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Preface
We are bombarded with images from birth and we tend to assume that we know what they mean. But the paradoxical fact is that, although children understand pictures before they read words, pictures can be more complex than words – hence the saying “a picture is worth a thousand words.” Through the ages, people have expressed the complexity of life through various kinds of artistic imagery, from paintings, sculptures, and buildings to digital, performance, and environmental art.  

WHY I WROTE A HISTORY OF WESTERN ART

All art history books attempt to help readers appreciate artistic expression, the meaning of images and the development of style. While A History of Western Art achieves these goals, it also accomplishes something else. The book provides active learning tools to support the needs of college students, especially those who have little previous exposure to art history, as they embark on this long, sometimes challenging, journey. These tools include a carefully designed art program, a strong narrative that unifies the story of western art, and pedagogy designed to foster critical thinking and visual analysis. 

A History of Western Art contains numerous images without being encyclopedic. This choice is intentional because I believe that it is more valuable, even in an introductory survey, for students to interact with important art works as well as to learn to identify them. By including large-scale and multiple views of architecture and sculpture and enlarged details of paintings, I invite students to become acquainted with important works from different perspectives and in greater depth. 
A History of Western Art presents students with an accessible narrative of art history. I have refined this narrative over five editions, based on comments from instructors and students throughout the United States. Art history comes alive when the narrative helps students understand the importance of a work of art, its context, and its connections to other works.  I have tried to present the history of art as a dynamic narrative grounded in scholarship—a narrative that is a dialogue between today’s viewers and their past.

The context within which to understand a work of art is a particular area of interest for me—for works of art lose much of their meaning if separated from the time and place in which they were created. Additional contextual considerations include the makers of the works—the artists—and those who commission the works—the patrons. The issue of style is a central focus of this text, for the history of art includes the history of style. Reflecting the cultural contexts of works are the titles of the early chapters, such as “The Ancient Near East,” “Ancient Egypt,” “The Art of Ancient Greece,” “The Art of the Etruscans,” “Ancient Rome,” and so forth. Later chapters tend to emphasize stylistic categories—for example, Baroque, Rococo, Neoclassical, Realism, and, in the twentieth century, Expressionism, Cubism, Pop Art, Minimalism, and Conceptualism, and new media such as video. 

The richness of the visual arts has led to different ways of interpreting images. Unique to A History of Western Art, therefore, is a brief survey in the Introduction of the modern methodologies of art-historical interpretation.  These include formalism, Marxism, feminism, iconography, semiotics, biography and autobiography, and psychoanalysis.

As you will discover in the following sections, I have revised both the content of A History of Western Art and the pedagogy in an effort to enhance students’ engagement with, and understanding of, the history of art. 

KEY FEATURES

Setting the Stage: “Why Do We Study the History of Art?”

A History of Western Art begins by introducing readers to the discipline of art history by first asking and then answering the question “Why do we study the history of art?”  I describe the human impulse to create art and consider why people the world over have made art for thousands of years.  The Introduction surveys various ways art is valued—for example, religious, political, economic, psychological, and aesthetic values. In addition to presenting key methodologies, I survey the formal elements of art, such as composition, plane, balance, line, shape, space, light and color, and include new thumbnails within Chapter 2 to illustrate each of these formal points.  

Lavish Illustration Program: A Closer Look

Reviewers and adopters of A History of Western Art routinely note that the illustration program is of the highest quality.  Images are reproduced in a large format, which encourages careful looking, and all the paintings are reproduced in color. In fact, there are more color images in the fifth edition than ever before. For black-and-white images, two shades of black are used, resulting in greater tonal density. All illustrations are printed on a five-color press for optimal quality. 

More often than in previous editions, multiple views of sculptures are provided to give readers a sense of their three-dimensional reality.  Some buildings are shown from the front, sides, and back; interiors, plans, and elevations are designed to give students a sense of scale and space.  Examples include: the façade, dromos, and interior of the Treasury of Atreus (Chapter 6); the New York Kouros (front, side and back views) (Chapter 7); Sleeping Eros (front and back) (Chapter 7); an aerial view of the exterior of Sainte-Foy at Conques, along with a plan of the interior; a view of the west entrance, a detail of the west portal and tympanum, and views of the tribune and nave vaults (Chapter 12);  Masaccio’s Brancacci chapel is shown as a whole, as well as with a view of one wall (Chapter 15). 

 Another feature of the illustration program valued by instructors and students alike is the placement of Connections—small repeated images—to show thematic continuity in the arts. Thus, for example, the Egyptian statue of Menkaure is reproduced with the New York Kouros (Chapter 7), Polykleitos’s Spear Bearer with the Roman Augustus of Prima Porta (Chapter 9), the Taj Mahal with the Royal Pavilion at Brighton (Chapter 22), and Giorgione’s Sleeping Venus and Titian’s Venus of Urbino with Manet’s Olympia (Chapter 23). 

Diagrams include the Mesopotamian cone mosaic technique, the Greek lost-wax method, lithography, and cantilever. Many of the illustration captions include anecdotes and biographical information about the artists, which are intended to encourage readers to identify with them.  Maps define geographic context and indicate changing national boundaries.

Beyond the West

Sections entitled “Beyond the West” provide brief introductions to the art of non-Western cultures without altering the Western focus of the text. An Australian cave painting, for example, is compared with Lascaux. A Mughal miniature of the seventeenth century illustrates the presence of Western ambassadors at the court of India. The influence of Japanese woodblock prints on Impressionism and Post-Impressionism is also treated in a box, as are Gauguin’s fascination with Oceania and the influence of African art on twentieth-century avant-garde artists. These boxes provide a sense of the range of world art and remind readers that Western art is only one of many historical narratives.

Boxes: Extending the Narrative

Within chapters, readers will find boxes that encapsulate background information necessary for the study of art. These boxes take students aside, without interrupting the flow of the text, to explain a variety of topics such as media and technique, theories and philosophies of art, and myth and religion. Significant works of literature related to the cultural context of the arts are also discussed.  Thus The Epic of Gilgamesh appears in the Ancient Near East chapter, the Iliad and the Odyssey in the Greek chapter, the Aeneid in the Roman chapter, and Beowulf in the Early Medieval chapter. Since nineteenth-century Romanticism was as much a literary as an artistic movement, boxed excerpts of Romantic poetry are included. Certain social and political phenomena such as feudalism, medieval guilds, and the pilgrimage roads also appear in boxes. 

New to this edition is the categorization of the boxes through the use of titles, such as Media and Technique, Theory, Society and Culture, Philosophy, Architecture, and so forth.

Picture Captions

The main purpose of a caption is to identify the artist, title, date, medium, dimensions, and location of a work. In this text, extended captions provide additional information about the image as well as biographical information on the artist. Sometimes quotes by critics and artists are also included.

Learning the Language of Art History

It is essential for students to retain a working art history vocabulary.  The first time an art-historical term appears in the text, it is boldfaced to indicate that it is defined in the glossary at the back of the book.  

Because words, as well as objects, have a history, I have included the etymology of art-historical terms in the text. This reinforces the meanings of words and reveals their continuity through time. In the chapter on ancient Greece, transcriptions of terms and proper names are given according to Greek spelling, with certain exceptions in deference to convention: Acropolis, Euclid, Socrates, and Laocöon, all of which would be spelled with a “k” rather than a “c” in Greek. Likewise, Roman names and terms are given according to Latin transcription. 

Maps, Time Lines, Glossary and Bibliography

Maps are integrated in the chapters to reinforce the sense of geographic location as well as historical time. Places mentioned in the text are included in the maps. Time lines appear at the end of each chapter. Words that are boldfaced in the text are listed and defined in the glossary at the end of the book. A bibliography is provided for further reading and research. These pedagogical tools are intended to emphasize the context of works of art as well as to familiarize students with the range of art-historical texts.

NEW TO THE FIFTH EDITION

I revise each edition of A History of Western Art in accordance with suggestions from adopters and reviewers, and the fifth edition is no exception. 

A significant new feature is the addition of several drawing studies for important works of art so that students can see the process of the artist. Examples include studies for Rubens’ Raising of the Cross (Chapter 17), for Gericault’s The Raft of the Medusa (Chapter 10), for Van Gogh’s Self Portrait (Chapter 25), and for Picasso’s Women of Avignon (Chapter 25).

In the architectural plans and diagrams, color has been added to the leaders that link labels to what they represent. The labels themselves have also been improved for readability. 

A selection of artworks that are new to the fifth edition include the following: 

· Achaemenid drinking vessel (Chapter 4)

· Mask of Tutankhamon and Tomb of Nefertari (Chapter 5)

· Mycenaean Dagger with Lion Hunt (Chapter 6)

· Head of Alexander, from Pergamon (Chapter 7)

· Wounded Chimera (Chapter 8)

· First Style Mosaic, Soothsayers (Chapter 9)

· Equestrian statuette of Charlemagne; Odo of Metz, interior of Charlemagne’s palace chapel, along with a restored plan and a reconstruction drawing (Chapter 11)

· Reliquary statue of Sainte-Foy (Chapter 12)

· King David Looks Down Upon Bathsheba Bathing and  Up to God, St. Louis Psalter (Chapter 13)

· Cologne Cathedral, exterior,  with plan and view of the nave (Chapter 13)

· Duccio’s Rucellai Madonna (Chapter 14)

· Giorgione’s Fête Champêtre (Chapter 15)

· El Greco’s Burial of the Count of Orgaz (Chapter 17)

· Lucas Cranach the Elder’s Crucifixion and Martin Luther (Chapter 18)

· Rembrandt’s Belshazzar’s Feast (Chapter 19)

· Juan Sánchez Cotán’s Still Life with Quince, Cabbage, Melon, and Cucumber  (Chapter 19)

· Francesco de Zurburán’s Saint Serapion (Chapter 19)

· Angelica Kauffmann’s Cornelia Pointing to Her Children as Her Treasures  (Chapter 20)

· Jacques-Louis David’s Napoleon at Saint Bernard Pass (Chapter 21)

· Albert Bierstadt’s Sunrise, Yosemite Valley (Chapter 22)

· Katsushika Hokusai’s Great Wave off Kanagawa (in “Beyond the West” in Chapter 24)

· Winslow Homer’s The Army of the Potomac—A Sharpshooter on Picket Duty (Chapter 24)

· Henri Matisse’s The Joy of Life (Chapter 26)

· Franz Marc’s Small Yellow Horses (Chapter 26)

· Vasily Kandinksy’s Several Circles (Chapter 26)

· Jean Arp’s Collage Arranged According to the Laws of Chance  (Chapter 28)

· Frieda Kahlo’s Thinking about Death (Chapter 28)

· Jasper Johns’s Painted Bronze (Ale Cans) (Chapter 30)

· Robert Rauschenberg’s Black Market  (Chapter 30)

· Joseph Kosuth’s Art as Idea as Idea  (Chapter 30)

· Sol Lewitt’s Serial Project No. 1 (ABCD) and Wall Drawing No. 681 C. (Chapter 30)

· Andy Goldsworthy’s Icicles (Chapter 31)

· Bob Thompson’s Crucifixion  (Chapter 31)

· Yasumasa Morimura’s Self-Portrait (Actress)/White Marilyn (Chapter 31)

· The addition of more women artists, such as Caterina van Hemessen (Self-Portrait, Chapter 18), Adélaide Labille-Guillard (Self-Portrait with Two Pupils, Chapter 20), Elizabeth Murray (The Lowdown, Chapter 31), Kara Walker (Slavery! Slavery!, Chapter 31), Shirin Neshat (Fervor, Chapter 31)  and Zaha Hadid (IBA Housing Complex, Chapter 31).

· A revised Chapter 31 with a new section on race and gender, including the addition of Romare Bearden’s Empress of the Blues.

· Streamlined end-of-chapter timelines. 
SUPPLEMENTS 

· An updated Online Learning Center (http://www.mhhe.com/westernart5e) offers a wealth of additional teaching and learning resources, including student quizzes, book-specific activities for MyArtStudio, an expanded Instructor Manual, new PowerPoint lecture highlights, and an updated Test Bank. 

· Connect Image Bank allows instructors to search high-resolution images within the text and download them for use in classroom presentations. Contact your McGraw-Hill representative for details. 

· To purchase an eBook version of this title, visit www.CourseSmart.com (ISBN 0-07-744899-5).  
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