return to tradition and 
spirituality. 
 
One of the great periods of art history, Baroque Art was developed by 
Caravaggio, Annibale Carracci, and Gianlorenzo Bernini, among others. 
This was also the age of Rubens, Rembrandt, Velázquez, and Vermeer. 
 
In the 18th century, Baroque Art was replaced by the more elegant and 
elaborate Rococo style. 
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Pre-Raphaelites 
 
 

“cannot censure at present as amply or as strongly as we desire to do, 
that strange disorder of the mind or the eyes, which continues to rage with 
unabated 
absurdity among a class of juvenile artists who style themselves PRB." -- 
The Times, 1851  
 
In 1848 in England, a group of young painters got together and decided 
that they had their own idea of what a painting should be. Thus, in 
rebellion to The Royal Academy, they formed this secret society called 
The Pre-Raphaelite Brotherhood (PRB). 
Dante Gabriel Rossetti (age 20) led the group that included Sir John 
Everett Millais (19), and William Holman Hunt (21).  Later, many artists 
followed the style set by the Pre-Raphaelites although they were not 
members of the brotherhood. Some of those artists who gained Pre-
Raphaelite popularity are Edward Burne-Jones, William Morris, Frederic 
Lord Leighton, Ford Madox Brown, and John William Waterhouse.  
Although the Brotherhood was meant to be a secret, four others were 
later invited to join.  These included Thomas Woolner (sculptor), James 
Collinson (painter), William Michael Rossetti (writer), and Frederick 
George Stephens (writer). 

The Pre-Raphaelites, being young, talented, and having many ideas of 
their own, felt stifled by the rigidity of the Royal Academy's idea of what 
tasteful, beautiful art should be. The PRB held the haughty belief that 
the only true great art came from before the 16th century Italian painter, 
Raphael (hence the society's name). Raphael represented high 
renaissance, a time when painters, instead of letting their subjects 
dictate their qualities to the artist, would manipulate the subject into 
their own ideal of beauty. Thus, all realism was lost. The PRB, with full 
spirit, denounced this art of idealization, and led the way to produce 
works based on real landscapes and real models, and paid intense 
attention to accuracy of detail and color. 

These painters had a specific agenda. Instead of painting the typical still-
lifes, landscapes and seascapes, they drew their subject matters from 
medieval tales, bible stories, classical mythology, and nature. Using 
bright colors on a white background, the artists were able to achieve 
great depth and brilliance.  
No one can deny that the works these young men produced are truly 
great. However, in their own immature rebelliousness, they unfortunately 
made hypocrites of themselves. The PRB scorned The Royal Academy for 
its snobbiness and closed, high society ways, although they themselves 
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were very reluctant and too jealous to allow many others into their 
society as well. The artists painted with great detail and professed to 
paint realistically. However, although they didn't idealize, they often 
omitted distortions. This causes their work to have an almost surreal 
effect. I ask too, how could they call their work realistic with the very 
subject matter that they chose? Certainly mythological and medieval 
tales can only be envisioned in the mind and do not exist outside of 
there. It's interesting to know that the PRB as an official society only 
lasted a few years. Many of the artists abandoned the society's ideas to 
pursue more personal avenues. Millais even ended up joining the 
establishment of The Royal Academy to paint more accepted and popular 
works. 
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Neoclassicism 
 
 
Neoclassicism refers to the classical revival movement in European art, 
architecture, and interior design from the mid-eighteenth to the early 
nineteenth century. The movement was inspired by the discovery of 
artifacts excavated from the ancient Italian ruins of Herculaneum (first 
excavated in 1709) and Pompeii (first excavation in 1748).  
Each country in Western Europe contributed a unique aspect to the 
interest in classical revival, but France and England were the most 
prolific in terms of producing art and architecture in the neoclassical 
style.  

In England, neoclassicism was associated with the aristocratic and 
industrial ruling classes and became useful to their aims of building an 
empire.  

In France, the new interest in classical revival was linked to political 
concerns and moral issues associated with the ideals of the French 
Revolution of 1789. In French art, Jacques-Louis David (1748-1825) 
created and led an entire school of painting based on neoclassical 
principles.  

 

Male-Female Roles  

 

Neoclassical themes often centered around classical stories of heroic 
male deeds and virtues. The activities and expectations of men and 
women were strictly divided. Males are shown in public roles and 
depicted as heroic and stoic. Conversely, women and femininity were 
confined to the realm of the private and domestic spheres.  

The sharp divisions between the sexes was also reflected in the 
neoclassical style itself. Neoclassical paintings are characterized by a 
severe linearity, rational compositions, direct lighting, and strong acidic 
colors. Male figures are usually given angular and sculptural qualities, 
while females are typically rendered in soft, curvilinear forms.  

Because of the dominant position of males in both art and society, the 
neoclassical style is often referred to as masculine and is set in distinct 
opposition to the period and stylistic sensibility that preceded it, the 
rococo. In neoclassicism, the male body is burdened with a range of 
political, social, and sexual meaning.  
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Male Homosexuality and Neoclassicism 
 

Male homosexuality and its erotic undercurrents played a major role in 
the aesthetic formation and content of neoclassicism. The artist's studio 
became the primary site for understanding, developing, and 
disseminating neoclassicism as politics and as erotics.  

The pedagogical and erotic intimations of man-boy coupling as had been 
practiced in ancient Greece were transplanted to and imitated in the 
artist's studio. The all-male environment of David's studio, for example, 
fostered a complex relationship among the young male students and 
elevated the master to the status of father figure.  

The environment was competitive and the neophytes constantly vied for 
David's attention and favor. The homoerotichomoerotic overtones of 
the patriarchal male figure surrounded by younger male disciples can 
best be seen in David's 1787 Death of Socrates (New York, Metropolitan 
Museum), a painting in which homoeroticism and pederastypederasty 
are part of the story being told.  

 

Winckelmann  

 

An important influence in developing the homoerotic aesthetic in 
neoclassicism was the noted scholar Johann Joachim Winckelmann 
(1717-1768), who, in his mid-eighteenth-century writings on ancient art, 
gave intellectual justification to the erotics of neoclassicism.  

Winckelmann sublimated his homosexuality into intense sensual 
descriptions of male Greek sculptures. His description of the corporeal 
splendor of the Apollo Belevedere (Vatican Museums, Rome, ca Fourth 
century B.C.) is perhaps the most notorious example of this practice:  

". . . a mouth shaped like that whose touch stirred with delight the loved 
Branchus. The soft hair plays about the divine head as if agitated by a 
gentle breeze, like the slender waving tendrils of the noble vine; it seems 
to be anointed with the oil of the gods, and tied by Graces with pleasing 
display on the crown of the head." 
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Neoclassical Sculpture  

 

Neoclassical style and subject matter were not confined to painting. In 
sculpture, the most famous exponents of neoclassicism were the Italian 
sculptor Antonio Canova (1757-1822) and the Danish sculptor Bertel 
Thorvaldsen (1770-1844). Both artists created works of male beauty and 
sensuality based on classical sources.  

Canova's Theseus and the Centaur (Kunsthistorisches Museum, Vienna, 
1804-1819) and Thorvaldsen's Jason (Thorvaldsen Museum, 
Copenhagen, 1802-1803) are just two examples of marble works 
portraying Greek gods and heroes that convey the sensuousness of the 
male form.  

The suspension of heroic action and the frozen contemplation of male 
bodily beauty are underscored by the smooth and polished marble 
surfaces that heighten the sensual quality of the figures. Both works are 
based on the beau idéal (beautiful ideal)--a tenet of neoclassical 
sculpture that sought to combine the most beautiful parts of antique 
statuary and the most beautiful aspects of living models. The beautiful 
ideal attempted to satisfy a need, at once intellectual and erotic, to forge 
in art a representation of the beautiful male body.  

Neoclassicism as a style and movement was also applied to artworks in 
which the beauty of the male form played very little or no part at all. The 
French painter J. A. D. Ingres (1780-1867), for example, applied the 
characteristics of neoclassical line, voluptuous form, and grace to 
women.  

Landscape painter Pierre-Henri de Valenciennes (1750-1819) used 
neoclassical principles of line and rational form to depict the pure 
landscape, while Claude-Nicolas Ledoux (1736-1806) and Étienne-Louis 
Boullée (1728-1799) did the same for architecture.  

In interior design and the decorative arts, François Honoré-Georges 
Jacob (1770-1841) triumphed by combining the formal elements of 
neoclassicism with the fad for things Egyptian in the early nineteenth 
century.  

In the graphic arts, the drawings and illustrations of the Englishman 
John Flaxman (1755-1826) made use of a purified linear contour that, 
although derived from designs on Greek vases, was applied to 
representations of both women and men.  

In its emphasis on rationality and recovery of tradition, neoclassicism 
may seem antithetical to the anarchic spirit sometimes associated with 
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our modern understanding of gay, lesbian, bisexual, and queer culture. 
Nevertheless, homoeroticism is a prominent presence in neoclassicism. It 
could hardly be otherwise given the movement's development of a 
masculine style, its appreciation of male beauty, and its privileging of 
ancient Greece and Rome as civilizations to be emulated.  
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Impressionism 
 

The impressionist style of painting is characterized chiefly by 
concentration on the general impression produced by a scene or object 
and the use of unmixed primary colors and small strokes to simulate 
actual reflected light.  

Impressionism, French Impressionnisme, a major movement, first in 
painting and later in music, that developed chiefly in France during the 
late 19th and early 20th centuries. Impressionist painting comprises the 
work produced between about 1867 and 1886 by a group of artists who 
shared a set of related approaches and techniques. The most 
conspicuous characteristic of Impressionism was an attempt to 
accurately and objectively record visual reality in terms of transient 
effects of light and colour. The principal Impressionist painters were 
Claude Monet, Pierre Auguste Renoir, Camille Pissarro, Alfred Sisley, 
Berthe Morisot, Armand Guillaumin, and Frédéric Bazille, who worked 
together, influenced each other, and exhibited together independently. 
Edgar Degas and Paul Cézanne also painted in an Impressionist style for 
a time in the early 1870s. The established painter Édouard Manet, whose 
work in the 1860s greatly influenced Monet and others of the group, 
himself adopted the Impressionist approach about 1873.  

The word ``impressionniste'' was printed for the first time in the Charivari 
on the 25 April 1874 by Louis Leroy, after Claude Monet's landscape 
entitled Impressions: soleil levant [Impressions]. This word was used to 
call Exposition des Impressionnistes an exhibit hold in the salons of the 
photographer Nadar and organized by the ``Société anonyme des 
peintres, sculpteurs et graveurs'' [``Anonymous society of painters, 
sculptors and engravers''], composed of Pissarro, Monet, Sisley, Degas, 
Renoir, Cézanne, Guillaumin and Berthe Morisot.  

Impression: soleil levant  
Claude Monet  
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The Founders 
The founders of this society were animated by the will to break with the 
official art. The official theory that the color should be dropped pure on 
the canvas instead of getting mixed on the palette will only be respected 
by a few of them and only for a couple of years. In fact, the Impressionism 
is a lot more a state of the mind than a technique; thus artists other 
than painters have also been qualified of impressionists. Many of these 
painters ignore the law of simultaneous contrast as established by 
Chevreul in 1823. The expressions ``independants'' or ``open air 
painters'' may be more appropriate than ``impressionists'' to qualify 
those artists continuing a tradition inherited from Eugène Delacroix, who 
thought that the drawing and colors were a whole, and English 
landscape painters, Constable, Bonington and especially William Turner, 
whose first law was the observation of nature, as for landscape painters 
working in Barbizon and in the Fontainebleau forest.  

Eugène Boudin, Stanislas Lépine and the Dutch Jongkind were among 
the forerunners of the movement. In 1858, Eugène Boudin met in 
Honfleur Claude Monet, aged about 15 years. He brought him to the 
seashore, gave him colors and learned him how to observe the changing 
lights on the Seine estuary. In those years, Boudin is still the minor 
painter of the Pardon de Sainte-Anne-la-Palud, but is on the process of 
getting installed on the Normandy coast to paint the beaches of Trouville 
and Le Havre. On the Côte de Grâce, in the Saint-Siméon farm, he 
attracts many painters including Courbet, Bazille, Monet, Sisley. The last 
three will meet in Paris in the free Gleyre studio, and in 1863 they will 
discover a porcelain painter, Auguste Renoir.  

At the same time, other artists wanted to bypass the limitations attached 
to the Ecole des Beaux-Arts and were working quai des Orfèvres in the 
Swiss Academy; the eldest, from the Danish West Indies, was Camille 
Pissarro; the other two were Paul Cézanne and Armand Guillaumin.  
Le ``Salon des Refusés'' 
These people were highly impressed by the works of Edouard Manet, and 
became outraged when they learned that he was refused for the 1863 
Salon. The indignation was so high among the artistic population that 
Napoleon III allowed the opening of a ``Salon des Refusés'', where Manet, 
Pissarro, Jongkind, Cals, Chintreuil, Fantin-Latour, etc. showed their 
works. Le Déjeuner sur l'herbe provoked a great enthusiasm among the 
young painters, who saw represented in Manet's painting many of their 
concerns. They started meeting around him in the café Guerbois, 9, 
avenue de Clichy, and thus creating l'école des Batignolles.  
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Le Déjeuner sur l'herbe  
Edouard Manet  
 

The 1866 Salon accepted the works of some of them: Degas, Bazille, 
Berthe Morisot, Sisley; Monet exposed the portrait of Camille, Pissarro, 
les Bords de la Marne en hiver; Manet, Cézanne, Renoir were refused, 
and Emile Zola wrote in l'Evenement a diatribe which made him the 
official upholder of those newcomers bearing an more revolutionary 
attitude in the conception than in the still traditional painting. The main 
distinction lies in the attraction for color and the liking of light; but 
Berthe Morisot remained faithful to Manet's teaching; Degas was mixed 
between his admiration of Ingres and the Italian Renaissance painters; 
Cézanne attempted to ``faire du Poussin sur nature''; Claude Monet 
himself, in la Terrasse au Havre and les Femmes au jardin (1866, Louvre, 
salles du Jeu de Paume), is far from announcing his future audacity.  
 
The 1870 war 
  

The 1870 war splitted those beginners. Frédéric Bazille was killed in 
Beaune-la-Rolande; Renoir was mobilized; Degas volunteered; Cézanne 
retired in Provence; Pissarro, Monet and Sisley moved to London, where 
they met Paul Durand-Ruel. This stay in London is a major step in the 
evolution of Impressionism, both because these young artists met there 
their first merchant, and because they discovered Turner's paintings, 
whose light analysis will mark them.  

Back in Paris, most of these painters went to work in Argenteuil (Monet, 
Renoir), Chatou (Renoir), Marly (Sisley), or on the banks of the river Oise 
(Pissarro, Guillaumin, Cézanne). Edouard Manet painted the Seine with 
Claude Monet and, under his influence, adopted the open air work.  

 
The opinion of the public 
 

Durand-Ruel was unable to sell the works of the future impressionists 
and had to cease buying in 1873; thus, next year, they decided to expose 
in Nadar's (15 April-15 May 1874), where they displayed the works that 
the Salon had refused. They invited with no success Manet, but Lépine, 
Boudin, Bracquemond the engraver, Astruc the sculptor, and the 
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painters Cals, de Nittis, Henri Rouart, etc. joined them. Many artists 
became then conscious of the public and critics incomprehension, but 
the solidarity didn't last long. Cézanne didn't participate in the group 
second exhibit, galerie Durand-Ruel, rue Le Peletier, in 1876, which hold 
24 Degas and works from Berthe Morisot, Claude Monet, Auguste 
Renoir, Pissarro, Sisley and Frédéric Bazille. They met some upholders, 
such as Duranty, Armand Silvestre, Philippe Burty, Emile Blémond, 
Georges Rivière, soon with Théodore Duret. The disappearance of 
Cézanne, Renoir, Sisley, Berthe Morisot in the 1879 exhibit proved that 
the group was splitting apart. Renoir preferred to send to the official 
Salon Mme Charpentier et ses enfants and the Portrait of Jeanne Samary; 
yet only few people admired his artworks and of those of his friends, and 
the artists'life was uneasy, if not miserable. Degas tried, with Pissarro, to 
maintain the unity of the group, but his attempt failed since Monet, 
Sisley and Renoir were missing for the fifth exhibit, opened in April 1880; 
however, artworks from Gauguin appeared there for the first time. In 
1881, the some of the Impressionists went back to Nadar's: Pissarro, 
Degas, Guillaumin, Berthe Morisot. The ``seventh exhibition of 
independant artists'' was the become the ``Salon des indépendants'' two 
years later.  

Only Monet and Sisley went always deeper into the analysis of light 
changings and their effects on appearances. Degas, Renoir and Cézanne 
headed towards opposite directions, whereas Pissarro was interested by 
the researches of Paul Gauguin, Georges Seurat, Paul Signac. If, at this 
stage, Impressionists were becoming appreciated, their situation was still 
harsh; the Salon was still refusing their paintings, and in 1894, 25 out of 
65 artworks donated by Caillebotte to the Luxembourg museum were 
rejected.  

Yet, when Camille Pissarro, the Impressionist patriarch, died in 1903, 
everybody agreed that this movement was the main XIXth century 
artistic revolution, and that all its members were among the finest 
painters. The influence of the Impressionists was great out of France, 
especially in Germany, with Liebermann, Corinth, and in Belgium. 

 
 
 
 

Planer
Typewritten Text
190



 

 

Post Impressionism 
 
 
Breaking free of the naturalism of Impressionism in the late 1880s, a 
group of young painters sought independent artistic styles for expressing 
emotions rather than simply optical impressions, concentrating on 
themes of deeper symbolism. Through the use of simplified colors and 
definitive forms, their art was characterized by a renewed aesthetic sense 
as well as abstract tendencies. Among the nascent generation of artists 
responding to Impressionism, Paul Gauguin (1848–1903), Georges 
Seurat (1859–1891), Vincent van Gogh (1853–1890), and the eldest of the 
group, Paul Cézanne (1839–1906), followed diverse stylistic paths in 
search of authentic intellectual and artistic achievements. These artists, 
often working independently, are today called Post-Impressionists. 
Although they did not view themselves as part of a collective movement 
at the time, Roger Fry (1866–1934), critic and artist, broadly categorized 
them as "Post-Impressionists," a term that he coined in his seminal 
exhibition Manet and the Post-Impressionists installed at the Grafton 
Galleries in London in 1910.  
In the 1880s, Georges Seurat was at the forefront of the challenges to 
Impressionism with his unique analyses based on then-current notions 
of optical and color theories. Seurat believed that by placing tiny dabs of 
pure colors adjacent to one another, a viewer's eye compensated for the 
visual disparity between the two by "mixing" the primaries to model a 
composite hue. The Study for "A Sunday on La Grande Jatte" (51.112.6) 
embodies Seurat's experimental style, which was dubbed Neo-
Impressionism. This painting, the last sketch for the final picture that 
debuted in 1886 at the eighth and final Impressionist exhibition (today in 
the Art Institute of Chicago), depicts a landscape scene peopled with 
figures at leisure, a familiar subject of the Impressionists. But Seurat's 
updated style invigorates the otherwise conventional subject with a 
virtuoso application of color and pigment. In Circus Sideshow 
(61.101.17), he uses this technique to paint a rare nighttime scene 
illuminated by artificial light. The young circle of Neo-Impressionists 
around Seurat included Paul Signac (1863–1935), Maximilien Luce 
(1858–1941), and Henri-Edmond Cross (1856–1910). 

The art of Paul Gauguin developed out of similar Impressionist 
foundations, but he too dispensed with Impressionistic handling of 
pigment and imagery in exchange for an approach characterized by solid 
patches of color and clearly defined forms, which he used to depict exotic 
themes and images of private and religious symbolism. Gauguin's 
peripatetic disposition took him to Brittany, Provence, Martinique, and 
Panama, finally settling him in remote Polynesia, at first Tahiti then the 
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Marquesas Islands. Hoping to escape the aggravations of the 
industrialized European world and constantly searching for an 
untouched land of simplicity and beauty, Gauguin looked toward remote 
destinations where he could live easily and paint the purity of the 
country and its inhabitants. In Tahiti, he made some of the most 
insightful and expressive pictures of his career. Ia Orana Maria (Hail 
Mary) (51.112.2) resonates with striking imagery and Polynesian 
iconography, used unconventionally with several well-known Christian 
themes, including the Adoration of the Magi and the Annunciation. He 
described this picture in a letter to a dealer friend in Paris: "An angel 
with yellow wings points out Mary and Jesus, both Tahitians, to two 
Tahitian women, nudes wrapped in pareus, a sort of cotton cloth printed 
with flowers that can be draped as one likes from the waist" (letter to 
Daniel de Monfreid, March 11, 1892). 

In Two Tahitian Women (49.58.1) and Still Life with Teapot and Fruit 
(1997.391.2), Gauguin employs simplified colors and solid forms as he 
builds flat objects that lack traditional notions of perspective, 
particularly apparent in the still-life arrangement atop a white tablecloth 
pushed directly into the foreground of the picture plane. 

Striving toward comparable emotional intensities as Gauguin, and even 
working briefly with him in Arles in the south of France in 1888, Vincent 
van Gogh searched with equal determination to create personal 
expression in his art. Van Gogh's early pictures are coarsely rendered 
images of Dutch peasant life depicted with rugged brushstrokes and 
dark, earthy tones. Peasant Woman Cooking by a Fireplace (1984.393) 
shows his fascination with the working class, portrayed here in a crude 
style of thickly applied dark pigments. Similarly, the Road in Etten 
(1975.1.774) takes the theme outdoors, with laborers working in the 
Dutch landscape. Self-Portrait with a Straw Hat (67.187.70a) is 
reminiscent of the rapidly applied divisionist strokes of the Neo-
Impressionists, particularly Signac, with whom Van Gogh became friends 
in Paris, while the image on its reverse, The Potato Peeler (67.187.70b), 
recalls his dark style of the early 1880s. This unique object encapsulates 
the artist's stylistic experimentations. 

Working in Arles, Van Gogh completed a series of paintings that 
exemplify the artistic independence and proto-Expressionist technique 
that he developed by the late 1880s, which would later strongly influence 
Henri Matisse (1869–1954) and his circle of Fauvist painters, as well as 
the German Expressionists. L'Arlésienne (51.112.3) and La Berceuse 
(1996.435) feature Van Gogh's style of rapidly applied, thick, bright 
colors with dark, definitive outlines. After his voluntary commitment to 
an asylum in Saint-Rémy in 1889, he painted several pictures with 
extraordinarily poignant undertones, agitated lines, brilliant colors, and 
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distorted perspective, which include, among others, A Corridor in the 
Asylum (48.190.2). Paying homage to Jean-François Millet, whom Van 
Gogh had long admired as evident in his very early pictures of peasants, 
he celebrates the Barbizon artist's legacy with First Steps, after Millet 
(64.165.2). 
Through their radically independent styles and dedication to pursuing 
unique means of artistic expression, the Post-Impressionists dramatically 
influenced generations of artists, including the Nabis, especially Pierre 
Bonnard (1867–1947) and Édouard Vuillard (1868–1940), the German 
Expressionists, the Fauvists, Pablo Picasso, Georges Braque (1882–
1963), and American modernists such as Marsden Hartley (1877–1943) 
and John Marin (1870–1953). 
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Cubism 

 
 
Hghly influential visual arts style of the 20th century that was created 
principally by the painters Pablo Picasso and Georges Braque in Paris 
between 1907 and 1914. The Cubist style emphasized the flat, two-
dimensional surface of the picture plane, rejecting the traditional 
techniques of perspective, foreshortening, modeling, and chiaroscuro and 
refuting time-honoured theories of art as the imitation of nature. Cubist 
painters were not bound to copying form, texture, colour, and space; 
instead, they presented a new reality in paintings that depicted radically 
fragmented objects, whose several sides were seen simultaneously.  
Cubism derived its name from remarks that were made by the painter 
Henri Matisse and the critic Louis Vauxcelles, who derisively described 
Braque's 1908 work "Houses at L'Estaque" as composed of cubes. In 
Braque's work, the volumes of the houses, the cylindrical forms of the 
trees, and the tan-and-green colour scheme are reminiscent of Paul 
Cézanne's landscapes, which deeply inspired the Cubists in their first 
stage of development, until 1909. It was, however, "Les Demoiselles 
d'Avignon," a work painted by Picasso in 1907, that forecast the new 
style; in this work, the forms of five female nudes became fractured, 
angular shapes. As in Cézanne's art, perspective was rendered by means 
of colour, the warm reddish browns advancing and the cool blues 
receding.  

The period from 1910 to 1912 often is referred to as that of Analytical 
Cubism. Paintings executed during this period showed the breaking 
down, or analysis, of form. Right-angle and straight-line construction 
were favoured, though occasionally some areas of the painting appeared 
sculptural, as in Picasso's "Girl with a Mandolin" (1910). Colour schemes 
were simplified, tending to be nearly monochromatic (hues of tan, brown, 
gray, cream, green, or blue preferred) in order not to distract the viewer 
from the artist's primary interest--the structure of form itself. The 
monochromatic colour scheme was suited to the presentation of complex, 
multiple views of the object, which was now reduced to overlapping 
opaque and transparent planes. These planes appear to ascend the 
surface of the canvas rather than to recede in depth. Forms are generally 
compact and dense in the centre of the Analytical Cubist painting, 
growing larger as they diffuse toward the edges of the canvas, as in 
Picasso's "Portrait of Ambroise Vollard" (1909-10; Pushkin Fine Arts 
Museum, Moscow). Paintings frequently combine representational motifs 
with letters, the latter emphasizing the painter's concern with 
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abstraction; favourite motifs are musical instruments, bottles, pitchers, 
glasses, newspapers, still lifes, and the human face and figure.  

Interest in this subject matter continued after 1912, during the phase 
generally identified with Synthetic Cubism. Works of this phase 
emphasize the combination, or synthesis, of forms in the picture. Colour 
assumes a strong role in the work; shapes, while remaining fragmented 
and flat, are larger and more decorative. Smooth and rough surfaces may 
be contrasted with one another; and frequently foreign materials, such as 
newspapers or tobacco wrappers, are pasted on the canvas in 
combination with painted areas. This technique, known as collage, 
further emphasizes the differences in texture and, at the same time, 
poses the question of what is reality and what is illusion in nature and in 
painting.  

While Picasso and Braque are credited with creating the new visual 
language, it was adopted and further developed by numerous painters, 
such as Fernand Léger, Robert and Sonia Delaunay, Juan Gris, Roger de 
la Fresnaye, Marcel Duchamp, Albert Gleizes, and Jean Metzinger. 
Though primarily a style associated with painting, Cubism also exerted a 
profound influence on 20th-century sculpture and architecture. Chief 
among the sculptors who worked in this style are Alexander Archipenko, 
Raymond Duchamp-Villon, and Jacques Lipchitz. The adoption of the 
Cubist aesthetic by the architect Le Corbusier is reflected in the shapes 
of the houses he designed during the 1920s.  
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Abstract Expressionism 
 
"A term first used in connection with Kandinsky in 1919, but more 
commonly associated with post-war American art. Robert Coates, an 
American critic, coined it in 1946, referring to Gorky, Pollock and de 
Kooning. By the 1951 Museum of Modern Art exhibition 'Abstract 
Painting and Sculpture in America', the term was used to refer to all 
types of non-geometric abstraction. There are two distinct groups within 
the movement: Colour Field artists (Rothko, Newman, Still) worked with 
simple, unified blocks of colour; and gestural painters like Pollock, De 
Kooning and Hofmann who made use of Surrealist techniques of 
automatic art. Not all the artists associated with the term produced 
either purely abstract, or purely Expressionist work: Harold Rosenburg 
preferred the phrase Action Painting, whilst Greenberg used the less 
specific 'American Type Painting', and because of the concentration of 
artists in New York, they are also known as the New York School. The 
only real connection between Abstract Expressionists was in their artistic 
philosophy, and publications like Tiger's Eye, an avant-garde magazine 
that helped spread their ideas. All were influenced by Existentialist ideas, 
which emphasized the importance of the act of creating, not of the 
finished object. Most had a Surrealist background, inspired by the 
presence of Breton, Masson and Matta in New York in the 1940s and by 
retrospectives on Miró (1941) and Kandinsky (1945), and the Abstract 
Expressionists sought to express their subconscious through their art. 
They also shared an interest in Jung's ideas on myth, ritual and memory 
(inspired by exhibitions of African and American Indian art in 1935 and 
1941 respectively) and conceived an almost Romantic view of the artist, 
seeing their painting as a way of life and themselves as disillusioned 
commentators on contemporary society after the Depression and the 
Second World War. Other American artists associated with the movement 
were Motherwell, Tobey, Kline and Philip Guston." 
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