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these words Jean Clottes, an eminent ftench authodty on prehistoric cave aft,

described viewing one of the 300 breathtakingly beautiful paintings just

djscovered in a huge hmestone cavern near the Arddche River in southem
France (Marlise Simons, "In a French Cave, wildlife Scenes fiom a Long Gone

World," T,he New vork Tincs, lanuary 24, 1995, page Cl0)
These remarkable animal images, fixed in time and preserved undisturbed

in thelr remote cavern, were created some 30,000 years ago (fi8 1). Thatsuch
reDresentations were made at all is evidence oFa uniquely human trait And
what animals are painled here? when were they painted' and how have they

been preserved? \ ?hy were the paintings made, and what do they tell us about

the D;oDle who made them? All these questions-what js depicted, how
when, why are subjects of arl history. And, because Liese magnificent images

come from a iime before thele were writlen records they provide the besi in-

formation available notjust about early humans'art but also about their reality

ART AND what is arr? And what is reality? Espe

REALITY 
. rd .  oa " r  r f  

. ' r d  
1e  I  s  '

p c l n  d  \ F  o  r o o ' l  h r . _  . n  T - q P

can be cattured with a cam€ra? h a nineteenth centu.y

palnling, hlEnar wl|l Poftraib (ng 2) , by ihe a nlai.an artist

Thomas Leclear, t$'o children stand paintully still while a

photographer prepares to take their picture The painlings

and sculpillre that Jillthe studio have becn shoved aside to

malte way lor a new kind of a -the phoiograph As ihe

lhotographef adjusts the lens of his camera, we see h's

bag$/ pants butnot hls head. ls Leclear suggesting that the

painte/s head (brain and eye) is being replaced by Lhe lens

(a knrd of mechanical brain and eye) ofthc camera'� or cven

thatihe arlistand the cam€rahave becomc asingle record

ingey€? or isthispainting a lvitt} commentaryon lhF n'tlire

of realiLy? Anhistoryleads us Lo ask such questions

Leclear's painting resembles a snapshot in ils re'rr' of

studio chrtlcr, bui L€clear made subile changes jn what hc

saw. Using thc fomal elemefts of painiing the arrang€

ment ofshapes atulcoloF he tbcused attention on rhe .hil

dren rather than on the interesting and distracting objects

that sunound them Lighifalls on lhe girl and boy and int€n

silies the brilliart coral and green olthe cloth on lhe floor

softer coral shades in lh€ curtain and the upholstefed chair
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.ame thc image, and the rcpcated colors balance each other.
Leclearalso r€minds us that art is an illusion: the phorograph
willshowthe clildren in a vastlandscape with a rugand ani
mal skin, but the paintjng rev€als ihat the landscape is just a
t\vo dimensional painted backdrop and thc rug and animal
skin just slightly wom, painied cloth. These obseNations
make us fealize thai the painiing is more than a poitait; ii is
o  - o a . o m r e n u 0  o n  h e " r  l .  ' " .  e - l o r  o t i - u . o _

cetainly ihere is more to this painting and to most
painlings-lhan one first sees. we can simply enjoy htenor
wD Pottdirs as a rccord ofnineteenth century America, but
we can also study the hisiory ofthe painiing to probe deep
er into its signiiicance. Who are the children? u,,hy was their
ponraii painted? Y,ho ouned the painiing? The answeE to
these questions lead !s to tuther dolbts about the.ealityof
lhis seemingly "realistic" work.

Thomas rrclear worked in Buffalo, New York, from I 847
lo 1863 The painting, which is now in the National Museum
oi American Art in washinglon, D.c., once belonged to the
Sidway family ofBuffab Family records show thal th€ gid in
lhe painting, Parnell Sidway, died in 1849i ihe boy, her
yolmgcr brothcrJamcs sidway, dicd ln 1865 while working as
a volunte€r Iire lght€r Evid€nce sugg€sts that th€ painling
was not made untilthe i860s, wellafter Pamells death and
when lames was a grown man or possibly alier his deaih,
too Leclear moved to New York city in 1853, and the sLudlo
seen in thc painting may be onc hc borowcd from his son-in
law therc. Anolher ciuc to thc paintingl date is Lhe camera,
which is a type rhat was not used before 1850. fte sidway chil-
drcn, then, could n€vcr havc poscd ior this painung. It musl,
i.stead, be a memonal podrait, perlaps painted by rf,cbar
llom a photograph. h shot, this image of "realiqy' cannot be
'real." At hjstorical research reveals a story entirely different
ftom what obseNation ofthe painting alone suggests.

This newknowledge leads usto futlher speculations on
the nature ofaft The memonalpofiran, with its re creation
ofvanished childhood, is a reflection on life and death In

3 Margaret Bouke $/hne. Fod
Peck Dam, MonLand. 1936

traits c 1865 Oil

( 6 5 7 x 1 0 2 . 9 c m )

ingion, D.C

4. Fnst cover, Ir,tc magazine,
Novembe.23, 1936

this context, the ambiguities we noticed befor+thc con
trast between rhe really of the studio and the unfeal land
scape on lhe cloih in lhc background, lhe juxiaposition

between the new medium of photography and th€ old
ld.h oned.  p"rnred podrd.r  on dn i ' r l  ld \eondeeoe' ie

nificance. Leclear seems to be commenting on the t€nsion
between naiure and art, on aft and reality, and on ihe role of
Lhc artist as a recofding eye and controlling imaginanon.

But what about the reality of photographs? Today the
.  "me'd h"  oe ,  "  .n  \ . '  d  ool  for  p cr l re r  . l ' i - j  vp
though we know ihat film can be manipulated and phoio
graphs made to "lie," we generally accepl that ihe camera
tells rie rruth. we forget ihat in a photograph a vibrant, mo\4n9,
three-dimensional world has been immobilized, feduced to
two dimensions, and sometimes r€corded in black and white.

Photographs can be powerfulworks olart. h th€ 1930s
and 1940s p€ople waite{:l as eagefly for the weekly arrival of
,Fmagazine, with its pholojournalism and p hoto €ssays, as
peoplc do today for their favorit€ telcvision program. An
€xtraordinary photographer of that time was Margaret
Bou*e $,hitc, whose photograph olPeck Dam (llg.3), used
on the covcr of the first issue olafein 1936 (ng.4), nade a
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dramatic social political statement about the rolc ofgovem
ment.ln ih€ deptls ofthe economic depression olthe 1930s,
public works like ihe dam in the pjcture, which controlled
floods and provided electri! p6wer, gave people hope for a

bener life Bourke-white's photograph is a symbol of the
power of technology and engineeang over nature It seems
to equate the monumenlal grandeur of the dam with
Lhe archilectural marvels of the past-E$.ptiar plaamids,
thc Roman Colosseum, medieval European casUes The
anangemenr of elements in the image relects techniques
thaL had been pe.fecied by artists over the centunes: the rcp
etition of simple folms, a steady recession into space, an'l a

dramaticcontrastoflight and daik Two rcd bands with bold
whiie leitering turn the pholograph into a handsome piece

ofgraphic design, that is, a work in which art and d€sign,

B,?ography, and printing are braught together to communi
cate a message.

Bourke-whiteb skilltul capturing of the powerftrl dam
reminds us that the camera is merely a m€chanical lool lor
makirig fecords until an a|tist puts it to use. Anyone who has
ever taken a snapshot ofa frlend only to lind that the nnished
pjclure includes unnoti€d rubbish and lelephone wires will
rccognize the impotance ol the human brainS ability to fil

ter and selecl. But an anistb vision can turn the everyday
world into a superior reality perhaps sinply more focused

" nly tlo.c 11"grnalive.
we can easily undeEtand a photograph of a dam, the

image$, in a pajnting of a nineteenth ceniury anist's stuclio
is not too sbange to !s, and even prehistonc animal paint

ings in a cave have a hau,rting familiarity. Other works, how_
ever, present a few more challenges. The fifteenth cenlury
painiing rlre ,4,1nunciidtb4 by Jan van Eyck (tg. 5), is an

exceUent cxample ofhow some attists try to paint more than
the eye can see and more lhan the mind can grasp. we can
€njoy the painting for its visual charact€ristics ihe drawing,
colors, and amngement of shapes but w€ need the help oi
an history ard information about the painting'scultural con-
text if we want to undersLand It iuuy. Jan van Eyck (1390-

144 I ) lived in lhe wealthy cily of Bruges, in what is now Bel
gium, ln the first halfofthe nfteenih cenlury The painting

seems to bc set inJan van Eyck s own time in a church wrih
sione walls and arches, tile floor, wooden rcol slained-glass
windows, and wall painiings. The ani$ has so carefully re'

created the colors and textures ofevery surl:tce that he con
vincesusof the Lruthof hisvision. Clearlysomething strange
and wond€rtul is happening. we see a nchly robed youth
with splendid muliicolored wings intenupting a kneeling
young woman's reading. The lwo ngurcs gesture Cracefully
upward toward a dove fljtng down sneaks ofgold colden
letters float ftom their lips, forming the L2tin wofds lhal
mean "Hail, full ofgracc ' and "Behold thehandmaiden ofthe
Lord." But only if wc know something about the slmbols, ol
iconography, of chrisiian art does the subjecl of the paint

ing become clear. The scene is the Annuncjation, the
moment when the angel Gabriel tells the Virgin Mary that
she willbear the son ofGod,Jesus Christ (recounted in the
New Tesramenr of the chrlstian Bible, Luke l::6 38) Al1 the
details have a meaning The dove slmboliz€s ihe Holy
spirit. The white liliesare symbob ofMary. The one srained
glass window of God (Aanked by wall paintings ol Moses)is

5 ian van Eyck. ftc,4nrurcidrbn c. 1434-36. Oilon canvas.
tansiened f.om panel, painted sut{ace 353/3 x I 3%' (90 2
x 34 I cm) Naiional Gall€ry oftut. washingion, n a
Andrcw w Mellon collection I9371.39

juxraposed wrth thc ttuee windows enclosing Mary (repre

senring rhe Triniiy ofFather, son, and Holy spirit), and this

conrast suggesls tha! a new era is about to begin The signs

ofthe zodiac in the ltoor liles indicate the traditional daft of

the Annrlncialion, March 25. The placement of the figures in

a much laier archilectural setting is quile unreal, how€vei
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An historians explain that Jan van Eyck not only is repre

senting a miracle but also is illllstrating lhe idea that Maryis
the new chnstian church.

A1t historians learn all they can about the lives ol altisls

arid th9-se close to them. Se€king informalion about ran van
Eyck, for example, they have investigated his brother Hubert,

1an5 wife, Margaret, and his chiefparon, lhe duke ofBur
g Indv.  Thev " 'e  " l .o  1" .  rd.ed bv p"  n. i  8  " , "n iq c  - 'n

this case the preparation of the wood panel, the original
drawing, and lhe building ol ihe imag€s in transparent ojl
layers. The history of the par,]1ling (irs provenance) is impor
tant too its ransfer tom wood panel to canvas, ns cLean
ing and restoration, and its trail ofownership. The painting,
given by American linancier Andrew w M€llon to the
National Gallery ofA[ in Washington, D.c , was once owned
by Tsar Niclolas I of Russia.

h ihis book we study the history of an around the worid
ftom earliest iimes to the present. Ahhough we tr.ar wesr

em art in the most detail, we also look extensively at the art

ofotherregions. The qualities ofa workolart, the anist who
made it, thc patron who paid for it, the audienc€s who have
view€d it, and the places in which it has been dlsplayed all
are considered in ourstudyofats history

ART
AND THE
IDEA OF
BEAUTY

For thousands of years people have
soughl lo create objecls of beauty and
significanc€ objecls we call ari that
did more rhan simply help them survive
thc concept of beaus,, however, has
lound expression iri a vanety of styles,

6. Human figure, fomd at Galgenburg, Auslria. c.31,000Bc..
sione, height 3 (7.4 cm) . Naturhistorlsches Museum,

7. KiLagawa Utamaro. WoDdn dt thc HeiSht oJ lle. BctluLy.
Mid-1790s colorwoodblock pnnt, Lsv3x l0
(38.5 x 25.5 cm) Spencer Museum of Art, Universiiy ot

willian Bridgcs Thay€r ^4edroral

or manners of rep.escntalion The flgure from Galgenburg,
Austna, made more Lhan 13,000 yea.s ago, iuustrates an
abstract style (ng 6) Its makersimplined shapes, climinat
ed aU bui the €ssentials, and cmphasized the underlying
human lbms. An equally abstraci vision ofwoman can b€

seen in Kifagawa Utamaro's Wortdn at the lteight of HL!
B.duiy (lig 7). This late eight€enlh-cenluryiapanes€ wofk,
printed jn colof from a woodblock, ofimage cawed out ola
btock ofwood, is thc crealion of a complex society regulat
€d by convention and rltual. The woman s drcss and hajr
style dery the laws ofnalure. Rich texiiles tum her body jnto

a pattem, and pins hold her hair in elaborat€ shapes. uta
maro renders the patiemed silks and carued pins meticu-
r o u . l r , .  b  . .  _ "  a c p  r I n e s o n d ' l ' f " L e w l h " ' . w ' w e _ o i n g
lines rhe elaboralion of surface detail to creale oma
menral ellects combined with an eflort to.apture the
essence of fom is .haraclerislic ()1 abstraci at

lhu o the one $cr l  w"  h"v"  loo led d a

Lecleat s tnLriot witl) Poltrdjr5 and Jan van Eyck'slntur.L
ddor r€xemplilr a conlrasting siyle known as realism.
Real'siic art, €ven ifit represenLs an imagincd or supernaF
ural subject, has a surhce reahBr; the artists appeat wiih
greaterorlesscraccuracy, to be recording€xacllywhatthey
see. Realistic ait, as wc have noted, car carrycomplex mes
iages and be open to individuaL intelpretation

Realism and absnaciion represent opposiie approach€s
io ihe repr€sentation of beaury. In a third slyle, called ideal
ism, artisrs aim to rcpresent things not as they are but as they
oughi to be ln ancient Crcccc and Rome artisls ma.le mlcnse
observations of the world around them alrd then slLbjecled

* l
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8. Atinbuted toAulos,sonof Alexas Gem with Apolo and
cassandm. 40 20 B.E Gold wilh €ngaved carnelian, dng
lTsx i  (3.4x2.5 cm),  gem '316 x 3! ' (19x21 cm)
Th€ Nelson Atkins l useum ofArt, Kansas Cily, Missoun
Pu rchasc: Acquitd lhrough the 8e n erosity of Mr a nd Mrs Roberl
s Everit (F93-22)

Apollo fell in love with Cassandla, and although she
rejected him he gave h€r a potent gift ihe abilitv to lore
tell the firture, slmbolized by the raven To show his
disappointmen!, the tustraled Apollo added a spiieful
lv\,ist to his 8ift no one would believe cassandra's
prophetic wamings. Today, doom sayers nre srill .,lled
cassandras, and nvens are associaled with prophecy

their obsewations to mathematical analysis to define what

they considered to be pefect llrrms Emphasizing human

rationality, they eliminated accidents of nature and sought

balance and harmony in their work. Their sculpture and

painting established ideals that have jnspned wesrem art

ever since. rhe term ddssltdl which refers to the period in

ancjent creek history when this t}?e of idealism emerged,

has come to be used broadly (and with a lowercase .) as a

*nonym for the peak of perfection in any period

classicaL idealism can pen ade even the smallesl works

of at About 2,000 y€ars ago a Roman gem cutier known as

Aulos added the opulence of imperial Rome to the ideals of

classical creece when he engraved a deep red, precious

stone with the Iigures ofthe tragic Pincess Cassandra and ihe

creek god Apollo {ng. 8). cassandE sleeps by rocky cliffs and

a twisting laurel tree thai suggest lhe dramatic natural setting

ofDelphi, Greece, a site sacred io Apollo The god leans on the

laurel tree, also sacred to him, with his cloak drap€d loosely

and gracetully behind him. Apollo and cassandra have the

strong athletic bodies and reguLar facial teantres that charac

tenze ciassical ,rt, and thet gracetul poses and elegant drap

ery seem at the same lime ideally pedect and perfectly natur

al The-se beautitut ligures and their sbory of frustraied love

were not m€ant to be seen in a museum (a mus€ut, literatly
js the home of Apollo5 Muses, the goddesses ol leaming and

the ats). rhe carved gem was set in a gold finger ring and

wornd have been constantly before its wearerS eyes Thrs

sculpture remlnds us that excephonai alt can come m any sze

and matenal and can be inlended for daily personal use as

well as for special, occasional contemplation
The flawtess perfection of classical idealism could be

dramancaly modined by anists mofe concemed with emo-

tions than pure form. The caln ofcassandra and Apollo con

trasts wiLh the melodramatic representation of a story from

the ancient Greek legend of the Trojan war. The priest

Laocoon (ng. 9), who attenpted to warn the Trojans agalnst

the creeks, was slrangled along with his two sons by ser

pents. Heroic and tragic, r-aocodn repres€nts a good man

destroyed by lorces beyond hjs control His teatures twrst m

agony, and the ln sdes of his superhuman torso and ams

extend and knot as he struggles This scllpture, then at least

sixteen centuries old, was rediscovered in Rome in the

I soos, and it inspjred adists such as Michelangelo lo develop

a heroic slyle Ttuough the centunes people have retumed

agajn and again to lhe ideals ofclassicalart. In rhe ljnited

States omcial scldpture and architecture often copy cLassi

crl fonns, and even the National Museum of American Aat is

housed in a Greek style building
How different from thls ideal of phj'sical b€aury the

perception and representation ofspirituaL beauty can be A

iifteenth century bronze sculpLure f.om hdia represents

Punitavati, a beautitul and generous wonan who was d€eply

devoted to the Hindu god Shiva (n9 10) Abandoned by her

greedy husband because she gave food to beggars' Punlta

vati ofl€red hef beauty to shiva. shiva accepted her ofiering,

turning her into an emaciated, fanged hag According to leg

end, Punitavali, with clanging cymbals, provides the nusic

for shiva as he dances lhe cosmic dance ol desiruction and

creation thal keeps the universe in motion. To the followers

of stuva, Punitavati became a saint called Krraikkalammai

yar. The bronze sculpture, alihough it depicts the saints

hjdeous appearance, is nevertheless beautiful borh in its for

mal qualities and in its m€ssage of generosiB' an'l sa'rjflce

some works of ar! defy simple categodes, ancl atrsts

mdy qo lo ex,  dororn"ry lc .g.1r 'o  rPpre 'en _F t  vr {nn '

The art critic Robeft Hughes cailed James Hampton's (1909

1964) thtune af thc Thtrd Heo'ren of thc Naiians Mi 4nitlm

ccnenl l,ssr,nbt \fig I l) "the iinest piece of visionary an

produced by an Amencan.'Yet this labuLous.rearron rs

composcd of discarded fumilure, flashbuLbs and 'll sots of

lrash tacked logether and wrapped in aluminun and gold

foiland purple paper. rhe primacyolpainting, especiallv oil

painting,ls gone Hampton s inspiration, whether rilvi'e or

not, knows no bounds He worked as a jamtor to sttpport

himselfwhile, in a rented garage, he built his monument to

Iesus. h rising tiers, thrones and altars are prepared lorlesus

and Moses, the New Testament at the righl the old Te-na

ment at lhe LeIt. Eve{,thing is labeled and described, but

Hampton invented his own langlLage and writing system to

express his vision Although hls language is still nol fully
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t Hagesandros, Polydoros, and Athanadoros ofRhodes.
rro.oon dnd ars sons, perhaps the o.iginal of the 2nd or
1st century 3..or a Roman.opy ofthe lst centurycE.
Marble, heighl8 (2.44 m) Musci vaticani. Musco Pio
clefi enlino, cortile oliagono, Romc

undcrstood, its major sourcc is thc Bibl€, especially thc Book
ofRcvclalion. on onc oi many placards he w.ote his artist s
.redo: 'l fhere lhere is no vision, Lhe people perish" (Prov-
erbs 29: t 8).

These diffefentideasof anand beauB/remind usthatas
\iewers we enter into an agreemeni with anjsts, who, in
aum, make special demands on us. We re create works ol an
br  ou ' l /e  d.  wF I rg lo  J l_n o.  I  ov 'T e?e en e .
\vithout our padicipation thcy arc only hunk of stone or
nretal or pieces oftaper or canvas covered with ink of col
ored paims Anistic s$rles change with iimeandplace. From
ri1lemercalism at one end ofihe spectrum to eniirelynon
repres€ntaiional alt at the other, artists hav€ worked with
larying degrees of realism, ideallsm, and abstracuon. The
.hallenge for the student ol att history is to discovernot only
how but why ihese changes have occwed and ultimat€ly
$'hat of signincance can be leamed from them, what mean

ARTISTS we have focused so far on wo'ks of arr
what of the artisls who make ihe alt? Biol

ogisls have pointed out ihat human bcings arc mammds
ilith very large brains and that these large brains demand
jlimulation clriolrs, active, inventiv€ humans constantly
!ook, taste, smell, and lisien. They invent ine ats, fine food,
nne pertune, and fine music They play games, invent ntuals,

lt) Punitddtt (Kdtdiktalam?rdidr), shiva saint, from
Karaikkal, hdia lsth century. Bronze, hcight 16y4'
(41 3 cm) The Nelson ̂tkins Museum ofAn, Kansas City,

rtrchase, Nelson liusL Gr 533)

rr james nampton. I'rronc ofthe Ihitd rteaven oJ the
Ndtions Mjllcnnium Cralcral A<serrr/y. c. 1950 64 Gold
and silver alumnrum foil, colorcd rraft paper, and
plastic sheets overwood, papcrboard, and glass, l0 6" x
27 \146 13.2 \8.21x4 42 m).  Nal  onalMuseum of
AmcricanArl,Smilhso.ian hstitntion, washington, Dc.

and sp€culate on ihe nalure of things, on the nature of lila
nrey constanuy communicate with each other, and some of
them even try to communicat€ wilh thc past and luture

we have s€en thal some ailists try to rccord L\e lvorld
as they see it, and theyaitemptlo educate or convince lheif
viewers with straightfonvard sio.ies or claborate symbols.
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Others cr€at€ work of art inspired by an innef vision. Uke
the rwentieth century American ceorgia o Keefle (ng 12)
they atrempt to express in images what cannot be er?ressed
jn words. An organized religion such as Christianity or Bud-

dhism may moiivate them, blt the adists may also divorce
themselves from any social group and attempi to record per

sonaL visjons or intense myslical erqefences. These inner
visions may spring from entircly secular insights, and the
artisrs motivation or intention may be quite different liom
the public perception ofher o. his an.

originally, atists were considered atisans, or crafts
people. rhe master (and sometimes the mistr€ss) ofa work
shop was the controlling intellecl, the organizer, and the
inspiration for others uhmaro s color woodblock pdnls, lor
example, were the product ofa team effort In the workshop
utamaro drew and painted pictures for his assisttnls lo

transfer to individlLal block of wood They carved lhe lines
and color areas, covered lhe surface with ink or colors, lhen
transfened the image to paper. Since a.cient times aft$ts
have worked in teams to produce great buildings, paintings,
and stained glass. The same spirit is evident today in the
complex glassworks of Amencan Dale chihuly. His team
of atist dallspeople is skilled in the ancient art of glass

making, but chihuly remains the contlolling mind and imag
inalion. Once c.eated, his pieces are transformed whenever
they are assembled. Thus cach work takes on a new life in

accordance with the mind, eye, and hand ol each owner
patron. Made in the r99os, violet Persidn set wlth Red Lip
wrdpi (lig. 13) hrs iwenty separate pieces whose relalion'
ship to each other is detemin€d by the imagination of thc
assembLer. rrke a lragile sea creature of the endangered
co.al reefs, the glass is wlnerable to thoughtless depreda
tion, yet it is timelcss in iLs reminder olpnmeval lile The pur
ple caplu-res light, color, and movement lor a weary second.
Atisls, artisam, and patrons unitc inan ever changing indi

vidual yet communal act of creation
Abour 500 years ago, attisrs in weslern Europe, espe

cially in ltaly, began to think of themselves as divinely
inspired ueative geniuses rather than as team workers.
Painters like cuercino (Giovanni francesco Barbieri, 1591
1666) took the evangelist Luke as thet model, guide, and
protector thet patron saint. People believed that saint
Luke had painted a portrait ot the virgh Mary holdjng the

Chrtt Child. In Guercino s painting ernl arke Dlspldyrrg d
tuintite aJ ke vnAn lng l4), the sainlsiillholds his paleite
and brushes while an angel holds lhe painting on the €asel.
A book, a quill pen, and an inkpot decorated with a statue of
an ox (a slmbol for Luke) rest on a table behind the saint,
reminders ihat he wote one ol the Gospels of the New Tes'
tament. The message Guercino conveys is that Saint Luke is
a divinely inspired and endowed artist and that all artists
share in this inspiFtion th.ough their associaiion with their

Even thc most inspired artists had to learn their irade
through study or years of apprenticeship to a master h his
paintjng L,re D/dwng rcsson (iig. 15), Dutch attrst Jan steen
( I 525- 1679) takes us into an atist's sludio where an appren
tice waLches his masier teaching a young wonan. Th€
woman has been drawing ftom a sculpture because women
then were noL permitted to work from live nude models.

12 Georgia O KeelTe.
Potuait oJ a Day, First Daj.

35 x r8' (89 x 45.8 cn).
spencer Museum of Arl,

6in of the Georgra o K€€n€

The year betbre she painl€d Partrdit oId Dqy, Fitst Dry,
o'Keefle wroie, 'one day s€ven years ago [] found mlseLf
saying to ml'seli l €nt live wh€re I want to-I can'l go
where I wan! to I can t even say what I want to School
and things lhat painters have taught me even keep nre irom
pajnting as I want to. I decid€d I was a very stupid lool not to
at least paint as I wanted to and say what I wanted to when
I painted as lhat seemed to be the only thing I could do thai
didn't concem anybody bLrt myself that was nobody's
business but my own. I found thal I could say things wilh
color and shapes that I couldnt sa), in a.y other way things
tha! I had no worG for. Some ofthe wise men say it is
not painiing, some of Lhem say it is" (clled jn /Arted sttslitz
nesents One Hm.lrcd picnrB, Or:lt Wdtetcolors, Pdstclb,
Dnlwings by ccoeia o'KeeJP, rmertdrr, The Anderson crl-
lcries, New York, cxhlbjtjon brochurc, ,anuary 29 February
r0,  r923) .

r 3. Dale chjhu ly nolct Peicrdn set wth Rcd Lip wtdps.
1990.  c lass,26 x 30 x 25 (66x762x63.5cm) spencer
Mueum ol Art, univcrsib, ol Kans6, tawrence
Peter T Bohan Acquisition Fund
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r4 cuercino. sd/tr Luke Di? lo!1ng a Painttn].[ ke 1,)]tein.
1652 53.  Oj lon canvas,  T '3 'x  5 11 (2.21x 181 m).The
\  ' o n  A  l  n  M u  - u 1  n  A i  " n . . .  r  r )  \ 4 i . . o r ' i

Plaster rcproduclions hang on the wall and stand on thc
shell and a caned boy-angelhas been suspended from th€
ceiling in front of a large Lapestry The painter holds his own
paleiie, and w€ sce his painlingset on an easelin the back
ground. Like Thomas rtrrclcarb palnting of t]le phoiographer's
studio, ,re '] drd;rg acason is a valuable record of an artist s
cquipment and wo.kplace, including such lhjngs as the
muslcal jnstmlnents, tumiture, glass, ceramics, and bas
ketry used in ihe seventeenth century.

The painting is morc than a realistic genre painting
(scene f.om daily life) or stil life (an anangement ofobjects).
rle Drruns'r.sro, is also an allegory, or slmbolic reprc
sentation of thc arts. The objects in the sludio slmbollzc
painting, sculpture, and music The sculpture ofthe ox on the
sheli is mofe than a bookend; as we have already se€n, it

slnbolizcs sainr Luke, the painterc' pafon saint The bas-
ket nr the forcground holds not only the woman's fuf mufi
but also a laurel wreath, a stmbol ofApollo and thc classi-
cal inbute fd exccllcnce.

ARTISTS A1i. .  d' 'd ^- \e '  DrcdF.F. n'.  n

AND ART 
wo'. .hcr n eLe -r. h do't a ..r1, oF -

rirsroi{i '" "i ,"'.1J.""" ,lt:;11."".1,
reacting against them, but always challenging Lhem with
dretnew crcations. The influence ofjan SteenS genre paint-

ing, for examplc, can be seen in Thomas LeclearS Int rrr
Mit r.ortrdirs, and Guercino's saint Luke is based on an ear
lier icon or minculous image he had sccn in hjs local
chufch. h his 1980 1990 vdquero (Cowboy), Lttls lmenez
rcviializes a sculpiural form with roots in antiquity, the
equ€strian monument, or statue of a horse and .id€r (lg. I 6).

- a t\ pp n,- D'odng t p ra. lotu or' on hood
193/sx 16114 (49 3 x 4l m). The J. Paxl Getiy Museum,

16 LuisJnnenez. vdqrero. Modeled 1980, cas! 1990
cas! nberglass and cpoxy, height l6 6 (5.03m). Nahonal
Museum of ,^merican Ari, Smithsonian hstitution,

This white hatted, gun sli.g'ng broncobust€r whootsit
up in tiont ofthe stately, classical colomade olthe ol.l
P"  -  .  Br  i ro  ng 'now r l  F Nd, io.d A4L cun .  41 " r  .  '
Art, the National Portraft Gauery, and the Archiles ot
qne1.J ^r ,  h(  o ld DdrFn ot f  F sa JF g '  ed I
l S J o d _ a  |  \ e d i r  1 8 ' ,  O n e  

- l ' P I  | ' r . o ! d  - l
buildings in ihe ljnited States and the site of Abraharn
Lincoln s second inauguralball, itwas supposed lobe
dcslroyed for a parking lo! whe. it was acquired by the
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vdquero also reflects Iimenez s M€xican and Texan heritage
and his place jn a tradition of Uispanic Amencan art that
draws on many sou.ces, incllrdlng the an of the Maya, Aztec,
and other great Native American cMlizations, the Anican
culture of the czribb€an Islands, and the rransplanted alt of
Spain and Ponugal.

Equestrian siatues have traditionally been stately slm
bols ofpower and authority, with the fdefs command over
the animal emblematic of human control over lesser beings,
nature, and the passions. ,imcnez's bucking bronco lums
this badition, or at ieast the horse, on its head. Rather ihan
a stately slmbol of human conlroL, he gives us a horse and
cowboy united jn a single exubcrant and dynamic lorce.
Located in front ofthe Narional Museum of American Ari,
the work can be seen as a witqr sa e on Washington, D c.'s
bronze monumenis to soldiers. Ai the same time, it rcminds
us that real vdquer"os included hard working Aaican Ameri-
cans and Hispanic Amencanswhohad little in common with
the cowboys ofpopular ficiion.

h his work, rimenez has abandoned traditional bronze
and marble for fibergLass. He first models a sculpture in a
plastic paste called plasticine on a sieel amature; ihen he
makes a fibe.glass mold, f.on which he casls the linal sculp
ture, also i. nberglass. The materials and processes are the
same as those used to make many automobile bodies, and
as with automobiles, the process albws an artist to make
several "originals " After a sculpture is assembled and pol
ished, it is sprayed !1,1th the kind of acrylic urethane used to
coat the outsjde ofjet ailplan€s. Jimenez applies colors wilh
an aLbrush and coats the linished sculplure with three more
layers of acryiic uethane to protecl the color and emphasize
its distinctive, sl€ek, glcaming surlace. vaquero is hre pub
ljc, popular an. It appeals to every klnd of audience from the
rancher to the connoisseur.

u41en artists appropriate and tnnsform images from
the past the way ,imenez appropriated the equestrian fonn,
they ennch the aesthetic vocabulaqi ol the arts in general
va.lu.'.o rcsonat€s through L\e ages with associations to cul
tures distant in time and piace that give it added meaning.
This kind of aesthetic free for all encourages anishc djver
sity and discoumges the imposition of a single coffect or
canonical (apprcved) approach or point of vicw. h lhe jar
gon of our time, no mediun is p,l 7 'ed, and no group of
alt isls is rnarydrdlz.rl.

ART AND rhe visual a]ts are amons the mosl

Sr)alFT\/ 
"oph.rr.d.ed io'm. of h,, ."1 , ona I
n, .  d ron " r  on.  "  I  dp ng "nd. l  dp-d b

the social context in which they find expression  rlists are
oftcn interpreters of their times. They can also be enlisted to
servc social ends in forms that range i'om hea\y handed prop
aganda b |,]le more subtle peFuasiveness of Marga.et
Bourke'whites photographs for Lt4: magazine. From the
priests and pricstesses in ancient Egl.pt to the rcpresentatives
ol various faiths today, rcligious leaders have underclood the
value ofthe visual arts in educating p€ople aboul doctrine and
in reinforcing thel faiih Especially begirning in the elev€nth
century in wcslcm Europe, architeciure and sculpture pro
vided stiings for elabonte rlles and inspiring and instructive
at At the cath€dal of saniiago de Composiela jn nolth

t7 . Pafico'de Id Glona. Phatograph by Joan Myers. l98e

Tradition required that pilgrims io lhe (hihedraloi

Santiago dc composiela place then ilngers in lhe tendnls
oiihe caNed Tree ofiesse as they asked sainllarness
blessingon arivalin the chur.h Millions of nngers have
wom away the carving,leaving a nch patina ofage.
The twelth ccnturyscuhture still inspires tw€niieih
-r  l - r l  " r  i .  - r l  d .  p l  o 'nq"pl - "  "n M _ ' .

weslern spain, which sheltcrs the tomb ol Sajnt lames, the
marble ofnhe ceniral portal has been polshed and the twelfth
centu4r sculpture have been worn down by the touch of pil

gims' Iingers (lig. l7).
Mandst an hi$onans onc€ saw art as an expression of

great social forces rather than ot lndividual genius, but most
people now agee lhat nejther history and cconomics nof phi

losophy and religion alone can account for the art .f a Rem

brandt or Michelangelo. The same applies to extnordjnary
ord.n" ly '  pe p lc . lJo sho h" \  e. redrFd oowr r tuInr  '^  '

isli their own inner need to communicate ideas. h Lucas,
Kansas, in 1905, Samuel Peny Dinsmoor, a visionary popullst,

began buiLding his Card€n ofEden (ng. 18). By 1927 he lrad

srmounded his home with twenty nine concrete trees rang
ing ftom 8 to 40 feet high. He filLed the b.anches wilh Iigures
L\ar roLd the bibliul story of the creation and th€ Expulsion
ftom ihe Garden ofEden underthe eveFpresent and elecLd-
ned Eye ofcod Adam and Eve succumb to th€ serpeni' cain
strikes down Abel Enl and d€alh enter the wo.ld as deatures
attack each oiher. In Di.smoorb modem world, people

defend themselves through their right to vote. Under the pro

rection ofrhe Goddess ol Libei], draped in an Anerican llag,
a man and woman literally cut down big business with a saw
label€d "ballot." Dinsmoor communicated hjs ideas forcetully
and directly through haunting imaCery Ai dusk his elednc
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l9 Roger Shimomlra Didly (i\'linidoka Series +3) 1978
A.ry l i0  on canvas,4 l l le  x6 y!5 (1.52xI83nL, .
Spen.cr I']useum ofArt, Universiiy ofKansas, Lawrence

r8 samuel lcrry Dinsmoor aotldes. ofLtbert! drld the
Desnr.tan al L|1c Tru.iLt bt Oe adllol carden of
Eden, Lucas (ansas 1905 32 Parnled co.crete and
.ement o\,cr lifcsizc

lighr bulbs his r€peaied'Eve. seenrg Eye 01 cod'-illumi
nate lhc concrete and cement ngures wilh anunea.lhlyglow

Not allan wlth socialmpact is public on ihe scale ofa
i,'lgrimagc church or a halFacrc concreie Garden ot Edcn
\rtists likc Roger shjmomura tum pair rg and prinls inlo
:ovcrful slatenent-s Ame can ciliTens oi iapancsc ances"
:t \!ere Ibrcjblyconined jn intenrment.amps durlng world
..arlr. shinromuE based his 1978 painling Dldr] (lig l9)on

9 .  d n o \ e ,  ' _  d  i \  . ' i )  \ D F ' F  F i 1  o
:-:rrnnlent canr! ln ldaho Shimo'nura tainlcd his grand

::h.r writrng while he (the toddl€r) and his mothcr stand
r :. open dooi a door urat opcns on a babed l|re
. : rsed comtolnd In his tainting shimomufa has com
r.:i hlo formal traditions, lhc ,apanese afi ol cooi

: rdblockprifts (see ig 7) and r\mcrican Pop Art locfeate
: r:rsonal style that er?resses his ourn dxal culture as it
_ :ies a powcrlill polllical slatement

ARTISTS Rar€, valuable, beautitu, and srrange

AND " ^"""::: : _';.:. "" 
'*

PATRONS ' ]" '.:- T 
"T' ' 

: ' : 
",:: '

since prehistoric lines when people
rhe dead wiih necklaces of for ie€lh collcctions of

:i- rrii!.j ' \'cre passed along lrom one generai'on to the
_:.- q:ining luslcr oL myslerious powef vriih age. Att
: ,-:-i :he oNners' prestigc. .rcalcd an aura of poNef
. _ - .:: _rar.e. and impresscd olhers l4any colleclors tru l,v

2A CtuXtjft tuesenlitls tts tsaak b Lhe Queen.J Francc.
l,iLo l5 Tempera and gold on lellum, nnage aPprox
5j,/, x 6'4 (r4 x 17 cm) The Brftish Library London
MS Hancy44 l l  l oL i o l

bve works of a|i Wren collcclors study diligenlly, ihey

becomescholarsr$ 'henthei r€xpcr t ise lumsloquestr .ns. l
r -  1  . " , "  o  h e  l q  . \ r a  \ e . e l , o l n o i s r e u r s

'flre patrons of at constitutc a lery special knrd of audi

ence for lhe arlist Patronsprovide e.onomic suppon ior art

and vicalously larticipate ln jts cr€alion ln cafller periods

artists depended on rhe pattonage of individuals and the
nrs tulions they refresentcd An early fifteenth centLry
p . i  n -  o .  . -  d -  D  " n  o -
senting her Nofk to the quecn ofFnnce (ng 20). christine

rvas a patron, too, lbr she hired painters and scnbes to copy
illusr.ate, and .lecorate hef books she especially ad'nired

the painiing of a !v.,man altisi named Anastaise, consider
ing her wofk ufs!ryasscd ln the ciiy of Paris, which she

believcd had the world s best palnterc ol miniaturcs.
When a iree market dev€loped ibf an $,orks, artisls

became cntrepfeneurs. In a palnting by ihe sevcntccnlh_
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cenlury llemlsh painter cilhs van nlborch, an artist and an
a|t dealer display their wares to patrons, who examine the
treasures brought betore them (fig. 2l). Paintr,rgs cover the
walls, and sculpture and precious objects stand on the table
and iloor. The painting provjdes a fascinating catalog of ihe
Ilne ads ofthe seventeenth century and the taste ofseven-
leenth century connoisseurs.

Relations belween afists and patrons are not alwa)s so
congeniaL as llborch portrayed them. Patrons can change
their minds abou! a commissjon of purchase or fail ro pay therr
bills such conflicts can have simple beginnings and unex-
pected resulrs. h rhe late nineteenth cenrury rhe Livepool
shippjng magnate lredericl kyland asked James McNeill
whistler, an American painter living in London, what color ro
paint the shutters in ihe dining r@m where he planned to
hang \ histlerb painfing T/rc hincesslron tE Ln l aJ tbrc
/dir. The room had been decorated wiih expensive embossed
and gilded lcather and tnely crafted shelves to show off Ley
landb Asian porcelain collection. Whisder was inspired by the
Japanese Lheme ofhis own painting as well as the porcelain,
and he was atso €lght up in the wave of enthusiasm fof
,apanese ait sw€eping Europe. H€ painied rhe window shur
ters with splendid turquoise, blue, and gold peacock. then,
while Leyland was away, he painted the entife room (fig 22),
replacrng the gilded leather on the walls with turquoise pea
cock leath€rs. L€yland was shocked and angry when he saw
the resldls. uhistler, however memodalized the confrcnta
lion with a paintjng of a pair of nghting peacocks on one wall
of the room One of the peacockr represenrs ihe outraged
artist, and the other, standing on a pile ofcoins, rcpresents rhc
inc€nsed palron. The Peacock Room, which whistler called
thnnony in Bluc dnel Colt:l,is an extraordina$r example ofroral
design, and r-eyland did not chang€ it The American collec-
tor Henry Free., who sought to unite the aesrherics ofEast and
west,lat€I acquired the room and donated ir on his death ro

2 LL Cillis van nlborch. Cdrrnct d tunaeu with d Poinbr.
c .  1660 70 Oi lon canvas,38V4x5t  (97.15 x 129.54 cm)
Spencer Mxseum ol ArL University ol Kansas, L,awrence

22. ,mes McNeill Whistler // tatmony in Blue dnd 6old.'lhe
Peacock Room, notheast comer, f.om a house owned by
Fredericl< L€yland, London 1875 77 Oil paint and metal
leafon cavas,leather, and wood, i3 l lTs x 33 2'x
l91ly2 (4 26x l0 I  I  x  6 83m).  Freercal lery,  smi th
sonian Institution, Washi.gton, DC. (04.61)

a museum in the smitlEonian rnsLitulion in washjngton, D.C ,
wh€fe it can now be appeciated by all. Today museums ar€
the pnmary collectors and preseNe6 of art.

THE 
From time immemonal people have

KEEPERS sathered togeths obiecrs thar they

""";E0[,td:ffi ::'::','J#{l;;[l
tige. The curators, or ke€pers of such collections, assisted
palrons in obtaining the best pieces The idea of what is best
and what is worth collecting and preservjng vanes from one
generation to another YestedayS popular magazine (see ng.
4) is today's example offine photography and graphic d€sign.

An art museum can be tholght of in lwo waysi as a
,scholarly research instiiuie where curators care for and study
their collections and leach new scholar-cumiors, and as a
public institution dedicaled lo exhibiting and explaining the
colleclions. The first universiqi an nuseurn in the United
states was established in 1832 ar Yale university Today
museums wiih imporlanl res€arch and educational tunctions
are to b€ found in many unive.sities and colleges, and
museums with good collections are widespread One does
nol  have o l \ -  r '  d  mdtor  populd.  01. .n er  lo  ApF. ie. (e
wonderlr-l art. of the twenly six wo*s illustrated in this
chapter, elevcn are located near the author in Kansas and
Mjssouri, and Ibur of thcsc are in a single univelsiqf museum.
No one would a-ssert that Kansas js the at capital of the
world, th€ point is that encounte.s with the real objects are
not out ofmost people's range And no matter how faithful
the qualiry ofreproductions jn a book or a sljde of a monitor
showing an image iiom a cD RoM, there is no subslitute for
a "liv€ lnteruiew' with an actual wo.k ofatt or architectu-re.

The display of atr is a majo. challenge for curators. Art
must be put on public view in a way that ensures its safety
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23 '111c ltvtter dnd Moan Kurn yin Eodllrdrtud Nollhern
sung or Liao dlnas5,, I lth l2th century wood wtth
paint, heighl7 I I " (2.41 m). Mural pajnijng, l4th centuryl
wooden screcns, lTth century The Nclson Aikins
Museum ofArt, Kansas CitY, Missouri
Purchase Nerson Ttust (3.r r0)

24 Roberl ven luri and D€nise Scott Brown. Siair Hall with
Ming dynasly tomb ligures, Seattle Art Museun. I 986 9l

serious contrast to the witty, theatrical, and "irreverenf'

architecture-the museum coffee shop interrupls rhel stately

procession and serve as an appropriate srmbol for a city

thatpndes ilselfasa linkbetween East and wesi

and also enhanccs its qualities and clariiles its signincance.
The insiallaiion oi chinese sculpture at the Nelson Aikins

Museum ol Art in r-ansas ciry (fig 23) and at the seattl€  rl

Museum (fig 24) illuslraie t\vo imaginatrve appfoaches to

A polychromed and gilded wooden bodhisattva, or

enlighiened beinC, in the Nelson Alklns Museum of Arl siLs

majestically in lront ofa mural painting of the Buddha. rhc

sculpture and painiing are exccptional in thet own right,

and together lhey fotm a magnificcnt ensemble, placed in a

re seated t€mple setting wth screens lrom theseventcenth
. e 1 r u t  l _ e . u , o l o " .  e -  .  I  F . . " b l F h _ d  d 1  c n v i r o n

ment that recalls the religiolrs context ol the ari, subtly

emphasizes ils jmpoltance, and provldes it with a measure

The Seatue Art Museum had diffcrcnl problemsto solvc.

Their cawed sionc chinese iomb ngures had stood outdoors
in a park for years weather beaten and moss covered, they

had been almost ignored. The new seattle Art Museum,
designed by Robert Venturj and Deriise scotl-Brown and fin

ished in 1991, had a monumental siairuell that unlted lhe

museum intenor with ihe steep city sreet outside The lig

ufes were cleaned, restor€d, and placed on the stairs like

welcoming grladians for lhegalleries above. seiundercol
orfl festive afches, th€y provide a monumenlal and semr

/,1 KNOW
WHAT
I LIKE"

our involvement with at may be casual
or intense, naive or sophisticated. Ai

first we may simply react inslinctively

to a painting or building or photograph,

but thjs level of'leeling abouL an "l

know what I like" can never be fully satislying
opinions as to what consiitutes a work of an change

ove. time lmpressionist paintings of the late nineteenth cen

tury now among the most avidly sought and widely collected,

were laughed at when llrst displayed. They se€med rough

and lnnnlshed merely 'impressions"-rather than the care

fuL depiclions ol nalure people then expected to see Impres

sionisi painters like claude Moner i^ hE tsautNrnl des

cdpucrres, Pdns (fig. 25) tried to capture in pamt on canvas

the reltecied light thai rcgislers as coior in human eyes

Rather than carelulLy drawing forms he knew to enst the

branches and leaves of tfees, dark_ciothed iigures he re

corded immediate \,1sual sensations wilh llecks ofcolor. The

rough texture provides a two-dimensional interest that is

qute jndependent ofthe paintings subjecl The mlnd's eye
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25. Claude Monet. Bou.vd.d des Cdpu.ines, Pdns.1873:14
oi l  on canvas,3 l  r /ax4r la (79.4x59.r  cm).TheNelson
Atkins Museum of Art, Kansas cily, Missourl
Itrchase: the Kennelh A rnd flelen F. spen.erFoundarion
A.qurs tron Fund 1F72 35)

26 Vjncent van Gogh Srrr4ouea 1888 Oiloncanvas,
36yq x283/q ' (92.r  x  73 cm).  rhe Nat ionalGal lery

inteprets the anay ofcolors as the solid Ibrms ol natufe, sud
denlypefceiving the coraldaubs in the lower rlght, for exam
ple, as a balloon man when the oitic Louis L€roy reviewed
this painung the Iirst tjme it was exhibiied, he sneered: "Only,

be so good as to tell me what ihose innumerable black
tongue lickings in the lou,er pati of the ticture represent?'
lle charivdti, Aptil 25, I 874). Today we easily see a street in
early spring filled wilh horse draun cabs and sifoling men
and wom€n In this magical moment the long'dead arrist and
the live viewe6join to fe create nineteenth century Paris

An history in contrast to art criticism, combines tle
fomal analysis oi works of ad conc€ntrating mainly on
the visual elements in lh€ workofat with the study of the
works broad histodcal cont€xt Athistorians draw on biog
raphy to leam about aitisis' Iives, social hisiory to undeF
stand the economic and politicalforces shaping artisls, then
patrons, and their public, and ihe Nstory of ideas to gain an
understandjng of the intellectual currenls influencing anjsts
work. They also study the history of othef arts including
music, drama, lileratuf€ to gain a.icher sense ofthe con
text ol the visual arls Every sculpture o. painting presents a
challenge. Ev€n a glowingpainting like Vincent van Cogh's
surl.,we,s (fig 26), of 1888, to which we may r€act wiih
spontaneous enthusiasm, Idrces L's to think about att, as
well as feel and admi.e ii

our lirst rcaction is ihai sur/lor4rers is a joyous, colorlirl

paintingofa sinple subj€ct But this ls far more than a bunch
offlow€rs in a simple pot in a sunlit room. Art history mak€s
us search fofmore. The$rface of the painting is richly built
up van cogh laid on the ihick oil paint with caretul calc!
lation. The brillianiyellow ground that looks ilatin a repro
duction in fact fesembles a tighily woven baskei or texlile,
so deliberately and cafetully llaced are ihe small brush
strokes. The space is suggested simply by two hor'zontal
stdpes, two bands of gold diilerent in intensiq/ and separat-
ed by just the slightest blue line, the colorofmaximum con
r '  I  H - ' e . i n ;  I  r h r r r i  - . p - p  1 l r . - l . i ' - . w  i n d g r p
atable,asun filled room Butdid van cogh se€ apotolflow
ers on a windowsill, against the blazing, shimmering heat
and light of the true $n? Van Gogh had a foubled life, and
lhat knowledge makes us reflect on the possible meaning of
thc painting to him-for the pajnting, despite its brightness,
rcflects something oninous, a forebodlng of the arlisfs
lonelin€ss and despair to come

As \aewers we pattrcipate in the re creation of a work of
alt, a.d its meaning changes liom individual to individual,
frcm era to era. Once we welcome the arts into our life, w€
have a ready source ofsustenance and challenge ihat grows,
changes, mellows, and enriches our darly experience. No mat-
ter how much we study or read about art and artists, ev€ntu
ally we retum !o the coniemplation ofthe work ilselt for al1
is lhe tangibLe evidence of the ever questing human spirit.
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