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Preface

ELCOME TO THE SEVENTH EDITION OF JANSON’S CLASSIC TEXTBOOK,

officially renamed Janson’s History of Art to reflect its relationship

to the book that introduced many generations of students to art

history. For many of us who teach introductory courses in the

history of art, the name Janson is synonymous with the subject matter we present.

When Prentice Hall first published the History of Arr in 1962,
John F. Kennedy occupied the White House, and Andy Warhol
was an emerging artist. Janson offered his readers a strong focus
on Western art, an important consideration of technique and style,
and a clear point of view. The History of Art, said Janson, was not

just a stringing together of historically significant objects, but the

writing of a story about their interconnections—a history of styles
and of stylistic change. Janson’s text focused on the visual and tech-
nical characteristics of the objects he discussed, often in extraordi-
narily eloquent language. Janson’s History of Art helped to estab-
lish the canon of art history for many generations of scholars.
Although largely revamped, this new edition follows Janson’s
lead in important ways: Itis limited to the Western tradition, with
the addition of a chapter on Islamic art and its relationship to
Western art. (Those of us with early Janson editions will remem-
ber that Islamic art was included in the first edition.) It keeps the
cocus of the discussion on the object, its manufacture, and its visu-
al character. It considers the contribution of the artist as an impor-
want part of the analysis. This edition is organized along the lines
established by Janson, with separate chapters on the Northern
European Renaissance, the Ttalian Renaissance, Baroque art, and
the High Renaissance, with stylistic divisions for key periods of the
modern era. This edition also creates a narrative of how art has
changed over time in the cultures that Europe has claimed as its
patrimony and that Americans have claimed through their con-

aection to Europe.

WHAT’S NEW IN JANSON’S HISTORY OF ART?

“The history of art is too vast a field for anyone to encompass all
of it with equal competence.”

—H. W.JANSON, from the Preface to

the first edition of History of Ait

Janson’s History of Art, seventh edition, is the product of careful
revision by a team of scholars with different specialties, bringing
great depth to the discussions of works of art. We incorporate new
discoveries in our fields into the text, including new archeological
finds, such as the Charioteer of Motya; new documentary evi-
dence, such as that pertaining to Uccello's Battle of San Romano;
and new interpretive approaches, such as the importance of

nationalism in the development of Romanticism.

New Organization and
Contextual Emphasis

Most of the chapters have been reorganized to integrate the
media into chronological discussions instead of discussing them
in isolation from one another, which reflected the more formalis-
tic approach used in earlier editions. Even though we draw con-
nections among works of art, as Janson did, we emphasize the
patronage and function of works of art and the historical cir-
cumstances in which they were created. We explore how works

of art have been used to shore up political or social power.
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tern art hlstor\ €ncompasses a ng’lt many dlstmct ChI‘OH()-

gical and cultural periods, which we wish to treat as distinct

cntities. So we present Etruscan art as evidence for Etruscan cul-

ture., not as a precursor of Roman or a follower of Greek art. Rec-

sznizing the limits of our knowledge about certain periods of his-

we examine how art historians draw conclusions from

Iy,

orks of art. The boxes called The Art Historian’s Lens allow stu-
dents to see how the discipline works. They give students a bet-
rer understanding of the methods art historians use to dev elop
art-historical arguments. Primary Sources, a distinguishing fea-
ture of Janson for many editions, have been incorporated
throughout the chapters to support the analysis provided and to

further inform students about the cultures discussed.

Women in the History of Art

Another important feature of this edition of Janson’s is the greater
visibility of women, whom we discuss as artists, as patrons, and
as an audience for works of art. Inspired by contemporary
approaches to art history, we also address the representation of
women as expressions of specific cultural notions of femininity or

as symbols.

Objects, Media, and Techniques

Many new objects have been incorporated into this edition to
reflect changes in the discipline. Approximately 25 percent of the
objects we discuss are new to the book. The mediums we discuss
have been expanded to include not only modern art forms such
as installations and earth art, but also the so-called minor arts of
carlier periods—such as tapestries, metalwork, and porcelain.
Discussions in the Materials and Techniques boxes illuminate this

dimension of art history.

The Images

Not only have new objects been introduced, but every reproduc-
tion in the book also has been refreshed and expertly examined
for fidelity to the original. We have obtained new photographs
directly from the holding institutions to ensure that we have the
most accurate and authoritative illustrations. Every image that
could be obtained in color has been acquired. To further assist
both students and teachers, we have sought permission for elec-
tronic educational use so that instructors who adopt Janson’s His-
tory of Art will have access to an extraordinary archive of high
quality (over 300 dpi) digital images for classroom use. (See below

for more detail on the Prentice Hall Digital Art Library.)

Chapter by Chapter Revisions

With six different specialists examining every chapter, and an
exhaustive peer review process, the revisions to the textare far too
extensive to enumerate in detail. Every change aims to make the
text more useful to instructors and students in art history class-
rooms. The following list includes the major highlights of this

new edition:

X1v PREFACE

INTRODUCING ART
Completely new, this section provides models of art-historical analysis
and definitions of art-historical terms, while providing an overview of

the important questions in the discipline.

CHAPTER |: PREHISTORIC ART
Lengthened to include more information on the various contexts in
which works of art are found. Expands upon the methods scholars
(both art historians and anthropologists) use to understand artwork.
Offering a wider range of interpretations, the text clarifies why schol-

ars reconstruct the prehistoric world as they do

CHAPTER 2: ANCIENT NEAR EASTERN ART
Expanded and reorganized to isolate cultures flourishing contempo-

rancously in the ancient Near East.

CHAPTER 3: EGYPTIAN ART
Includes an updated discussion of the Egyptian worldview, and relates
Egyptian artworks to that view. Incorporates a greater number of
works featuring women, such as the extraordinary Portrait of Queen

Tiy.

CHAPTER 4: AEGEAN ART

Examines how we construct our knowledge of an ancient society
through studying works of art and architecture. Focuses also on indi-
viduals who contributed to our understanding of these societies, such

as Heinrich Schliemann and Sir Arthur Evans.

CHAPTER 5: GREEK ART
Significant new artworks have been added to this chapter, such as the
spectacular Charioteer of Motya. The organization is altered radically
to adhere more closely to a chronological, rather than medium- based,
sequence. Expands discussions of the architecture of the Athenian

Akropolis and Hellenistic art as a whole.

CHAPTER 6: ETRUSCAN ART
Discussion of Etruscan art is altered in order to characterize it as a
visual culture in its own right rather than as an extension of Greek
artor a precursor of Roman art. The palatial architecture at Murlo is

included.

CHAPTER 7: ROMAN ART
Features a greatly expanded section on art of the Republic, and a
greater discussion of architecture in general. New works, such as the
magnificent Theater of Pompey, are included. The organization is also
radically altered to follow a chronological, rather than medium-based,

sequencing.

CHAPTER 8: EARLY CHRISTIAN AND BYZANTINE ART
Accentuates changes and political dimensions in Early Christian art
that occurred when Christianity became an accepted religion of the
Roman Empire. Architecture is discussed in greater depth, stressing
how the buildings were experienced. The iconography (i.c., meaning)
of the forms employed is examined. The chapter expands the discus-

sion of icons and of the iconoclastic controversy.

CHAPTER 9: ISLAMIC ART
Reintroduces Islamic art to the text. Seeks both to give a good general
overview of Islamic art and to emphasize the connections between
Islamic art and the art of the European West. The many common val-

ues of both types of art are examined.

CHAPTER 10: EARLY MEDIEVAL ART
Enlarges discussion of carly minor arts. Discusses Irish manuscripts
more thoroughly in terms of meaning and in relationship to Roman
art. Expands the discussion of Charlemagne’s political and social goals
and the use of art to further that agenda. Places more emphasis on how

women were viewed and represented.




CHAPTER | 1: ROMANESQUE ART
Expands discussion of the art of the pilgrimage road, including Sant
Vinceng at Cardona and Saint-Genis-des-Fontaines. Focuses on the
role of women as subject and patron. Reorganization of chapter allows
integration of the various mediums to promote understanding that,
despite intrinsic differences, the works demonstrate common aspira-

tions as well as fears.

CHAPTER 12: GOTHIC ART
Reconfigured to remove Italian art (now in Chapter 13) and some
International Style monuments (now in Chapter 14). Treats develop-
ment of Gothic architecture more cogently by the introduction of new
examples (e.g., the interiors of Notre-Dame of Laon and Notre-Dame
of Paris). Discussion of Sainte-Chapelle and Spanish Gothic art is added.

CHAPTER 13: ART IN THIRTEENTH- AND

FOURTEENTH-CENTURY ITALY
Separates the thirteenth-and fourteenth-century Italian situation from
the rest of Europe to highlight its specific role as a bridge between
medieval and Renaissance art. New works include Simone Martini’s
Annunciation and Andrea da Firenze’s Way of Salvation in the Spanish
Chapel. New section added on northern Italy in the fourteenth
century.

CHAPTER 14: ARTISTIC INNOVATIONS IN
FIFTEENTH-CENTURY NORTHERN EUROPE
Now placed before the Italian fifteenth-century chapter, the new struc-
ture of the chapter integrates works of art of a particular time and place
to emphasize historical context. Updates discussions of key works.

Treats printmaking and the printed book in detail.

CHAPTER 15: THE EARLY RENAISSANCE IN
FIFTEENTH-CENTURY ITALY

Situates art in specific moments or geographic regions and discusses

different mediums in relation to their context. Emphasizes role of

patronage. Introduces new sections on art outside of Florence. Treats
cassone panels and other works of art for domestic contexts. Fra
Angelico’s Annunciation at San Marco, Brunelleschi’s Ospedale degli
Innocenti, Piero della Francesca’s work for the court of Urbino, and
Mantegna’s Camera Picta in Mantua are included.

CHAPTER 16: THE HIGH RENAISSANCE

IN ITALY, 1495-1520
Explains why a group of six key artists continue to be treated in mono-
graphic fashion. Focuses on the period 1495-1520, removing late
Michelangelo and Titian to Chapter 17. Leonardo’s drawing of the
Vitruvian Man and Michelangelo’s Roman Pieta are added. Updates
discussions of art, including Leonardo’s The Virgin of the Rocks and
Giorgione’s The Tempest.

CHAPTER 17: THE LATE RENAISSANCE AND MANNERISM
IN SIXTEENTH-CENTURY ITALY
Follows a geographic structure, starting with Florence under the
Medici dukes, and then moves among the regions of Rome, northern
[taly, and Venice. Stresses courtly and papal patronage, as well as the
founding of the Accademia del Disegno in Florence. Integrates late

CHAPTER 19: THE BAROQUE IN ITALY AND SPAIN

Examines Caravaggio’s and Bernini’s roles in the Counter-Reforma-
tion. Discusses religious orders and the papacy, and develops an under-
standing of the role of women, women artists, the poor, street people,
and the full nature of seventeenth-century life. New works include
Bernini's Baldacchino and his bozzetto for a sculpture, as well as the por-
trait of Juan de Pareja by Velaszquez and Gentileschi’s Self-Portrait as
the Allegory of Painting.

CHAPTER 20: THE BAROQUE IN
THE NETHERLANDS

Examines political and religious differences and artistic connections in
the Netherlands. Explores the importance of Rubens through an
examination of his workshop. The concept of an open market is treat-
ed in a discussion of the Dutch landscape, the still life, and the genre
painting of Northern Europe. Works by Judith Leyster and Clara
Peeters added, and with Rachel Ruysch the discussion focuses on the

new status OfthCSC women artists.

CHAPTER 21: THE BAROQUE IN
FRANCE AND ENGLAND

Considers concept of classicism in the paintings of Poussin and the
architecture of Jones and Wren. New works include Poussin’s Death of
Germanicus and Landscape with St. John on Patmos, as well as
Le Brun’s diagram of facial expressions and Wren's steeple of St. Mary-
Le-Bow.

CHAPTER 22: THE ROCOCO

Explores the Age of Louis XV using new examples by Watteau and
Fragonard, including Gersaint’s Signboard and The Swing. Pastel paint-
ing by Rosalba Carriera and Vigée-Lebruns Portiait of Marie
Antoinette with Her Children are introduced. An example of Sevrés

porcelain emphasizes the importance of decorative arts in this era.

CHAPTER 23: ART IN THE AGE OF THE ENLIGHTEN-
MENT, 1750-1789

Rewritten to focus more on the time period from roughly 1750 to 1789
than on Neoclassicism in particular. Emphasizes Neoclassicism’s
reliance on logic, morality, and the Classical past, while also pointing
to the burgeoning importance placed on emotion, the irrational, and
the sublime. Includes works by Mengs, Batoni, Hamilton, Wright of
Derby, Gabriel, and Peyre.

CHAPTER 24: ART IN THE AGE OF ROMANTICISM,

1789-1848
This entirely restructured chapter defines Romanticism and empha-
sizes the importance of emotion, individual freedom, and personal
experience. It examines imagination, genius, nature, and the exotic.
Puts Romanticism into the context of the perceived failures of the
Enlightenment and French Revolution. More strongly states the idea

of nationalism as a Romantic theme.

Michelangelo and Titian into these discussions. New discussions
CHAPTER 25: THE AGE OF POSITIVISM:

REALISM, IMPRESSIONISM, AND THE
PRE-RAPHAELITES, 1848-1885

included for Bronzino, Titian’s Venus of Urbino, and the work of

Lavinia Fontana.

CHAPTER 18: RENAISSANCE AND REFORMATION

IN SIXTEENTH-CENTURY NORTHERN EUROPE
Describes works of art in five different geographical regions. Consid-
ers the spread of Italian Renaissance style and the development of local
traditions, among discussions of the Reformation and other crises.

Includes new discussion of the Isenheim Altarpiece.

Organizes around the concept of Positivism, the reliance on hard fact,
and the dramatic social transformations that artists recorded. Expands
the photography discussion. Focuses on the use of iron in engineering
and architecture, especially in the Crystal Palace and the Eiffel Tower.
Associates Rodin with Symbolism. Includes Daumier and Millet in the

discussion of Realism.
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CHAPTER 26: PROGRESS AND ITS DISCONTENTS:

POST-IMPRESSIONISM, SYMBOLISM, AND

ART NOUVEAU, 1880-1905
Emphasizes historical context rather than the Modernist tradition.
Stresses disturbing psychology of the period and its manifestation in
a7t Places Frank Lloyd Wright here and into the context of the Chica-
20 School. Photography section now includes Kisebier's Blessed Art
Tom Among Women, which is dealt with in a feminist context. Includes

a work by Lartigue.

CHAPTER 27: TOWARD ABSTRACTION:

THE MODERNIST REVOLUTION, 1904-1914
First of three chapters on modern art that are radically restructured
using chronology; internally reorganized on a thematic basis. Empha-
sizes the social forces that resulted in radical formal and stylistic devel-
opments between 1904 and 1914 that culminated in abstractionism.
Places significant emphasis on Duchamp. Additions include Braque’s
The Portuguese and Duchamp’s Nude Descending a Staircase, No. 2. Sig-
nificantly revamps American art.

CHAPTER 28: ART BETWEEN THE WARS
Structured around the impact of World War I and the need to create
utopias and uncover higher realities, especially as seen in Surrealism.

NEW FEATURES OF EVE

THE INTRODUCTORY ART HISTORY STUDENT IS TRYING
TO MASTER MANY DIFFERENT SKILLS—/anson’s History
of Art assists students with its beautful reproductions
and strong narrative approach. It also includes new

boxed features to enhance student learning:

® MATERIALS AND TECHNIQUES
® THE ART HISTORIAN’S LENS

® ART IN TIME

® PRIMARY SOURCES

= SUMMARIES

MATERIALS AND TECHNIQUES:
Hlustrations and explanations of processes

used by artists.

xXVi PREFACE

RY CHAPTER

Treats Dada chronologically and geographically. Includes lengthy dis-
cussion of Duchamp in New York, with Fountain added. Represents
films as seen in the work of Man Ray and Dali. Integrates discussion of
Mondrian and De Stijl architecture, as well as Bauhaus artists and
architects.

CHAPTER 29: POSTWAR TO POSTMODERN, 1945-1980

Emphasizes the impact Cage and Rauschenberg had on the develop-
ment of American Art. Adds Conceptual Art of Brecht and the hap-
penings and environments of Kaprow. Other additions include
Ruscha, Flavin, and Serra, with new explorations of Paik and Hesse.
Focuses on ethnic identity and gender issues with the newly added
artists David Hammons and Judy Chicago.

CHAPTER 30: THE POSTMODERN ERA: ART SINCE 1980

Presents the concept of Postmodernism in clear, simple terms. Empha-
sizes the period’s pluralism and the view of art as having no limits.
Adds architects Venturi, Moore, Johnson, Hadid, Libeskind, and
Piano; and artists Basquiat, Holzer, Polke, Viola, Gonzalez-
Torres, Smith, Hirst, and Cai Guo-Qiang.

The BIBLIOGRAPHY has been thoroughly updated by Mary
Clare Altenhofen, Fine Arts Library, Harvard College Library.

<ould be placed over the desgn to serve 25 3 guide for replicating the

Drawings

edieval artists had used the technique of drawing to record monu-

mencs they had seen or to preserve compositions for future wse.
These drawings were usually made with pen and ink on parchment.
During the Renaissance, the increasing avaiabilty of paper expanded the
uses of drawings and encouraged artsts to use a variecy of meda in

image on 2 larger scale. Or cartoons for frescoes could be pricked along
the main lines of the design: through these tiny holes a powder was
forced to reproduce the design on the wall. This is called pouncing.

In the sixceenth century, drawings became prized in their own rght
and were collected by artists, patrons, and connorsseurs. The drawing
was thought to reveal something that 2 finished work could not: the
artist’s process, the artsc’s personalty. and ukimacely. the ardisc’s gerius

making them.

Pen and ink on paper were used most ofen, a5 the liquid ink could be.
transferred to the paper using 2 sharp quill pen or stylus. Sometimes the
forms drawn with ink were further elaborated with 3 wash (usually dit-
ed ink) applied with a brush. Some artists preferred to work with liquid
media and thin brushes to render allthe forms.

Artists also drew on the relatively rough surface of paper using char-
coal or chalic These naturally occurring materis are both dry and
crumbly enough to leave traces when the artist applies them to the
paper. The lines they leave can be thick or thin, rendered with carehully
descriptive marks, or with quick evocative strokes. Artists could smodge
these soft meda to soken contours and fillin shadows, or 1o produce
paralil ines called hatching to describe shadows. See, for example, the
variety of strokes Michelangelo used to make the red chalk study for
the Lbyon Syl on the Sistine Chapel ceiling
More dificult to mascer was the technique of siverpoint. This encaled
wsing 2 meaal sylus o leave marks on 3 surface. Siver was the most
prized mecal for this technique, though lead was also used. Mistakes could
ot be undone. 50 i took great skill to work in siverpoint. To make siver
leave traces on paper, the paper had to be stffened up by coating it with
2 moxzure of finely ground bone and sz (a gluelike substance). Such coat-
ings were sometmes tinted. When the siiver stylus is applied, thin deli-
cate fines are lek behind thac darken with age.

Renaissance artists also expanded the wses of drawings. Apprentices
learned how 0 render forms using drawings; artists worked out solu-
tons 10 visual problems with drawings. Drawings were also used t 5 .
‘enable artists to negotiate contracts and to record finished works 35 3 P ke o f-/‘l.
kind of dary or model book. x
Artsts also made cartoons, or full-sale patcerns, for larger works such
23 frescoes or tapestries (see fig, 16.27). Transferring designs from draw-
ings onto larger surfaces could be achieved in 3 number of ways. A grid
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Michelangelo. Studies for the Libyan Sibyl. Red chalk, 11'% x §,”
(289 % 21.4 cm). The Metropolitan Muscum of Art, New York.
The Purchasc, Joseph Pulitzer Bequest, 1924 (24.197.2)

while the compaositi
is particularly ¢

drama. The nud

the ceiling pla
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Art reficcted this complex era. Styles old and new mingled and
evoived. Traces of the Rococo and Baroque remained as new trends
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art, advocated emotion, imagination, and the supremacy of Nature.
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Introducing Art

HO WAS FREELOVE OLNEY scoTT? Her portrait (fig. 1.1) shows
us a refined-looking woman, born, we would guess, into an aris-
tocratic family, used to servants and power. We have come to

accept John Singleton Copley’s portraits of colonial Bostonians,

such as Mrs. Joseph Scott, as accurate depictions of his subjects and their lifestyles. But

many, like Mrs. Scott, were not what they appear to be. Who was she? Let’s take a

closer look at the context in which the painting was made.

ART IN CONTEXT

Copley was one of the first American painters to make a name for
himself throughout the American colonies and in England.
Working in Boston from about 1754 to 1774, he became the most
sought after portraitist of the period. Copley easily outstripped
the competition of “face painters,” as portraitists were derogato-
rily called at the time, most of whom carned their living painting
signs and coaches. After all, no successful British artist had any
reason to come to America, for the economically struggling

colonies were not a strong market for art. Only occasionally was

I.1. John Singleton Copley, Mis. Joseph Scott. ca. 1763.
Oil on canvas, 69% x 39%"(176.5 X 100 cm).
Collection of The Newark Museum, Newark, New Jersey. 48.508

a portrait commissioned, and typically, artists were treated like
craftsmen rather than intellectuals. Like most colonial por-
traitists, Copley was self-taught, learning his trade by looking at
black-and-white prints of paintings by the European masters.
As we can see in Mrs. Joseph Scorr, Copley was a master at
painting textures, all the more astonishing when we realize that
he had no one to teach him the tricks of the painter’s trade. His
illusions are so convincing, we think we are looking at real silk,
ribbons, lace, pearls, skin, hair, and marble. Copley’s contempo-
raries also marveled at his sleight of hand. No other colonial

painter attained such a level of realism.
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1.2. Andy Warhol. Gold Marilyn Monroe. 1962. Synthetic polymer
paint, silk-screened, and oil on canvas, 6'114” x 4’7" (2.12 X 1.39 m).
The Museum of Modern Art, New York, Gift of Philip Johnson.

© 2006 Andy Warhol Foundation for the Visual Arts/© Artists
Rights Society (ARS), New York, ™/© 2005 Marilyn Monroe,
LLC by CMG Worldwide Inc., Indianapolis, Indiana 46256
USA.www.MarilynMonroe.com

However, Copley’s job was not just to make a faithful copy of
what he saw, but to project an image of Mrs. Scott as a woman of
impeccable character, limitless wealth, and aristocratic status.
The flowers she holds are a symbol of fertility, faithfulness, and
feminine grace, indicating that she is a good mother and wife,and
a charming woman. Her expensive dress was imported from
London, as was her necklace. Copley may have elevated her sta-
tus a bit more by giving her a pose taken from one of the prints of
British or French royalty that he undoubtedly had on hand.

Not only is Mrs. Scott’s pose borrowed, but most likely her
dress and necklace, as well, for the necklace appears on three
other women in Copley portraits. In other words, it was a studio
prop. In fact, except for Mrs. Scott’s face, the entire painting is a
fiction designed to aggrandize the wife of a newly wealthy Boston
merchant, who made a fortune selling provisions to the occupy-
ing British army. The Scotts were nouveau riche commoners, not
titled aristocrats. By the middle of the eighteenth century, rich
Bostonians wanted to distinguish themselves from their less suc-
cesstul neighbors. Now, after a century of trying to escape their
British roots (from which many had fled to secure religious free-
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dom), they sought to imitate the British aristocracy, even to the
point of taking tea in the afternoon and owning English Spaniels,
a breed that in England only aristocrats were permitted to own.

Mr. Scott commissioned this painting of his wife and a por-
trait of himself, not just to record their features, but to showcase
the family’s wealth. These pictures were extremely expensive and
therefore status symbols, much like a Mercedes or a diamond ring
from Tiffany’s is today. The portraits were displayed in the pub-
lic spaces of the house where they could be readily seen by visi-
tors. Most likely they hung on either side of the mantle in the
living room, or in the entrance hall. They were not intended as
intimate affectionate resemblances destined for the private spaces
in the home. If patrons wanted cherished images of their loved
ones, they would commission miniature portraits, like the one in
fig. 18.28 by Nicholas Hilliard. Miniatures captured the likeness
of the sitter in amazing detail and were often so small they could
be encased in a locket that a woman would wear on a chain
around her neck, or a gentleman would place in the inner breast
pocket of his coat, close to the heart. But the scale and lavishness
of Copley’s portrait add to its function as a status symbol.

If Mrs. Scott’s portrait is rich with meaning, so is another

image of a woman produced almost 200 years later: Andy

1.3. Virgin of Vladimir. Icon, probably from Constantinople. Faces only,
12th century; the rest has been retouched. Tempera on panel, height
approx. 31" (78 cm). Tretyakov Gallery, Moscow




1.4. Khafra, from Giza.
ca. 2500 BCE. Diorite,
height 66" (167.7 cm).
Egyptian Museum, Cairo

Warhol’s Gold Marilyn Monroe (fig. 1.2) of 1962. In a sense, the
painting may also be considered a portrait, because it portrays the
famous 1950s film star and sex symbol. Unlike Mis. Joseph Scott,
however, the painting was not commissioned by Monroe or her
family. Warhol chose the subject himself and made the painting
to be exhibited in a commercial art gallery, where it could be pur-
chased by a private collector for display in a home. Of course, he
hoped ultimately it would end up in a museum, where a great
number of people would see it—something Copley never con-
sidered because public museums did not exist in his day. In con-
trast to Copley, Warhol was not obliged to flatter his subject. Nor
did he painstakingly paint this picture to create an illusionistic

image. Gold Marilyn Monroe has no details and no sense of tex-

ture, as hair and flesh appear to be made of the same material
paint. Instead, the artist found a famous newspaper photograph
of the film star and silkscreened it onto canvas, a process that
involves first mechanically transferring the photograph onto a
mesh screen and then pressing printing ink through the screen
onto canvas. He then surrounded Marilyn’s head with a field of
broadly brushed gold paint.

Warhol’s painting is a pastiche of the public image of Mon-
roe as propagated by the mass media. He even imitates the slop-
py, gritty look and feel of color newspaper reproductions of the
period, for the four process colors of printing were often misreg-
istered, that is, they did not align properly with the image. The
Marilyn we are looking at is the impersonal celebrity of the
media, supposedly glamorous with her lush red lipstick and
bright blond hair but instead appearing pathetically tacky
because of the garish color (blond hair becomes bright yellow)
and grimy black ink. Her personality is impenetrable, reduced
to a public smile. The painting was prompted, in part, by Mon-
roe’s recent suicide. The real Marilyn suffered from depression,
despite her glamorous image. Warhol has brilliantly expressed

the indifference of the mass media that glorifies celebrities by sat-

urating a celebrity-thirsty public with their likenesses, but tells
us nothing meaningful about them and shows no concern for
them. Marilyn Monroe’s image is about promoting a product,
much as the jazzy packaging of Brillo soap pads or Campbell’s
soup cans is designed to sell a product without telling us anything
about the product itself. The packaging is just camouflage.
Warhol floats Marilyn’s face in a sea of gold paint, imitating icons
of Christ and the Virgin Mary that traditionally surround these
religious figures in a spiritual aura of golden, heavenly light (fig.
L.3). But Warhol’s revered Marilyn is sadly dwarfed in her celes-
tial gold, adding to the poignancy of this powerful portrait,
which so trenchantly comments on the enormous gulf between
public image and private reality.

As we examine the circumstances in which Mis. Joseph Scott
and Gold Marilyn Monroe were created, we begin to understand
how important context s to the look and meaning of works of art,
and therefore, to the stories they tell. Although Copley and
Warhol shared the context of being American artists, they
worked in very different times, with diverse materials and tech-
niques, and for a different type of clientele, all of which tremen-
dously affected the look and meaning of their portraits. Because
their art, like all art, served a purpose, it was impossible for either
of them to make a work that did not representa point of view and
tell a story, sometimes many stories. Like great works of literature
or music, memorable works of art tell powerful stories whose
meanings become clearer when we explore the layers of context
in which the works were made.

Many factors determine the style and meaning of a work of
artand contribute to its powerful presence. For centuries, art cre-
ated with a political or religious agenda had been used by the
state and the church to promote an image of superiority and
authority. Ancient Egyptian rulers understood art’s power and
used it to project their own, sometimes clothing their power in
benevolence. Monumental stone sculptures typically depicted
Egyptian kings and queens with one hand open for mercy, the
other closed in a fist (seen in profile in fig. 1.4). Religious images,

such as Raphael’s Alba Madonna (see fig. 15), expressed the

I.5. Raphael. Alba Madonna. ca. 1510. Oil on panel, diameter 374"
(94 cm). National Gallery of Art, Washington, DC. Andrew Mellon
Collection

INTRODUCING ART XXt



I.6. The Great Sphinx, Giza. ca 2570-2544 BCE.

height 65" (19.81 m)

1.7. Grant Wood. American Gothic. 1930. Oil on board, 244 X 244"
743 %624 cm). The Art Institute of Chicago, Friends of American
Art Collection. Art © Grant Wood/Licensed by VAGA, NewYork
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Sandstone,

idealized, perfected state of existence that its pious patron
believed was attainable through Catholicism. Art meant for
domestic settings, such as many landscape paintings or still lifes
of fruit, dead game, or flowers, also carry many messages. Such
images are far from simple attempts to capture the splendor and
many moods of nature or to show off the painter’s finesse at cre-
ating a convincing illusionistic image. The carefully rendered
natural and man-made objects in Clara Peeters’s Szll-Life of
Fruit and Flowers (fig. 20.11) remind a viewer of the pleasures of
the senses, but also of their fleeting nature.

Art also has the power to evoke entire historical periods.
Images of the pyramids and the Great Sphinx (fig. 1.6), for exam-
ple, conjure up the grandeur we associate with ancient Egyptian
civilization. Similarly, Grant Wood’s famous 1930 painting
American Gothic (fig. 1.7) reinforces the perception that humor-
less, austere, hardworking farmers populated the American Mid-
west at that time. In the context of popular mythology, the paint-

ing has virtually become an emblem of rural America.

Changing Contexts, Changing Meanings

American Gothic has also become a source of much sarcastic
humor for later generations, which have adapted the famous
pitchfork-bearing farmer and his sour-faced daughter for all
kinds of agendas unrelated to the artist’s message. Works of art
are often appropriated by a viewer to serve in contexts that are
quite different from those initially intended, and, as a result, the
meanings of such works change radically. The reaction of some
New Yorkers to The Holy Virgin Mary (fig. 1.8) by Chris Ofili
reflects the power of art to provoke and spark debate, even out-
rage. The work appeared in an exhibition titled Sensation: Young
British Artists from the Saatchi Collection, presented at the Brook-
lyn Museum in late 1999. Ofili, who is British of African descent,
made an enormous picture depicting a black Virgin Mary. He
used dots of paint, glitter, map pins, and images of genitalia taken
from popular magazines to suggest fertility. In African traditions,
many representations of females are about fertility. In his paint-
ing, Ofili blended an African theme with Christian imagery,
inadvertently offending many Westerners unfamiliar with the
artist’s cultural heritage. Instead of hanging on the wall, this enor-
mous painting rested on two large wads of elephant dung, an
arrangement that the artist had used many times for his large can-
vases since 1991. Elephant dung is held sacred in Zimbabwe, and
for Ofili, a devout Catholic, the picture was about the elemental
sacredness of the Virgin.

Many art historians, critics, and other viewers found the pic-
ture remarkably beautiful—glittering and shimmering with a
delicate, ephemeral otherworldly aura. Many Catholic viewers,
however, were repulsed by Ofili’s homage to the Virgin with its
so-called pornographic details. Instead of viewing the work
through Ofili’s eyes, they placed the painting within the context
of their own experience and beliefs. Consequently, they inter-
preted the depiction of the dung and genitalia (and probably even
a black Virgin, although this was never mentioned) as sacrile-
gious. Within days of the opening of the exhibition, the painting

had to be put behind a large Plexiglas barrier. One artist hurled




1.8. Chris Ofili. The Holy Virgin Mary. 1996. Paper collage, oil paint,
glitter, polyester resin, map pins, and elephant dung on linen,

711" x5 117" (2.44 X 1.83 m). The Saatchi Gallery, London.

© Chris Ofili

horse manure at the facade of the Brooklyn Museum, claiming “I
was expressing myself creatively”; another museum visitor
sneaked behind the Plexiglas barrier and smeared the Virgin
with white paintin order to hide her. But the greatest attack came
from New York’s Mayor Rudolph Giuliani, a Catholic, who was
so outraged he tried to eliminate city funding for the museum.
Ultimately, he failed, but only after a lengthy lawsuit by the muse-
um. The public outrage at Ofili’s work is one episode in a long
tradition that probably goes back to the beginning of image mak-
ing. Throughout history, art has often provoked outrage, just as
it has inspired pride, admiration, love, and respect. The reason is
simple. Art is never an empty container; rather, it is a vessel
loaded with meaning, subject to multiple interpretations, and

always representing someone’s point of view.

Social Context and Women Artists

Because the context for looking at art constantly changes, as soci-
ety changes, our interpretations and insights into art and entire
periods evolve as well. For example, when the first edition of this
book was published in 1962, women artists were not included,
which was typical for textbooks of the time. America, like most
of the world, was male-dominated, and history focused on men.
Women of that era were expected to be wives and mothers. If they
worked, it was to add to the family’s income. They were not sup-

posed to become artists, and the few known exceptions were not

taken seriously by historians, who were mostly male. The femi-
nist movement, beginning in the mid 1960s, overturned this
restrictive perception of women’s roles. As a result, in the last 40
years, art historians—many of them women—have “rediscov-
ered” countless women artists. Many of these women were out-
standing artists, held in high esteem during their lifetimes,
despite having to struggle to overcome powerful social and even
family resistance against women becoming professional artists.

One of these rediscovered women artists is the seventeenth-
century Dutch painter Judith Leyster, a follower, if not a student.,
of Frans Hals. Over the centuries, all of Leyster’s paintings were
attributed to other artists, including Hals and Gerrit van Hont-
horst. Or the paintings were labeled “artist unknown.” At the end
of the nineteenth century, however, Leyster was rediscovered
through an analysis of her signature, documents, and style, and
her paintings were gradually restored to her name. It was only
with the feminist movement that she was elevated from a minor
figure to one of the more accomplished painters of her generation,
one important enough to be included in the history of art. The
feminist movement inspired a new context for evaluating art, one
that had an interest in celebrating rather than denying women’s
achievements, and which was concerned with studying issues
relating to gender and how women are portrayed in the arts.

A work like Leyster’s Self-Portrait (fig. 1.9), from about 1633,
1s especially fascinating from this point of view. Because of its size
and date, this may have been the painting the artist submitted as
her presentation piece for admission into the local painters’ guild,
the Guild of St. Luke of Haarlem. Women were not encouraged

to join the guild, which was a male preserve reinforcing the

1.9. Judith Leyster. Self-Portrait. ca. 1633. Oil on canvas, 294" x 25
National Gallery of Art, Washington, DC. (72.3 X 65.3 cm). Gift of
Mr. and Mrs. Robert Woods Bliss
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fessional status of men. Nor did women artists generally take

n students. Leyster bucked both restrictive traditions as she

~arved out a career for herself in a man’s world. In her self-por-

trait, she presents herself as an artist, armed with many brushes,

sting her deft control of the medium, which the presenta-

ton picture itself was meant to demonstrate. On the easel is a

painting that is a segment of a genre scene (a glimpse of daily life),

- tvpe of painting for which she is best known. We must

ember that at this time, artists rarely showed themselves

‘orking at their easels, toiling with their hands. They wanted to
separate themselves from mere artisans and laborers, presenting
themselves as belonging to a higher class. As a woman defying
male expectations, however, Leyster needed to clearly declare
that she was indeed an artist. So she cleverly elevates her status by
not dressing as an artist would when painting. Instead, she
appears, as her patrons do in their portraits, well dressed and well
off. Her mouth is open, in what is called a “speaking likeness”
portrait, giving her a casual but self-assured animated quality, as
she appears to converse on equal terms with a visitor or viewer.
Leyster, along with Artemisia Gentileschi and Elizabeth Vigée-
Lebrun, who also appear in this book, was included in a major
1976 exhibition entitled Women Artists 1550—1950, which was
presented in Los Angeles and Brooklyn, New York, and which
played a major role in establishing the importance of women

artists.

RECOGNIZING ART

Earlier generations of art historians focused almost entirely on
three art forms: sculpture, architecture, and painting, together
called the “fine arts.” Yet recently, as artists have expanded the
materials from which they make art, art historians study a wider
variety of media used to express ideas. If we attempt to define art,
we realize that it is not simply about a physical form. What we
can see or touch in a work of art is only part of the story. The first
chapter of this book discusses remarkable prehistoric paintings
covering the walls of caves in Spain and France, some dating to
ca. 30,000 BCE. The Hall of the Bulls (fig. 1.10) appears on a wall
in Lascaux Cave in the Dordogne region of France, and dates
from ca. 16,000 BCE. Although we believe these works served
some type of function for the people who made them, the animals
they so naturalistically depicted on the walls of their caves were
produced before the advent of writing, and we have no idea
whether people at the time also thought of these expertly painted
forms as we do—as works of art. Did they even have a concept of
“art”™: a special category of communication in which the image

plaved a role other than that of a simple everyday sign, such as a

ker’s mark for danger carved on a tree?

In addition to its physical form, then, the question “How do
we recognize art?” also depends on how we know something is
art—either as an abstract idea or through our senses. The theory
thatartisalso an intellectual product is a very old notion in West-
ern culture. When the Iralian Renaissance artist Michelangelo
was carving the David (see fig. 16.13), he believed his role as sculp-

tor was to use his artistic ability to “release” the form hidden with-
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1.10. Hall of the Bulls, ca. 15,000-10,000 BCE.

Lascaux, Dordogne, France

in the block of marble he was working on. And the twentieth-
century Spanish Surrealist painter Salvador Dali once mischievi-
ously remarked that the ideas for his dreamlike paintings (see fig.
28.18) traveled down from the surrounding atmosphere through
his generous handlebar moustache. Even those of us who know
very little about art and its history have ideas about what art is
simply because we have absorbed them through our culture. In
1919, the humorous and brilliant Parisian Marcel Duchamp took
a roughly 8 by 4-inch reproduction of Leonardo da Vinci's Mona
Lisa in the Louvre Museum in Paris and drew a mustache on the
sitter’s face (fig. 1.11). Below he wrote the letters L.H.0.0.0.,
which when pronounced in French is elle a chaud au cul, which
translates, “She has hot pants.” With this phrase, Duchamp was
poking fun at the public’s fascination with the mysterious smile
on the Mona Lisa, which began to intrigue everyone in the nine-
teenth century and had, in Duchamp’s time, eluded suitable
explanation. Duchamp irreverently suggests that her sexual iden-
tity is ambiguous and that she is sexually aroused. With the child-
ish gesture of affixing a moustache to the Mona Lisa, Duchamp
also attacked bourgeois reverence for Old Master painting and
the notion that oil painting represented the pinnacle of art.

Art, Duchamp is saying, can be made by merely placing ink
on a mass-produced reproduction. It is not strictly oil on canvas
or cast bronze or chiseled marble sculpture. Artists can use any
imaginable media in any way in order to express themselves. He
is announcing that art is about ideas thatare communicated visu-
ally, and not necessarily about the materials it is made from or
how closely it corresponds to current tastes. In this deceivingly
whimsical work, which is rich with ideas, Duchamp is telling us
that art is anything that someone wants to call art, which is not
the same as saying it is good art. Furthermore, he is proclaiming
that art can be small; L.H.0.0.0. is a fraction of the size of its
source, the Mona Lisa. By appropriating Leonardo’s famous pic-
ture and interpreting it very differently from traditional read-
ings, Duchamp suggests that the answer to the question “How
do we recognize art?” is not fixed forever, that it can change and
be assigned by artists, viewers, writers, collectors, and museum
curators, who use it for their own purposes. Lastly, and this is

certainly one of Duchamp’s many wonderful contributions to




I.11. Marcel Duchamp. Mona Lisa (L.H.0.0.0.). (1919) Rectified
readymade; pencil on a reproduction. 7 X 44" (17.8 X 12 cm). Private
collection. © Artists Rights Society (ARS), New York/ADAGP,
Paris/Succession Marcel Duchamp

art, he is telling us that art can be fun; it can defy conventional
notions of beauty, and while intellectually engaging us in a most
serious manner, it can also provide us with a smile, if not a good

laugh.

Art and Aesthetics:
Changing Ideas of Beauty

One of the reasons that Duchamp selected the Mona Lisa for
“vandalizing” had to be that many people considered it the most
beautiful painting ever made. Certainly, it was one of the most
famous paintings in the world, if not the most famous. In 1919,
most people who held such a view had probably never seen itand
only knew it from reproductions, probably no better than the one
Duchamp used in L.H.0.0.0.! And yet, they would describe the
original painting as beautiful, but not Duchamp’s comical
version. Duchamp called such altered found objects as
L.H.0.0.0. “assisted readymades” (for another example, see The
Fountain, fig. 28.2). He was adamant when he claimed that these

works had no aesthetic value whatsoever. They were not to be

considered beautiful, and they were selected because they were
aesthetically neutral. What interested Duchamp were the ideas
that these objects embodied once they were declared art.
L.H.0.0.0. and the question of its beauty raises the issue of
aesthetics, which is the study of beauty, its origins and its mean-
ings, principally by philosophers. In the West, an interest in
aesthetic concepts dates back to ancient Greece. The Greeks’ aes-
thetic theories reflected ideas and tendencies of their culture. In
calling a sculpture such as the Kiitios Boy beautiful (fig. I.12), the
Greeks meant that the statue reflected what was generally agreed
to be an embodiment of the morally good or perfect: a well-
proportioned young male. Even more, this idealized form, both
good and beautiful, was thought to inspire positive emotions that
would reinforce the character of the good citizen who admired
it—an important function in the frequently turbulent city-states.
In the modern world, art historians, as well as artists, are also
influenced by a variety of aesthetic theories that ultimately mir-
ror contemporary interests about the direction of society and cul-
ture. As our world has come to appear less stable and more frag-
mented, aesthetic theories about what is true, good, or beautiful
also have come to stress the relative nature of aesthetic concepts
rather than seeing them as eternal and unchangeable. Many art

historians now argue thata work of art can hold up under several,

1.12. Kritios Boy. ca. 480 BCE. Marble. Height
46" (116.7 cm). Akropolis Museum, Athens
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ren conflicting interpretations of beauty or other aesthetic con-

ceprs. if those interpretations can be reasonably defended. Thus,

his claim, Duchamp’s assisted readymades can be per-

ceived as beautiful, in ways, of course, that are quite different

hose of Leonardo’s Mona Lisa. The beauty in Duchamp’s
rks derives from their appeal to the intellect; if we understand
his messages, his objects appear clever and witty, even profound.

and insights about art transformed a slightly altered

black-and-white reproduction into a compelling work of
art.in a way thatis very different from Leonardo’s. The qualities
thatarttract us to the L.H.0.0.0.—its cleverness and wit—differ
sharply from the skills and values that are inherent in Leonardo’s
Mona Lisa. The intriguing ideas and wit that surround the
L.H.0.0.0. place it above a mere youthful prank, and point to a
new way of looking at art. Duchamp’s innovative rethinking of
the nature of art has had a profound effect on artists and aesthet-
ic theory ever since it was made. Our appreciation of Robert
Rauschenberg’s Odalisk (fig. 29.10), created in the late 1950s out of

combination of found materials, including a pillow and a
stuffed chicken, and playfully pasted with discarded materials

full of sexual allusion, is unthinkable without Duchamp’s work.

Quality: In the Mind or the Hand?

Terms like quality and originality are often used in discussing
works of art, especially in choosing which works to include or
exclude in a book like this. What is meant by these terms, how-
ever, varies from critic to critic. For example, in the long history
of art, technical finesse or craft has often been viewed as the most
important feature to consider in assessing quality. To debunk the
myth that quality is all about technique and to begin to getat what
it is about, we return to Warhol's Gold Marilyn Monroe. The
painting is rich with stories: We can talk about how it raises issues
about the meaning of art or the importance of celebrity, for exam-

ple. But Warhol begs the question of the significance of technical

esse in art making, an issue raised by the fact that he may not
have even touched this painting himself! We have already seen
how he appropriated someone else’s photograph of Marilyn Mon-
roe, not even taking his own. Warhol then instructed his assistants
to make the screens for the printing process. They also prepared
the canvas, screened the image with the colors Warhol selected,
and most likely painted the gold to Warhol’s specifications,
although we do not know this for sure.

By using assistants to make his work, Warhol is telling us that
quality 1s not about the artist’s technical finesse or even the artist’s
physical involvement in making the work, but about how well
the artist communicates an idea using visual language. One mea-
sure of quality in art is the quality of the statement being made,

or its philosophy, as well as the quality of the technical means for

making the statement. Looking at Gold Marilyn Monroe in the
flesh at New York’s Museum of Modern Art is a powerful expe-

rience. Standing in front of this 6-foot-high canvas, we cannot

help but feel the empty glory of America’s most famous symbol
t female sexuality and stardom. Because the artist’s vision, and
not his touch, 1s the relevant issue for the making of this particu-

lar work. it 1s of no consequence that Warhol most likely never

XXVIill INTRODUCING ART

laid a hand to the canvas, except to sign the back. We will short-
ly see, however, that the artist’s touch has often been seen as crit-
ical to the perception of originality in a work of art.

Warhol openly declared that his art was not about his techni-
cal ability when he called his Manhattan studio “The Factory.”
He was telling us that art is a commodity, and that he 1s manu-
facturing a product, even mass producing his product. The Fac-
tory churned out over a thousand, if not thousands, of paintings
and prints of Marilyn Monroe, all based on the same newspaper
photograph. All Warhol did, for the most part, was sign them, his
signature reinforcing the importance many people place on the
signature itself as being an essential part of the work. Ironically,
most Old Master paintings, dating from the fourteenth through
the eighteenth centuries, are not signed, and in fact, artists for
centuries used assistants to help make their pictures.

Peter Paul Rubens, an Antwerp painter working in the first
half of the seventeenth century and one of the most famous artists
of his day, had an enormous workshop that cranked out many of
his pictures, especially the large works. His assistants were often
artists specializing in flowers, animals, or clothing, for example,
and many went on to become successful artists in their own right.
Rubens would design the painting, and then assistants, trained in
his style, would execute their individual parts. Rubens would
come in at the end and finish the painting as needed. The price
the client was willing to pay often determined how much Rubens

himself participated in the actual painting of the picture; many of

his works were indeed made entirely by him. Rubens’s brilliant

I.13. Pablo Picasso. Detail of Guernica. 1937. Oil on canvas,

11'6"% 258" (3.51 X 7.82 m). Museo Nacional Centro de Arte Reina
Sofia, Madrid. On permanent loan from the Museo del Prado,
Madrid. © Estate of Pablo Picasso/Artists Rights Society (ARS),
New York




flashy brushwork was in many respects critical to the making of
the picture. Not only was his handling of paint considered supe-
rior to that of his assistants, the very identity of his paintings, their
very life so to speak, was linked to his personal way of applying
paint to canvas, almost as much as it was to his dramatic compo-
sitions. For his buyers, Rubens’s brushwork complemented his
subject matter, even reinforced it. Despite the collaborative
nature of their production, the artworks made in Rubens’s
workshop were often striking combinations of the ideas and the
powerful visual forms used to communicate them. In that com-
bination lies their originality.

Concepts like beauty, quality, and originality, then, do not
refer only to physical objects like pretty, colorful pictures or a
perfectly formed marble figure. They are ideas that reside in
content and in the perception of how successfully the content is
communicated visually. Some of the most famous and most
memorable paintings in the history of art depict horrific scenes,
such as beheadings (see fig. 19.5), crucifixions (sce fig. 18.13),
death and despair (see figs. 24.18 and 24.20), emotional distress
(see fig.29.9), and the brutal massacre of innocent women and
children (fig. 1.13)). Duchamp’s L.H.0.0.0. and Warhol’s Gold
Marilyn Monroe are powerful and riveting. Some would even
argue that their complex ideas and unexpected presentations

make these works beautiful.

Photography as Art

The first edition of this book did not include photography among
the media discussed. Now, four decades later, the artistic merit of
photography seems self-evident. When photography was invent-
ed in 1839, the art world largely dismissed it as a mechanical
process that objectively recorded reality. It was seen as a magical
way to capture the detailed likenesses of people and objects with-
out undergoing long artistic training. And, although some artists
were intrigued by the often accidental and impersonal quality of
the images it produced, the new medium was perceived by many
critics as not having sufficient aesthetic merit to be seen in the lofty

company of the major forms of fine art—painting and sculpture.

Anyone, it seemed, could take a photograph. George Eastman’s
invention of the hand-held Kodak camera in 1888, allowed pho-
tography to become every man’s and woman’s pastime.
Photography has struggled for a long time to shed its popular,
mechanical stigma. In the 1890s, some photographers, like
Gertrude Kisebier, attempted to deny the hard, mechanical look
of their art by making their prints appear soft, delicate, and fluid
(see fig. 26.46). Butat the beginning of the twentieth century, Paul
Strand and others began to embrace black-and-white photogra-
phy’s hard-edge detail and the abstract results made possible by
creative cropping. His Wire Wheel of 1917 (fig. 28.43) celebrates
the machine age as well as the newest movements in the media of
painting and sculpture. By the 1940s, black-and-white photogra-
phy had gained some status as an art form, but it was not until the
1960s, when photography became an important part of the art
school curriculum, that black-and-white photography began to
take its place as one of the major art forms. It has taken color pho-

tography even longer to achieve serious consideration. But now,
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along with video and film, both black-and-white and color pho-
tography have been elevated to an important medium. Pictures
from the nineteenth and twentieth centuries that once had inter-
ested only a handful of photography insiders are intensely sought
after, with many museums rushing to establish photography
departments and amass significant collections. In other words, 1t
has taken well over 100 years for people to get beyond their prej-
udice against a mechanical process and develop an eye for the spe-
cial possibilities and beauty of the medium.

We need only look ata 1972 photograph entitled Albuguergue
(fig. 1.14) by Lee Friedlander to see how photography may com-
pete with painting and sculpture in artistic merit. In Albuguergue,
Friedlander portrays a modern America that is vacuous and life-
less, which he suggests is due to technology. How does he do this®
The picture has a haunting emptiness. It has no people, and it is
filled with strange empty spaces of walkway and street that
appear between the numerous objects that pop up everywhere. A
hard, eerie geometry prevails, as seen in the strong verticals of the
poles, buildings, hydrant, and wall. Cylinders, rectangles, and cir-
cles are everywhere. (Notice the many different rectangles on the
background building, or the rectangles of the pavement bricks
and the foreground wall.)

Despite the stillness and emptiness, the picture is busy and
restless. The vertical poles and the strong vertical elements on the
house and building establish a vibrant staccato rhythm. The ener-
gy of this rhythm is reinforced by the asymmetrical composition
that has no focus or center, as well as by the powerful intersecting
diagonals of the street and the foreground wall. (Note how the
shadow of the fire hydrant runs parallel to the street.) Disturbing
features appear throughout the composition. The street sign—
which cannot be seen because it is cropped at the top of the
print—casts a mysterious shadow on the wall. A pole visually cuts
the dog in two, and the dog has been separated from his attribute.
the fire hydrant, as well as from his absent owner. The fire
hydrant, in turn, appears to be mounted incorrectly, because it
sticks too far out of the ground. The car on the right has been bru-
tally cropped, and a light pole seems to sprout strangely from its

hood. The telephone pole in the center of the composition is

I.14. Lee Friedlander. Albuquerque. 1972. Gelatin silver print,
11x14". © Lee Friedlander
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crooked, as though it has been tilted by the force of the cropped
car entering from outside the edge of the picture (of course, the
car is parked and not moving). Why do we assume this empty,
frenetic quality is human-made? Because the work is dominated
by the human-made and by technology. We see telephone poles,
electrical wires, crosswalk signs, an ugly machinelike modular
apartment building, sleck automobiles, and a fire hydrant.
Cropped in the lower left foreground is the steel cover to under-
ground electrical wiring.

Everywhere, nature has been cemented over, and besides a
few scraggly trees in the middle ground and distance, only the
weeds surrounding the hydrant thrive. In this brilliant print,
Friedlander captures his view of the essence of modern America:
the way in which technology, a love of the artificial, and a fast,
fragmented lifestyle have spawned alienation and a disconnec-
tion with nature and spirituality. As important, he is telling us
that modernization is making America homogeneous. The title
tells us we are in Albuquerque, New Mexico, but without the
title, we are otherwise in Anywhere, U.S.A.

Friedlander did not just find this composition. He very care-
fully selected it and he very carefully made it. He not only need-
ed the sun, he had to wait until it was in the right position (oth-
erwise, the shadow of the fire hydrant would not align with the
street). When framing the composition, he very meticulously
incorporated a fragment of the utility cover in the left lower fore-
ground, while axing a portion of the car on the right. Nor did the
geometry of the picture just happen; he made it happen. Instead
of a soft focus that would create an atmospheric blurry picture, he
has used a deep focus that produces a sharp crisp image filled with
detail, allowing, for example, the individual rectangular bricks in
the pavement to be clearly seen. The strong white tones of the ver-
tical rectangles of the apartment building, the foreground wall,
and the utility box blocking the car on the left edge of the picture
were probably carefully worked up in the darkroom, as was the
rectangular columned doorway on the house. Friedlander has
exposed the ugliness of modern America in this hard, cold, dry
image, and because of the power of its message he has produced

an extraordinarily beautiful work of art.

Architecture as Art

Architecture, although basically abstract and dedicated to struc-
turing space in a functional way, can also be a powerful commu-
nicator of ideas. For example, we see Gianlorenzo Bernini
expressing complex ideas in 1656 when he was asked by Pope
Alexander XVII to design a large open space, or piazza, in front
of St. Peter’s cathedral in Rome. Bernini obliged, creating a space
that was defined by a row of columns (a colonnade) resembling
arms that appear to embrace visitors, offering comfort (fig. L15)
and encouraging worshipers to enter the building. Bernini’s
design made the building seem to welcome all visitors into a uni-
versal (Catholic) church. At about the same time, the French
architect Claude Perrault was commissioned to design the East
facade of Louis XIV’s palace, the Louvre in Paris (fig. .16). The
ground floor, where the day-to-day business of the court was car-

ried out, was designed as a squat podium. The second floor,
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I.15. St. Peter’s, Rome. Nave and facade by Carlo Maderno,
1607—1615; colonnade by Gianlorenzo Bernini, designed 1657

where Louis lived, was much higher and served as the main floor,
proclaiming Louis’s grandeur. Perrault articulated this elevated
second story with a design that recalled Roman temples, thus
associating Louis XIV with imperial Rome and worldly power.
The controlled symmetry of the design further expresses Louis’s
control over his court and nation.

In the modern era, an enormously wealthy businessman,
Solomon R. Guggenheim, indulged his passion for modern art by
commissioning architect Frank Lloyd Wright to design a muse-
um in New York City. One of the boldest architectural statements
of the mid-twentieth century, Wright’s Solomon R. Guggenheim
Museum is located on upper Fifth Avenue, overlooking Central
Park (fig. 1.17). The building, erected from 1956 to 1959, is radi-
cally different from the surrounding residential housing, thus
immediately declaring that its function is different from theirs.
Indeed, the building is radically different from most anything
built up until that ime. We can say that the exterior announces
thatitis a museum, because it looks as much like a gigantic sculp-
ture as a functional structure.

Wright conceived the Guggenheim in 1945 to create an
organic structure that deviated from the conventional static rec-
tangular box filled with conventional static rectangular rooms.
Beginning in the early twentieth century, Wright designed hous-
es that related to the landscape and nature, both in structure and
material (fig. 26.42). The structure of his buildings, whether
domestic or commercial, reflects the very structure of nature,

which he saw as a continuous expansion. His buildings radiate

out from a central core or wrap around a central void, but 1n

I.16. Louis Le Vau, Claude Perrault, and Charles Le Brun.
East front of the Louvre, Paris. 16671670




I.17. Frank Lloyd Wright. The Solomon R. Guggenheim Museum,
New York. 1956-1959. © Frank Lloyd Wright Foundation,
Scottsdale, AZ/Artists Rights Society (ARS), New York

1.18. Frank Lloyd Wright. Interior of the Solomon R. Guggenheim
Museum, New York. 1956-59. © Frank Lloyd Wright Foundation,
Scottsdale, AZ/Artists Rights Society (ARS), New York

either case, they are meant to expand or grow like a leaf or crys-
tal, with one form opening up into another.

The Guggenheim is based on a natural form. It is designed
around a spiral ramp (fig. I.18), which is meant to evoke a spiral
shell. The structure also recalls a ceramic vase. It is closed at the
bottom and open at the top, and as it rises it widens, until it is
capped by a light-filled glass roof. When referring to the Guggen-
heim, Wright often cited an old Chinese aphorism, “The reality
of the vase is the space inside.” For the most part, the exhibition
space is one enormous room formed by the spiral viewing ramp.
Wright wanted visitors to take the elevator to the top of the ramp,
and then slowly amble down its 3 percent grade, gently pulled by
gravity. Because the ramp was relatively narrow, viewers could
not get too far back from the works of artand were forced to have
an intimate relationship with the objects. At the same time, they
could look back across the open space of the room to see where
they had been, comparing the work in front of them to a segment
of the exhibition presented on a sweeping distant arc. Or they
could look ahead as well, to get a preview of where they were
going. The building has a sense of continuity and mobility that

Wright viewed as an organic experience. Looking down from the

upper reaches of the ramp, we can see the undulation of the con-
cave and convex forms that reflect the subtle eternal movement
of nature. Wright even placed a pool on the ground floor, facing
the light entering from the skylight high above. Regardless of
their size, no other museum has succeeded in creating a sense of
open space and continuous movement as Wright did in the
Guggenheim. Nor does any other museum have the same sense
of communal spirit; at the Guggenheim everyone is united in one

big room (see fig. 1.18).

EXPERIENCING ART

This book offers you an introduction to many works of art, and
provides reproductions of most of them. Yet your knowledge of
the objects will be enlarged when you see the works firsthand.
No matter how accurate the reproductions in this book—or any
other—are, they are just stand-ins for the actual objects. We hope
you will visit some of the museums where the originals are dis-
played. But keep in mind that looking at art, absorbing its full
impact takes time and repeated visits. Occasionally, you might do
an in-depth reading of an individual work. This would involve
carefully perusing details and questioning why they are there.
Ideally, the museum will help you understand the art. Often,
there are introductory text panels that tell you why the art in a
particular exhibition or gallery has been presented together, and
there are often labels for individual works that provide further
information. Major temporary exhibitions generally have a cata-
logue, which adds yet another layer of information and interpre-
tation. But text panels, labels, and catalogues generally reflect one
person’s reading of the work, and there are usually many other
ways to approach or think about it.

Although the museum is an effective way to look at art and
certainly the most efficient, art museums are relatively new.
Indeed, before the nineteenth century, art was not made to be
viewed in museums, but in homes, churches, or government
buildings. Today we find works of art in galleries, corporate lob-
bies and offices, places of worship, and private homes. You may
find art in public spaces, from subway stations and bus stops to
plazas, from libraries and performing art centers to city halls.
University and college buildings are often filled with art, and the
buildings themselves are art. The chair you are sitting in and the
building where you are reading this book are also works of art,
maybe not great art, but art all the same, as Duchamp taught us.
Even the clothes you are wearing are art. Wherever you find art,
it is telling you something and making a statement.

Artis not a luxury, as many people would have us believe, but
an integral part of daily life. It has a major impact on us, even
when we are not aware of it; we feel better about ourselves when
we are in environments that are visually enriching and exciting.
Most important, art stimulates us to think. Even when 1t pro-
vokes and outrages us, it broadens our experience by making us
question our values, attitudes, and worldview. This book 1s an
introduction to this fascinating field that is so intertwined with
our lives. After reading it, you will find that the world will not

look the same.
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Farly Christian
and Byzantine Art

S ROMAN AUTHORITY WANED,

A NEW SOCIETY—WITH A VERY

different outlook and set of values—took root in the soil of Rome.
This new culture was formed in part by Roman traditions, but also by

the energies and customs of many indigenous non-Roman groups.

The values and institutions of this new culture were largely shaped by a single

- ~cligious movement that began in the ancient Near East:
Christianity.

This culture of Early Christianity—shaped by Rome, by
- migrations of Northern European peoples, and by Christian
—2ith and institutions

lasted a thousand years. Later histori-
- a5, looking back from the Renaissance, when Roman forms
were deliberately being revived, called this civilization
—edieval; they saw the Middle Ages as an epoch between
—~emselves and the ancient world. (The term “medieval” is
~=rived from the Latin med(ium) acv(um), thus a synonym for
= Middle Ages.) The chronological limits of the Middle Ages
<= somewhat fluid, but for many historians, the conversion of

_onstantine the Great in 312 marks the beginning of the Mid-
~ - Ages, while the Renaissance in the 1400s marks its end.
The unified political structure that Rome had created in the
~=diterranean began to break apart by the fourth century CE,
«zh the result that separate imperial centers were established
- the eastern half of the Empire (mostly North Africa and
w=stern Asia, but also the Balkans) and the western half (Italy
= the rest of western Europe). (See map 8.1.) While for much
. the medieval period, the Eastern Empire, or Byzantine
~mpire, retained its central authority, the West had no such
~arralized power. Untl the seventh century, the Eastern

~ =pire attempted to control the West, however ineffectively,

ezl of figure 8.26, Empress Theodora and Her Attendants

but by the end of the seventh century, the Eastern Empire itself
was being challenged by the militant force of Islam. The West-
ern Empire then fractured further into smaller kingdoms.
New religious expressions arose to address the spiritual cri-
sis that accompanied the instability of Late Roman political
institutions. The Late Roman Empire was home to a vast melt-
ing pot of creeds—including the ancient faith of Judaism,
Christianity, Mithraism, Manichaeism, and Gnosticism, to
name a few. These competing faiths shared several features,
including an emphasis on divine revelation through a chief
prophet or messiah and the hope of salvation. Of these reli-
gions, Christianity—centering on the life and teachings of Jesus
of Nazareth—became the most widespread and influential. It
spread first to Greek-speaking communities, notably to
Alexandria, in Egypt, then reached the Latin-speaking world
by the end of the second century. The Gospels of Matthew,
Mark, Luke, and John, our principal source of information
about Jesus’ life, were probably written in the late first century,
some decades after Jesus’ death. The Gospels present him as a
historical person and as the Son of God and Messiah or the
“Anointed One.” The eloquence and significance of Christ’s
teachings, the miracles attributed to him, and his innate
goodness were considered signs of his divinity. The Roman
authorities, viewing Jesus' teaching as subversive, had him
arrested, tried, and ultimately punished and executed by
crucifixion. As the faith spread, the Romans believed Christians

CHAPTER 8 EARLY CHRISTIAN AND BYZANTINE ART
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Map 8.1. The Early Christian and Byzantine Worlds

threatened the status quo, and intermittently persecuted them.
Still, by 300 CE, nearly one-third of Rome was Christian,
though the new faith continued to have little standing until the
conversion of Constantine the Great in 312.

In that year, Constantine was battling his fellow Tetrarch,
Maxentius, for control of the Western Empire. According to his
biographer, Bishop Eusebius of Caeserea, Constantine claimed
to have had a dream in which Christ himself assured him of his
victory over Maxentius, which took place at the Milvian Bridge
in Rome in 312. This is the triumph commemorated by the
Arch of Constantine (see fig. 7.63). After this, Constantine
accepted the Christian faith and, having consolidated imperial
power, promoted Christianity throughout the Empire. Con-
stantine began building important structures and convening
Church councils. He claimed that his political authority was
granted by God, and placed himself at the head of the Church as
well as of the state. His choice to accept and promote Christian-
ity was a turning point in history, as it resulted in the union of
Christianity with the legacy of the Roman Empire. The charac-
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ter of the Middle Ages
history—depended directly on Constantine’s decision.

and thus of the rest of European

Constantine also decided to build a new capital for the
Roman Empire at the strategically located Greek town of
Byzantium, which was renamed Constantinople (present-day
Istanbul). Distant from the ancient pagan centers of Rome, the
new capital in the rich Eastern provinces was in the heart of the
most thoroughly Christianized region of the Empire. Constan-
tine certainly did not anticipate it, but within a century of this
event, Rome had divided into two halves: an Eastern Empire, of
which Constantinople was the capital, and a Western Empire
centered at Rome. Yet imperial might and wealth were concen-
trated in Constantinople, enriching and protecting the Eastern
Empire. In the West, imperial authority was less effective in the
face of new challenges, as non-Roman groups first invaded and
then settled in Europe. The two empires grew apart, in their
institutions and in the practice of their common faith.

Into the vacuum of power left by the decline of imperial
institutions in the West stepped the Bishop of Rome. Deriving




his authority from Saint Peter, the Pope, as the Bishop of
Rome became known, claimed to be the head of the universal
Christian Church, although his Eastern counterpart, the patri-
arch of Constantinople, disputed this claim. Differences in
doctrine and liturgy continued to develop until eventually the
division of Christendom into a Western or Catholic Church
and an Eastern or Orthodox Church became all but final.
The Great Schism, or final break, between the two churches
occurred in the eleventh century.

The religious separation of East and West profoundly
affected the development of Christian art in the Late Roman
Empire. Early Christian does not, strictly speaking, designate a
style. It refers, rather, to any work of art produced by or for
Christians during the time prior to the splitting off of the East-
ern Church from the Western Church, that is, roughly during
the first five centuries after the birth of Jesus. Byzantine, on the
other hand, designates not only the art of the Eastern Roman
Empire but also its specific culture and style, which was linked
to the imperial court of Constantinople.

Both Early Christian and Byzantine art have their origins
in Rome. But the art forms of Early Christian art differ from
those of the Greek and Roman world. Whereas the ancients
=xpressed the physical presence of their gods in naturalistic
sculpture and paintings, early Christian artists explored a dif-
cerent vision. In the service of their new faith, Early Christian
artists concentrated on symbolic representation, using physical
means to express a spiritual essence. Early Christian art refined
the increasingly stylized and abstracted art forms of the Late
Roman Empire into a visual language that could express both
orofoundly spiritual and unmistakably secular power. It
became the basis for later art forms in both Western Europe

2nd Byzantium during the Middle Ages.

EARLY CHRISTIAN ART

Christian Art before Constantine

We do not know when or where the first Christian works of art
were produced. None of the surviving paintings or sculptures
-an be dated earlier than about 200 CE. In fact, we know little
zbout Christian art before the reign of Constantine the Great.
This is hardly accidental. It is in Rome that we have the greatest
concentration of the earliest surviving works, yet before Con-
stantine, Rome was not yet the center of the faith. Older and
targer Christian communities existed in the great cities of North
Africa and the Near East, such as Alexandria and Antioch, but
we only have hints of what Christian places of worship there and

:n centers such as Syria and Palestine might have looked like.

THE ART OF THE CATACOMBS The painted decoration
»f the Roman catacombs, underground burial places, is the
snly sizable body of material we have from which to study the
carliest Christian art. The burial rite and the safeguarding of
the tomb were of vital concern to early Christians, whose faith

rested on salvation, the hope of eternal life in paradise. As such,

paintings in catacombs tell us a good deal about the spirit of the
communities that commissioned them.

The ceiling of one of the more elaborate chambers in the
catacomb of Santissimi Pietro ¢ Marcellino (fig. 8.1), in Rome, is
decorated in a style that is at once formal and uncomplicated.
Fixed borders control the overall organization; a central medal-
lion or circle contains the figure of a shepherd, who is flanked by
sheep and carries a lamb across his shoulders. The circle is con-
nected to four lunettes (semicircular spaces), and in the four cor-
ners are single figures with outstretched, raised arms. The style
of painting reflects Roman murals, both in the landscape settings
and in the use of linear devices to divide the scenes into compart-
ments (see the Villa of Livia at Primaporta, fig. 7.55, or the Ixion
Room of the House of the Vettii, fig. 7.57). But the representa-
tions seem sketchier, less grounded in natural observation than
their Roman relatives. The differences are partly due to the
nature of the subterrancan spaces, their use, and their meaning.

Catacombs would have been used only occasionally beyond
the actual circumstance of burial, perhaps for a commemorative
celebration. This is one reason why the wall paintings do not
show much detail and care of execution. Another reason for the
sketchiness of these paintings is that their primary value is sym-
bolic. Consistent with the biblical prohibition against image mak-
ing, as specified in the Second Commandment of the Old
Testament (see end of Part I1 Additional Primary Sources), Christ is
generally not represented in the catacombs, except by metaphor.
The shepherd with a sheep on his shoulder is a potent allusion to
Christ, since in a number of biblical accounts Christ refers to him-
self as the Good Shepherd, concerned for the well-being of his
flock and willing to sacrifice himself in order to guarantee the sal-
vation of those who follow him (LLuke 15: 4-6; John 10: 1-18).
This Good Shepherd metaphor also builds on Old Testament ref-

erences, as in Psalm 23:

The Lord is my shepherd, I shall not want.
He makes me lie down in green pastures;
he leads me beside still waters;

he restores my soul....

Surely goodness and mercy shall follow me
all the days of my life,

and I shall dwell in the house of the Lord

for ever.

The Old Testament correlation reflects the fact that many of
the converts to the new faith were Jewish.

The four lunettes around the Good Shepherd form a cycle
dedicated to the Old Testament prophet Jonah. Here too, the
symbolic references to Christian beliefs about Christ are clear:
Just as it is a principle of faith that Jonah spent three days with-
in the belly of the whale, so Christ is supposed to have spent
three days in the tomb, and just as Jonah was released with
unharmed body, so Christ was resurrected from his tomb in
physical wholeness. Recent converts would probably have felt
comfortable knowing that didactic aspects of their old faith

could find a sympathetic response in the new religion. Jonah’s

CHAPTER 8 EARLY CHRISTIAN AND BYZANTINE ART
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8.1. Painted ceiling. 4th century CE. Catacomb of Santissimi Pietro e Marcellino, Rome

story is presented as a prefiguration (foreseeing) of events in
Christ’s life, thus assigning the Old Testament story the role of
prophecy and the New Testament one its fulfillment. As Chris-
tian thinkers increasingly analyzed the prophetic relationship
of the Old Testament to the New, they developed a virtual
system of concordances, called typology, that was to have far-
reaching significance.

The painted ceiling in Santissimi Pietro e Marcellino also bor-
rows imagery from classical sources. The Good Shepherd himself
is a reminder of pagan symbols of charity in the form of ancient
sculptures of men carrying sacrificial animals on their shoulders.
The posture of Jonah, reclining under the gourd bush, benefiting
from God'’s beneficence, derives from Roman pagan mythological
representations of Endymion, a youth so beautiful that he was
rewarded with eternal and undisturbed sleep. So, as with their
Jewish counterparts, former practitioners of pagan religions who
had converted to Christianity would also have been familiar with
some of the images and ideas expressed in Early Christian art.

Both the Good Shepherd and Jonah are associated with

messages of comfort, reminding us that Early Christian art

develops during the turmoil of Rome’s decline, a time of

political, social, and economic instability. The allure of the new
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religion must have been profound indeed, suggesting the
things of this world were of less significance than those « f3
future world, which offered the hope of eternal peace. The fous
standing figures between the lunettes are orants (worshipers
represented in what had long been the standard pose of prayes
signifying the virtues of faith and piety that will make persoss
salvation possible.

One might question the extent to which the Christian uss
pagan and Jewish subjects had a political agenda. After all.
some level, to borrow forms from other cultures and relig:

and to use them for new purposes are acts of appropriat

By adopting forms used by an older, more established culvess
Christians expressed their ambition to dominate that culture—
indeed, to supplant it. Such appropriation becomes =
systematic as the new religion of Christianity becomes ineress

ingly powerful.

SCULPTURE Sculpture seems to have played a seconcas
role in Early Christian art. The biblical prohibition of gra+=
images was thought to apply with particular force to large =&
statues, idols worshiped in pagan temples. In order to avoic =

taint of idolatry, therefore, Christian sculpture had to shun




size representations of the human figure. Sculpture thus devel-
sped in an antimonumental direction: away from the spatial
depth, naturalism, and massive scale of Graeco-Roman sculp-
rure and toward shallow, small-scale forms and lacelike surface
decoration.

The earliest works of Christian sculpture are sarcophagi,
stone coffins, which from the middle of the third century on
were produced for the more important members of the
Church. They evolved from the pagan examples that had
-eplaced cinerary urns in Roman society around the time of
Hadrian. Before the time of Constantine, their decoration con-
asted mostly of a repertory of familiar themes from the
—atacombs. Examples of these can be seen on the marble sar-
ophagus of the mid-third century from Santa Maria Antiqua
= Rome (fig. 8.2). On the left are the scenes of Jonah: the ship,
5 sea monster, and the reclining prophet. Jonah’s well-chis-
“led anatomy and the elegance of his pose remind us of the
Classical sources that must have served as a model for the artist.
% 100, the Good Shepherd, though stylized, reminds of us of
Classical statuary in that he is able to distribute weight well

~nough to manage with some comfort the burden of the sheep

- carries. Again, the orant in the center, with hands upraised
= prayer, is a subject we have seen in catacomb painting. The
~-ated figure holding a scroll derives from antique representa-
s of writers or philosophers and is another of the metaphor-
 -eferences to Christ, in this case to his role as teacher. On the
~zht is a scene of baptism. The figure being baptized may be
“hrist himself. If so, this might indicate an increased move-
—-nt toward narrative, since baptism was an event in the life of
“<us (see Informing Art, page 240), and a willingness to repre-
=t him directly. On the other hand, the figure appears to be
weneric, nonindividualized, virtually childlike in its propor-

5. This generic representation could be a result of both a

- of making an idolatrous image and an interest in express-

=z the more essential nature of the scene, from which a por-

=t of the person of Christ would detract.

o s

ART IN TIME

ca. 29—Cerucifixion of Jesus of Nazareth
200—Earliest datable Christian art
256—Dura-Europos falls to Persians
ca. 270—Sarcophagus at Santa Maria Antigua
312—Roman emperor Constantine converts to Christianity

THE HOUSE CHURCH Although we have little archeologi-
cal evidence of the places where Early Christians gathered, liter-
ary accounts, including biblical references, suggest that Christians
met regularly to celebrate their shared belief in Christ as the Son
of God and Savior and to observe some type of Eucharist, or spir-
itual union, with him by the partaking of consecrated bread and
wine (representing Christ’s flesh and blood) in remembrance of
the Last Supper, at which Jesus and his disciples enjoyed a final
communal meal. Such gatherings of Christians probably origi-
nally took place in private homes and were only later replaced by
public spaces designed specifically for Christian worship. This
situation is perhaps to be expected, both because Christianity was
something of an underground religion and because other reli-
gions seem also to have used private houses as gathering places,
for instance the Villa of the Mysteries in Pompeii (see fig. 7.53).

A remarkable archeological find of the 1920s in the Syrian
town of Dura-Europos allows us to see what must have been a
typical Christian meeting place. Dura-Europos was a Roman
town on the upper Euphrates. In 256 CE, in order to protect itself
from imminent attack by the Persians under Shapur I, who was
trying to expand the territories he controlled by means of con-
quest (see Chapter 2), the town strengthened its protective walls,
which involved filling in some streets adjacent to those walls in
order to form a defensive bunker. Buried as a result, and thus
preserved, were a number of buildings, including a Jewish syna-

gogue and a house that was used for Christian rituals.
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The Life of Jesus

Events in the life of Jesus, from his birth through his ascension to heaven, are
traditionally grouped in cycles, each with numerous episodes. The scenes most

frequently depicted in European art are presented here.

Incarnation Cycle and The Childhood of Jesus

These episodes concern Jesus’ conception, birth, infancy, and youth.
Annunciation. The archangel Gabriel tells Mary that she will bear
God’s son. The Holy Spirit, shown usually as a dove, represents the Incar-
nation, the miraculous conception.

Visitation. The pregnant Mary visits her older cousin Elizabeth, who is
to bear John the Baptist and who is the first to recognize the divine
nature of the baby Mary is carrying.

Nativity. At the birth of Jesus, the Holy Family—Mary, his foster father,
Joseph, and the Christ Child—is usually depicted in a stable or; in Byzan-
tine representations, in a cave.

Annunciation to the Shepherds and Adoration of the Shep-
herds. An angel announces the birth of Jesus to shepherds in the field at
night. The shepherds then go to the birthplace to pay homage to the child.
Adoration of the Magi. The Magi, wise men from the East (called the
Three Kings in the Middle Ages), follow a bright star for |2 days until they
find the Holy Family and present their gifts to Jesus.

Presentation in the Temple. Mary and Joseph take the infant Jesus to
the Temple in Jerusalem, where Simeon, a devout man, and Anna, a
prophetess, foresee Jesus’ messianic mission (his mission as Savior) and
martyr’s death.

Massacre of the Innocents and Flight into Egypt. King Herod
orders all male children under the age of two in and around Bethlehem
to be killed in order to preclude his being murdered by a rival newborn

king spoken of in a prophecy. The Holy Family flees to Egypt.

Public Ministry Cycle

Baptism. John the Baptist baptizes Jesus in the Jordan River, recognizing
Jesus’ incarnation as the Son of God. This marks the beginning of Jesus’
ministry.

Calling of Matthew. The tax collector Matthew becomes Jesus’ first
disciple (apostle) when Jesus calls to him,“Follow me.”

Jesus Walking on the Water. During a storm, Jesus walks on the
water of the Sea of Galilee to reach his apostles in a boat.

Raising of Lazarus. Jesus brings his friend Lazarus back to life four
days after Lazarus’s death and burial.

Delivery of the Keys to Peter. Jesus names the apostle Peter his suc-
cessor by giving him the “keys” to the Kingdom of Heaven.
Transfiguration. As Jesus’ closest disciples watch, God transforms
Jesus into a dazzling vision and proclaims him to be his own son.
Cleansing the Temple. Jesus clears the Temple in Jerusalem of money

changers and animal traders.

Passion Cycle

The Passion (from passio, Latin for “suffering”) cycle relates Jesus’ death, resur-
rection from the dead, and ascension to heaven.

Entry into Jerusalem. Welcomed by crowds as the Messiah, Jesus tri-

umphantly rides an ass into the city of Jerusalem.
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Last Supper. At the Passover seder, Jesus tells his disciples
impending death and lays the foundation for the Christian rize
Eucharist: the taking of bread and wine in remembrance of Christ =
ly speaking, Jesus is called Jesus until he leaves his earthly physica &
after which he is called Christ.) '

Jesus Washing the Disciples’ Feet. Following the Last Sups=

washes the feet of his disciples to demonstrate humility.

Agony in the Garden. In Gethsemane, the disciples sleep whis _‘

wrestles with his mortal dread of suffering and dying.

Betrayal (Arrest). The disciple Judas Iscariot takes money o e

Jesus to Roman soldiers. Jesus is arrested.

Denial of Peter. As Jesus predicted, Peter, waiting outside
priest’s palace, denies knowing Jesus three times as Jesus is being &

tioned by the high priest Caiaphas.

Jesus before Pilate. Jesus is questioned by the Roman governar :
tius Pilate regarding whether or not he calls himself King of the

Jesus does not answer. Pilate reluctantly condemns him.
Flagellation (Scourging). Jesus is whipped by Roman soldiers.

Jesus Crowned with Thorns (The Mocking of Christ). Pilzzes
diers mock Jesus by dressing him in robes, crowning him with thor== 5

calling him King of the Jews.

Carrying of the Cross (Road to Calvary). Jesus carries the
Cross on which he will be executed from Pilate’s house to the hill =

gotha, which means “the place of the skull.”

Crucifixion. Jesus is nailed to the Cross by his hands and feet. =

after great physical suffering.

Descent from the Cross (Deposition). Jesus’ followers lows=""
body from the Cross and wrap it for burial. Also present are the ¥

Mary, the apostle John,and in some accounts, Mary Magdalen.

Lamentation (Pieta or Vesperbild). The grief-stricken folia

gather around Jesus’ body. In the Pietd, his body lies in the lap & &
Virgin. g
Entombment. The Virgin Mary and others place the wrapped bas

a sarcophagus, or rock tomb.

Descent into Limbo (Harrowing of Hell or Anastasis in >
Orthodox Church). Christ descends to hell, or limbo, to free ==
ing souls who have not heard the Christian message—the prophes

the Old Testament, the kings of Israel, and Adam and Eve.

Resurrection. Christ rises from the dead on the third day after

entombment.

The Marys at the Tomb. As terrified soldiers look on, Christ’s &=
followers (the Virgin Mary, Mary Magdalen,and Mary, mother of the

tle James the Greater) discover the empty tomb.

Noli Me Tangere, Supper at Emmaus, and the Doubt
of Thomas.

In three episodes during the 40 days between his resurrection and 252 ,.
into heaven, Christ tells Mary Magdalen not to touch him (Noli me
gere), shares a supper with his disciples at Emmaus, and invites the

tle Thomas to touch the lance wound in his side.

Ascension. As his disciples watch, Christ is taken into heaven from &%

Mount of Olives.



83. Model of the Baptistery, the
Christian Meeting House (domus ecclesiae)
at Dura-Europos, Syria. Before 256 CE.
Yale University Art Gallery,

New Haven, Connecticut

The house is in most ways a typical two-story Roman
~ womus. A large room opened onto the atrium and would have
served as a community assembly room, while another space
- mus apparently reserved for baptism, judging by a font that
- ==ss up an entire wall of the room (fig. 8.3). The font is cov-
- ==d by a stone canopy, and frescoed scenes decorate the lunette
- = the end wall under the canopy and also the side walls. Some
. the subjects represented are familiar: In the lunette is a Good
- “iopherd balancing a sheep on his shoulders with his flock
~wiore him, and, at the bottom left, now barely visible, are fig-
- ==s of Adam and Eve. Represented on the side wall are three
women holding candles who proceed toward a stone sarcopha-
=== This scene represents the three Marys at the Tomb (see
~worming Art, page 240) who, when approaching the tomb of
ist (as described in Matthew 28:1-10), meet an angel who
“s them that the tomb is empty because the entombed Christ
Bls risen.
. The representations on the wall of the Dura-Europos house
= be connected with those found in Early Christian catacombs
= on sarcophagi through shared imagery, such as the depic-
s of the Good Shepherd and Adam and Eve. Such images
ate a general concern for issues of death and retribution,
~wurrection and salvation. The inclusion here of Adam and
= reminds the viewer of the Original Sin, committed by
~ =m and passed from one generation to the next, from which
nankind will be redeemed as a result of Christ’s sacrificial
=5 and his resurrection, which the scene of the Marys visiting
= empty tomb emphasizes. The association of these funerary

o ects with baptism was a logical pairing for Christians, who

view baptism as a rebirth into the new faith, just as they see

physical death as a rebirth into everlasting life. Even when
artists were experimenting with how best to depict entirely new
subject matter, those responsible for its creation, whether artists
or patrons, applied an overwhelming conceptual consistency to
Christian art during the first several centuries of the Christian
era. This was perhaps a result of the new religion’s need for
didactic representations that could be readily understood.
Christians in other areas of the Empire also used the type of
domus ecclesiae, or house church, seen at Dura-Europus. In

Rome itself we know of 25 private houses—and undoubtedly
there were more—reserved as places of Christian worship,
although most of them were destroyed by the later building of

churches on their sites.

Christian Art after Official Recognition
of Christianity

The building of churches on the sites of what once were private
houses used for Christian worship reflects a change in the
nature of Christianity during the fourth century from an alter-
native religion to the official religion endorsed by the emperor
Constantine. Almost overnight, an impressive architectural set-
ting had to be created for the new official faith, so that the
Church might be visible to all. Constantine himself devoted the
full resources of his office to this task. Within a few years an
astonishing number of large, imperially sponsored churches
arose, not only in Rome but also in Constantinople, in the Holy

Land, and at other important sites.

CHAPTER 8 EARLY CHRISTIAN AND BYZANTINE ART
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THE CHRISTIAN BASILICA The most important Con-
stantinian church structures were a type of basilica, and this
form provided the basic model for the development of church
architecture in Western Europe. The Early Christian basilica
owes its essential features to imperial basilicas, such as the
Basilica Ulpia (see fig. 7.33). As with the imperial basilicas, it is
characterized by a long nave flanked by side aisles and lit by
clerestory windows, with an apse (though only at one end) and
a trussed wooden roof. The Roman basilica was a suitable
model since it combined the spacious interior needed to accom-
modate a large number of people with (perhaps most impor-
tant) imperial associations that proclaimed the privileged status
of Christianity. As the largely civil functions of the Roman
basilica were quite different from its new uses as a house of
worship, the Roman-style basilica had to be redesigned to
acknowledge these changes. Therefore, the longitudinal plan
of the basilica was given a new focus: the altar was placed in
front of the semicircular apse, normally at the eastern end of
the nave. The significance of the altar’s placement in the east,
where the sun rises, reminds us that Christianity inherited
many divine attributes from other religions. In this case, Christ
shares an imagery with the Roman god Apollo, in his manifes-
tation as sun-god.

The greatest Constantinian church was Old St. Peter’s
Basilica in Rome (figs. 8.4 and 8.5). It was torn down and
replaced by the present St. Peter’s Basilica, in the Vatican, dur-
ing the sixteenth and seventeenth centuries, but its appearance
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84. Plan of Old St. Peter’s, Rome, 8.5.

ca. 324-400 CE. (after Frazer)

THE MIDDLE AGES

PART 11

Reconstruction of Old St. Peter’s, Rome, as it appeared
ca. 400. (after Krautheimer)

is preserved in a seventeenth-century album of copies of earlies
drawings (fig. 8.6), and there are literary descriptions as well
Together these sources give us a clear idea of the original pla=
for the church. Begun as early as 319 and finished by 329, Oic
St. Peter’s was built on the Vatican Hill next to a pagan buris
ground. It stood directly over the grave of St. Peter, which was
marked by a shrine covered with a baldacchino, a canopy that
designates a place of honor. As such, Old St. Peter’s served &
the apostle’s martyrium, a building that housed sacred relics &
the remains of a holy person. The location of St. Peter’s burs:
spot was the focus of the church, and due to site restrictions. ==
apse was at the west end of the church, an unusual feature. B
uals were conducted from a portable altar placed before &5
shrine, using gold and silver implements donated by &
emperor himself. (See Primary Source, page 244))

To enter the church the congregation first crossed a coles
naded court, the atrium, which was added toward the end =&
the fourth century; this feature derived from the Roman bas
ca. Congregants then passed through the narthex, an entras
hall, into the church itself. The steady rhythm of the nas
colonnade would have pulled them toward the triumphal arei
which framed the shrine of St. Peter and the apse beyond. T5
shrine stood at the junction of the nave and the transept, a sc=
arate space placed perpendicular to the nave and aisles. Spz oS!
at the end of the transept, marked off by columns, might =
served to prepare items used during church rites and to 5 :
offerings brought by the faithful.

The main focus of Christian liturgy, a body of rites
scribed for public worship, was, and is, the Mass, which includss
the sacrament of Communion, the symbolic reenactment on =
altar of Jesus’ sacrifice. The Early Christian basilica encourazes
attention to the altar, making it the focal point of the church & _v
placing it opposite the entrance and at the end of a long nave
Even beyond this general emphasis on the altar, Old St. Pesess
gave special prominence to the altar zone through this churess

special, additional function as a martyrium.
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Although today we think of the practice of religion as an
open one, in the early church only those who had proven them-
sclves full-fledged Christians could witness the complete
serformance of the liturgy. It was through baptism that
cazechumens, those receiving instruction in preparation for their
‘nitiation into the new religion, became full-fledged Christians.
Scfore baptism, they could hear, but not see, parts of the Mass.
Even today, Christians refer to this as the “mystery” of the Mass.

CENTRAL-PLAN STRUCTURES Buildings of round or
solvgonal shape capped by a dome entered the tradition of
Christian architecture in Constantine’s time. Roman emperors
nad built similar structures to serve as monumental tombs or
mausoleums, such as the one Diocletian had built for himself at
ais palace at Spalato (see fig. 7.71). Not surprisingly, therefore,
the Early Christian central-plan building was often associated
with funerary functions, as was Santa Constanza, in Rome, the
mausoleum of Constantine’s daughter Constantia (figs. 8.7
2nd 8.8). Built over a catacomb, it was originally attached to the
now-ruined basilican church of St. Agnes Outside the Walls.
The focus of the building is on the central space, illuminated by
clerestory windows, over which rises a dome supported by
swelve pairs of columns. Four of the arches of this colonnade
stand slightly higher than the others and suggest a cross

8.8. Interior (view through ambulatory into rotunda),
Santa Costanza, Rome

8.6. Jacopo Grimaldi. Inzerior of Old
St. Peter’s, Rome. 1619. Drawing,

MS: Barbarini Lat. 2733 fols. 104v—105r.
Vatican Library, Rome

ambulatory

8.7. Plan of Santa Costanza, Rome. ca. 350 CE
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The Book of the Popes (Liber Pontificalis)

From the Life of Pope Sylvester I

This text is an official history of the Roman papacy from St. Peter
(d. ca. 64 CE) to the twelfth century. Its biographies of the early popes were
compiled from archival documents. What follows, for example, is a list of
gifts 10 Old St. Peter’s by Emperor Constantine in the time of Pope Sylvester I
(314-335 CE). Lavish imperial donations such as these set a standard that

subsequent popes and other prelates continued to match.

onstantine Augustus built the basilica of blessed Peter, the apos-
C tle, and laid there the coffin with the body of the holy Peter;

the coffin itself he enclosed on all sides with bronze. Above he set

inscribed within a circle. The significance of the cross in a
funerary context results from its association with Christ, who,
though martyred on a cross, rose victorious over death. The
Cross was meaningful to all Christians but particularly to the
family of Constantine, whose personal conversion was a result
of his vision of the Cross, which had signaled his victory at the
Battle of the Milvian Bridge in 312. The sarcophagus of Con-
stantia was originally placed under the castern, more-elevated
arch. Encircling the building is an ambulatory, a ring-shaped
aisle, covered by a barrel vault (see fig. 7.3).

Central-plan and basilican structures are not as different as
would first seem. In fact, a section of a central-plan building
parallels a section of a basilican church in that both have a high
central space with a clerestory flanked by a lower aisle. While
the basilica plan stretches this form so that emphasis is on the
end of the building, the central plan, as seen in Santa Costanza,
spins the section on axis, accentuating the center. You can see

this clearly by comparing figures 8.6 and 8.8.

MERGING THE BASILICAN AND CENTRAL PLANS
Since Constantine continued to follow Roman imperial tradi-
tions even as he accepted the tenets of Christianity, it is not sur-
prising that when he supported the construction of buildings in
the Holy Land to mark places significant in the life of Jesus, he
chose plans based on Roman imperial building types, thus
accentuating his ambitions for his new religion. The basilican
Church of the Holy Sepulchre (fig. 8.9), in Jerusalem, marked
the location where St. Helena, mother of Constantine, had
found the True Cross (that is, the cross on which Jesus was cru-
cified as opposed to those crosses on which the thieves who
were sentenced to death along with Christ were crucified).
Beyond the basilica was the Rotunda of the Anastasis (Greek
for “resurrection”), built over the tomb where Christ’s body 1s
reputed to have lain for the three days before his resurrection.
Although the Constantinian building was subsequently
destroyed and later rebuilt in a somewhat different form, this
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porphyry columns for adornment and other spiral columns which &

brought from Greece. He made a vaulted apse in the basilica, glear-
ing with gold, and over the body of the blessed Peter, above the bronzs
which enclosed it, he set a cross of purest gold. He gave also 4 brass
candlesticks, 10 feet in height, overlaid with silver, with figures in s&
ver of the acts of the apostles, 3 golden chalices, 20 silver chalices. =
golden pitchers, 5 silver pitchers, a golden paten with a turret &
purest gold and a dove, a golden crown before the body, that is a chas-
delier, with 50 dolphins, 32 silver lamps in the basilica, with dolphi=
for the right of the basilica 30 silver lamps, the altar itself of sifve
overlaid with gold, adorned on every side with gems, 400 in numbe=.

censer of purest gold adorned on every side with jewels.

SOURCE: CAECILIA DAVIS-WEYER, EARLY MEDIEVAL ART 300-1150,
(UPPER SADDLE RIVER, NJ: PRENTICE HALL, IST ED., 1971)
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89. Reconstruction, Church of the Holy Sepulchre, Jerusalem. ==
it appeared ca. 350 CE (after Conant). 310%,” x 8" (1.2 x 2.4 m)

aisled basilica included a gallery, a second story placed over &=
side aisles of a church, increasing the space available for @
throngs of pilgrims that flocked to key sites. The apse war
ringed with twelve columns, which Eusebius, Constantines
confidant and biographer, equated with Jesus’ twelve apostles.
In the Anastasis rotunda, too, there would have been a gall
but in all other ways this rotunda has the same silhouette =
Santa Constanza. Both have ambulatories formed by colums
arranged around a domed central space, although unlike Saz=
Constanza’s masonry dome, the dome of the Anastasis rotuncs
was probably made of wood. The similarity of form is not su=
prising. Both were products of the benefaction of the imperis =
family and both served funereal functions. As such, their roos =
in imperial mausoleums are appropriate, even as their forms =
become conveyors of new meaning. The Church of the Hai =
Sepulchre complex shares with Old St. Peter’s a desire to com
bine the congregational aspects of a Roman basilica with a ma=
tyium in a monument that eulogizes the deceased whom =

commemorates—Christ himself.



ARCHITECTURAL DECORATION: WALL MOSAICS
The rapid growth of large-scale Christian architecture had a
-evolutionary effect on Early Christian pictorial art. All of a
sudden, huge wall surfaces had to be covered with images
worthy of their monumental framework. Out of this need
cmerged a great new art form, the Early Christian wall
mosaic, which to a large extent replaced the older and cheap-
=r medium of mural painting (see Materials and Techniques,
nage 246). The challenge of inventing a body of Christian
smagery produced an extraordinary creative outpouring.
Great pictorial cycles of subjects selected from the Old and
New Testaments were spread over the nave walls, the tri-
=mphal arch, and the apse. These cycles must have drawn on
sources that reflected the whole range of Graeco-Roman
sainting as well as the artistic traditions that surely had
“cveloped in the Christian communities of North Africa and
Behe Near East.

Decoration of fourth-century churches is largely frag-

=entary or known only from literary accounts; it is only in

sth-century churches that we can see the full development

mosaic-decorated Christian structures. Three structures
= which the mosaic program is largely complete are the
“lausoleum of Galla Placidia and the Orthodox Baptistry,

=

© = Mausoleum of Galla Placidia, Ravenna. 425-450 CE

both in Ravenna, and the church of Santa Maria Maggiore.
in Rome.

During the fifth century the late Empire was threatened at
all its borders by migrating tribes. Even the capital of the West-
ern Empire at Rome was vulnerable. So the emperor Honorius
moved it north, first to Milan, and when that city was besieged
in 402, to Ravenna on the Adriatic coast, thought to be more
casily defendable than inland sites.

The Mausoleum of Galla Placidia (fig. 8.10) was named
after Honorius’ sister (who ruled the Empire as regent)
because it was believed that she was buried there, though it 1s
likely that it was begun as a chapel dedicated to the martyr St.
Lawrence. Its central plan takes the form of a Greek cross.
that is, a cross with arms of equal length. The exterior brick
walls of the building, although perhaps originally covered.
were always much simpler than the rich interior. Having left
the everyday world behind, the visitor would encounter a
shimmering realm of light and color where precious marble
surfaces and glittering mosaics evoke the spiritual splendor of
the Kingdom of God. To some extent the building is analo-
gous to the ideal Christian, simple in external body and
glorious in inner spirit, an analogy certainly not missed by

Early Christians.
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Mosaics

osaics—designs composed of small pieces of colored material set
M in plaster or mortar—had been used by the Sumerians as early as
the third millennium BCE to decorate architectural surfaces. The Hellenis-
tic Greeks used pebbles and the Romans, using small cubes of marble
called tesserae, had refined the technique to the point that it could be
used to copy paintings, as seen in The Battle of Alexander (see fig. 5.79).
Although most Roman mosaics were for floors, the Romans also pro-
duced wall mosaics, but these were usually reserved for special purposes,
for example in fountain rooms or outdoor spaces where fresco would be
vulnerable to deterioration.

The extensive and complex wall mosaics of Early Christian art are
essentially without precedent. The color scale of Roman mosaics,
although rich in gradations, lacked brilliance, since it was limited to the
kinds of colored marble found in nature. Early Christian mosaics, by con-
trast, consist of tesserae made of colored glass, which the Romans had
known but never fully exploited. Glass tesserae offered colors, including
gold, of far greater range and intensity than marble tesserae. Moreover,
the shiny, somewhat irregular faces of glass tesserae, each set slightly
askew from its neighbor, act as tiny reflectors, so that the overall effect is
like a glittering, immaterial screen rather than a solid, continuous surface.
All these qualities made glass mosaic the ideal material for the new archi-
tectural aesthetic of Early Christian basilicas.

Glass for tesserae was made by combining sand, soda or potash, and
lime with metallic oxides, which determined the resultant hues. Hard-
ened sheets of glass were marked off and cut into tesserae of approxi-
mately cubic shape. For gold mosaics, gold leaf was placed on a sheet of
glass, then glass, still in liquid form, was applied over it and heat applied to
bond the glass layers, effectively embedding the gold leaf within glass.

The mosaic process was labor intensive, not only to create the design,

but also to set the tesserae. Hundreds of thousands of tesserae were

The barrel vaults and dome of the Mausoleum of Galla
Placidia (fig. 8.11) are covered with luxurious leaflike decora-
tion and fields of stars. Above the vaults, apostles flank a pair of
doves and fountains, symbolic of souls drinking from the
waters of paradise. In one lunette, St. Lawrence is beside the
flame-racked grill on which he was martyred. A cabinet hold-
ing books, identified as the four Gospels, reminds us that
Lawrence was martyred for refusing to surrender the riches of
the Church, here represented as books, to Roman authorities.
That books would be equated with treasure is perhaps not sur-
prising, for, as we shall sce, they were luxurious objects that
played a vital function within the Church. The books also
remind us that Christians referred to themselves as people of
the Book, a designation they shared with the earlier Hebrew
and later Moslem faiths.

Another lunette contains a mosaic of the Good Shepherd
seated in a fully realized landscape (fig. 8.12), expanding the cen-
tral subject of so many catacomb paintings by its more elaborate
and more formal treatment. Here the Good Shepherd is a young

man with many of his attributes adopted from imperial art. His
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needed to cover a church interior, and setting them required skill and
training. The process typically began by applying multiple layers of plaster
(about 3 inches thick in all) to a wall. Recent investigations have shown
that mosaics were generally prepared in situ. A drawing was done direct-
ly on the surface to be decorated, which was then painted in order to
create a guide for the design. Red was used in areas that were to be cov-
ered with gold, since red added richness to the gold ground.

Tesserae were then laid into still-fresh plaster, which was sufficiently
soft so that at least half the surface of the tesserae could be submergec:
a secure attachment was thus guaranteed. The process required deliber-
ate planning, since only the section of wall that could be finished in a day.
roughly the time it would take for plaster to dry, would receive the final
coat of plaster into which the tesserae were set.

Some medieval treatises distinguish between pictores imaginarii (mosaic
painters) and musearii (mosaic workers), suggesting a hierarchy in the divi-
sion of labor. Under any circumstances, mosaic production was a costiy
enterprise; it has been estimated that it was at least four times mors
expensive than wall painting. Clearly the aesthetic advantages of mosaics.

as well as their durability, were thought sufficient to justify the expense.

8.11.

Interior, Mausoleum of Galla Placidia, Ravenna




8.12.  Good Shepherd. Mosaic. Mausoleum of Galla Placidia, Ravenna

~alo comes from representations of the emperor as sun-king,
snd his gold robes and purple scarf are traditional signifiers of
-oval stature. These attributes are appropriate to a commission
v the imperial family, but equally significant is the way formal

~atures further the message, and perhaps here there is a para-
“ox. While Christ, with realistically modeled face and flowing
“air and garments, sits comfortably in a lush landscape with sky-
~lue background, the prevalence of gold denies naturalism to the
~ene. The paradox is that Christ is at once human, imperial, and
-+ this world, and yet also beyond it, existing within a glimmer-
=z ethereal realm of which he is a natural part. Roman mural
sainting used illusionistic devices to suggest a reality beyond the
wurface of the wall (see fig. 7.55), whereas Early Christian
—osaics used the glitter of gold tesserae to create a luminous
~=Im filled with celestial beings, symbols, or narrative action.
Thus, Early Christian mosaics transform the illusionistic tradi-
~on of ancient painting with the new Christian message.
The Early Christian architecture we have examined thus far
\ wzgests that vital forces enlivened preexisting forms in order to
- ke them serve new functions. Such is also the case with the
saptistery, which from its early roots in the rather improvisory
~aptation of a room in the Christian House of Dura-Europos
. —veloped into a distinctive and significant architectural form.
“5e Orthodox Baptistery in Ravenna (fig. 8.13) is an octagonal
~w:lding erected about 400 CE, which was heightened and
- med about fifty years later. The central plan of the
~—chodox Baptistery recalls antique mausoleums, while the
- zht sides of the building symbolically embody the connec-
. .a between baptism and death: The world began on the

~zhth day following the Creation, and Christ was resur-

~ tcd on the eighth day of the Passion. In the early Church,

zism occurred only once a year, at midnight on Easter

=nday, the day of the Resurrection, and only after the new

~ristian had endured a long period of indoctrination as a

catechumen. Even at Dura-Europos (see fig. 8.3), the con-
fluence of death and resurrection is evident in the subjects
represented, many of them, it will be recalled, appearing in

the catacombs.

8.13. Orthodox Baptistery, Ravenna. ca. 400—458 CE
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Like the interior of the Mausoleum of Galla Placidia, the
interior of the Orthodox Baptistery is exultant in the marble
walls of its lower reaches and in the stuccowork and mosaics
above (fig. 8.14). Old Testament prophets in stucco look down
at the visitor from around the drum of the building, while
above, gold-clad apostles proceed across an unnaturally blue
background offering their crowns of martyrdom. In the cen-
ter of the dome and within a gold medallion, Christ is bap-
tized; to the right a pagan river god acknowledges Christ’s
divinity. The decorations, glittering in the candlelit night,
must have made a profound impression on the converts being
baptized in the font beneath the dome, for they saw depicted
immediately above them the link between their own experi-
ences and that of the Son of God.

Central in both rank and decoration among the Early
Christian churches in which a full mosaic program can be
described is the basilica of Santa Maria Maggiore in Rome
(fig. 8.15). Built between 432 and 440, this was the first
church dedicated to Mary, begun only a year after she was
declared the Theotokos (Greek for “the bearer of god”) by the
Council of Ephesus.

The apse is a later replacement, but the general outline of
the original building and much of the mosaic decoration sur-
vive. These mosaics include the triumphal arch decoration and
more than half of the 42 mosaic panels that were placed above
the classically inspired entablature of the nave colonnade.
These panels were framed by pilasters and colonettes. Sadly,

much of this architectural decoration is now missing.

8.14. Dome mosaics, Orthodox Baptistery, Ravenna. ca. 458

8.15. Interior, Santa Maria Maggiore, Rome. ca. 432440 CE
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8.16. Triumphal arch. Mosaic. Santa Maria Maggiore, Rome

An enthroned Virgin in the original apse was framed by the
~=mphal arch, which contains stories from Jesus’ infancy, an
oropriate introduction to Mary’s astonishing person because of
= involvement in those episodes (fig. 8.16). On one side is the
* ~nunciation of Jesus’ birth, the Adoration of the Magi, and the
ssacre of the Innocents, which is when Herod, the Roman-
~znated ruler of Palestine, ordered the killing of first-born
= in Bethlehem, after the birth of Jesus, since it had been pre-

~==d that one of them would usurp his power. Included on the

- side are scenes from the Flight into Egypt and the Magi
= Herod, explaining their hope of visiting the Christ child.
The panels above the nave colonnade illustrate scenes from

. 3

= Old Testament. They combine narration with a concern for
~crured symmetry. For instance, in the left half of The Pait-

o Lot and Abraham (fig. 8.17), Abraham, his son Isaac, and

o st of his family depart for the land of Canaan. On the

== Lotand his clan, including his two small daughters, turn

o ard the city of Sodom. The artist who designed this scene

= Genesis 13 faced the same task as the ancient Roman

. wors of the Column of Trajan (see fig. 7.28). He needed to

= =nse complex actions into a form that could be read at a

2CIl

~=nce. In fact, he employed many of the same shorthand
~ces, such as the formulas for house, tree, and city, and the
= of showing a crowd of people as a cluster of heads,
~=r like a bunch of grapes.

In the Trajanic reliefs, these devices were used only to the
~=nt that they allowed the artist to portray actual historical

- wats. The mosaics in Santa Maria Maggiore, by contrast,

8.17.  The Farting of Lot and Abraham and Shepherds in a
Landscape. Santa Maria Maggiore, Rome. Mosaic
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depict the history of human salvation, beginning with the Old
Testament scenes along the nave and ending with the life of
Jesus as the Messiah on the triumphal arch. For those who read
the Bible literally, the scheme is not only a historical cycle but
also a symbolic program that presents a higher reality—the
Word of God. Hence the artist was not concerned with the
details of historical narrative. Glances and gestures were more
important than realistic movement or three-dimensional form.
In The Parting of Lot and Abraham, the symmetrical composi-
tion, with its gap in the center, makes clear the significance of
this parting. Abraham represents the way of righteousness,
while Sodom, which was destroyed by the Lord, signifies the
way of evil. Beneath The Parting of Lot and Abraham is a classi-
cally inspired but thoroughly transformed landscape, its shep-
herds placed on a green ground, while their sheep, as if on little
islands, float in gold surroundings.

What were the visual sources of the mosaic compositions at
Santa Maria Maggiore and other churches like it? These were
certainly not the first depictions of scenes from the Bible. For
certain subjects, such as the Last Supper, models could have
been found among the catacomb murals, but others, such as the
story of Joshua, may have come from illustrated manuscripts,
to which, since they were portable, art historians have assigned
an important role as models.

ILLUSTRATED BOOKS Because Christianity was based on
the Word of God as revealed in the Bible, early Christians, the
self-designated people of the Book, sponsored duplication of
sacred texts on a large scale. What did the carliest Bible illus-
trations look like® Because books are frail things, we have only
indirect evidence of their history in the ancient world. It begins
in Egypt with scrolls made from the papyrus plant, which is
like paper but more brittle (see pages 73-74; fig. 3.40). Papyrus
scrolls were produced throughout antiquity. Not until the sec-
ond century BCE, in late Hellenistic times, did a better material
become available. This was parchment (bleached animal hide)
or vellum (a type of parchment noted for its fineness), both of
which last far longer than papyrus. They were strong enough
to be creased without breaking and thus made possible the
kind of bound book we know today, technically called a codex,
which appeared sometime in the late first century CE.

Between the second and the fourth centuries CE, the vellum
codex gradually replaced the papyrus roll. This change had an
important effect on book illustration. Scroll illustrations seem
to have been mostly line drawings, since layers of pigment
would soon have cracked and come off during rolling and
unrolling. Although parchment and vellum were less fragile
than papyrus, they too were fragile mediums (see The Art His-
torian’s Lens, page 251). Nevertheless, the codex permitted the
use of rich colors, including gold. Hence it could make book
illustration—or, as we usually say, manuscript illumination—
the small-scale counterpart of murals, mosaics, and panel pic-
tures. Some questions are still unanswered. When, where, and
how quickly did book illumination develop? Were most of the
subjects biblical, mythological, or historical? How much of a

carryover was there from scroll to codex?
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One of the carliest surviving books that illustrate the Bite
is an early fifth-century fragment, the so-called Quedlinbur
Itala (fig. 8.18). The fragment is from an illustrated Book =
Kings (one of the 39 books of the Old Testament) that has bees
calculated to have originally contained some 60 illustratioss |
cach image probably comprising multiple scenes. On the folie
(manuscript leaf) reproduced here, four scenes depict Saul¥
meeting with Samuel after the defeat of Amalekites (I Samus
15:13-33), each scene framed so as to accentuate the ove :
unity of the composition. The misty landscape, architectuss
elements, and sky-blue and pink background recall the antigss
Roman tradition of atmospheric illusionism of the sort we m=
at Pompeii (see fig. 7.55). _

Visible under the flaking paint in this badly damags
fragment are written instructions to the artist, part of whit
read, “You make the prophet speaking facing King Saul sace v
ficing.” Apparently the artist was left free to interpret pictas:
ally these written instructions, suggesting the lack of
illustrated model. :

Particularly intriguing is the fact that the artist of =%
Quedlinburg fragment worked together in a Roman scriptori
(a workshop for copying and illustrating manuscripts) with
artist who illustrated Vergil’s Aeneid and Georgics, the so-calcs
Vatican Vergil, named after the collection in which it is houss
today (fig. 8.19). We might well ask if this is evidence of ne
Christian artists working for Christian patrons and to wis

8.18. Scenes from the Book of Kings, Quedlinburg Itala,
ca. 425-450 CE. Tempera on vellum, 12 X 18”7 (30.5 X 45.8 cm).
Staatliche Bibliothek, Berlin



The Cotton Library Fire

anuscripts are fragile works of art. Executed on parchment or vel-

M lum, which are organic materials, they are subject to damage by
sither overly dry or overly humid conditions and by insects. Manuscripts
that are popular and receive a great deal of use can tear or wear thin.
Dealers, even today, often cut up manuscripts, since they can sell individ-
ual pages more easily than a whole manuscript and for more money. And
iz is not uncommon to find old manuscript parchment reused for a vari-
=ty of purposes, including lampshades and other decorative items. Given
sheir fragility, it is remarkable that so many precious manuscripts survive.
No event demonstrates the vulnerability of manuscripts more
soignantly than the fire that damaged the collection of Sir Robert Bruce
Cotton (1571-1631), a founder of the Society of Antiquaries, who, in
- zddition to manuscripts, collected books, other works of art, and coins.
‘ncluded in Cotton’s manuscript collection was a unique example of the
2nglo-Saxon poem Beowulf (see page 314), written around 1000 CE, the

_indisfarne Gospels (see fig. 10.6),and the Utrecht Psalter (see fig. 10.15).

. Cotton’s heirs donated his library to the English nation in 1700, and in
1729 it was moved to another location because the building in which it had
. seen housed was considered unsafe. Ironically, two years later many of the
—anuscripts were destroyed in a tragic fire at the new location. An account
~ wrizten in the following year records that of the original 952 manuscripts,
© 14 were “lost, burnt, or entirely spoiled,” while 98 others were severely
~ s=maged. Included in the latter category was a fifth-century manuscript,
~ wrien in Greek and probably made in Alexandria, of the Old Testament
~ ook of Genesis, notable both for the number of its illustrations and for
=i high quality. It was one of the most significant works of the Early Chris-
~ == period. Only fragments of 129 folios survive from the manuscript’s orig-
==l 22 folios, which included about 339 illuminations. Art historians Kurt
- W=izmann and Herbert Kessler have undertaken an exhaustive and con-
~ wrcing descriptive reconstruction of the manuscript, but brilliant as their

_alysis might be, the loss of so many original illuminations is incalculable.

~w=ent pagan motifs might have been carried over to Christian
~hiects, or perhaps even the other way around.

Like the Quedlinburg fragment, the Vatican Vergil
~Jects the Roman tradition of illusionism and is closely
~=ked in style to the mosaics of the contemporaneous Santa
" \aria Maggiore. The picture, separated from the rest of the
gese by 2 heavy frame, is like a window, and in the land-
~2pe—similar to that in the Quedlinburg Itala on being set
. by the pink and blue sky—we find the remains of deep
“wace, perspective, and the play of light and shade. The illus-
~.=on is balanced by beautifully executed letters, which
~wer over the page like a curtain.

Perhaps it is not accidental that the illusionism in both the

~ wedlinburg Itala and the Vatican Vergil reminds us so much of

- & = Miniature from the Vatican Vergil. Early 5th century CE.
~ =pera on vellum, 8 . X 7l ”(21.9 X 19.6 cm). Biblioteca

. <wolica Vaticana, R()me

Art historians feel a particular anguish for the fate of the Cotton Genesis
because it was one of only two known manuscripts dedicated to Genesis
alone. The other is the Vienna Genesis (see fig. 8.35). Why Genesis received
such exhaustive treatment is the subject of some controversy, fueled by
suppositions that are difficult to prove without the evidence of the miss-
ing folios from the Cotton Genesis. (The Vienna Genesis also survives as a
mere fragment containing some 24 single leaves.) John Lowden has sug-
gested that the two Genesis manuscripts were very unusual, indeed
experimental trials undertaken at a time when the Church’s early interest
in confronting paganism was beginning to shift to a greater concern for
supporting orthodox Christian teaching. For Lowden, the Cotton Genesis
might have been a guide for the instruction of Christian orthodoxy.

A further loss for art historians is information about what role manu-
scripts played in the transmission of images and motifs. We know the
Cotton Genesis was in Venice in the early thirteenth century, when it
served as a model for a series of mosaics in the Church of San Marco in
Venice. The manner and process used to transfer ideas that had their ori-
gins in the Early Christian period to later generations might be easier to
understand if the Cotton Genesis could be seen in its original form.

Virtually from the moment the charred manuscripts cooled, attempts
have been made to restore some of the Cotton manuscripts and con-
serve those fragments not suitable for restoration. These attempts were
intensified after 1753 when the Cotton Library became one of the first
collections to be housed in the newly established British Museum.
Recently scholars have applied modern scientific techniques to study
some of the Cotton manuscripts. By illuminating individual folios from
behind with a fiber-optic light, letters formerly obscured have become
visible. And computer imaging has been used to replace the missing let-
ters of some manuscripts. However, no system is likely to be devised that
can restore the aesthetic vitality or artistic integrity of a manuscript such
as the Cotton Genesis. It is one thing to know what subjects were depict-
ed in the manuscript; it is another thing altogether to be able to see and
appreciate the products of scribes and artists who worked more than

1,600 years ago.
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the art of Rome during its glory days, nor that so many archi-

tectural features of the contemporancous Santa Maria Mag-
giore are so classicizing. All of these works were produced in
Rome just when that city was under direct threat; the emphasis
on Rome’s historic splendor might well have proven comfort-
ing during difficult times. However, the political reality was far
different from the lofty ambitions of artists and patrons. Rome
was sacked by the Visigoths in 410 and, as noted, the capital of
the Western Empire was moved farther north, settling first in
Milan, then finally in Ravenna.

SCULPTURE As we have seen, the increase in standing of
Christianity had a profound effect on artistic production, mov-
ing Christian art from a modest and private sphere to a public
and official arena. As Early Christian architecture and its deco-
ration began to demonstrate increasing monumentality as a
result of its dependence on Roman imperial traditions, so too
Early Christian sculpture became more impressive. This is
apparent in a fine Early Christian stone coffin, the Sarcophagus
of Junius Bassus.

The richly carved Sarcophagus of Junius Bassus (fig. 8.20) was
made for a prefect of Rome who died in 359 at age 42 and who,
an inscription tells us, had been “newly baptized.” The front,
divided by columns into ten compartments, contains a mixture of
Old and New Testament scenes. In the upper register we see
(from left to right) the Sacrifice of Isaac, St. Peter Taken Prisoner,
Christ Enthroned between Saints Peter and Paul, and Jesus
before Pontius Pilate (this last scene composed of two compart-
ments). In the lower register are the Suffering of Job, the Temp-
tation of Adam and Eve, Jesus’ Entry into Jerusalem, Daniel in
the Lions’ Den, and St. Paul Led to his Martyrdom.

Clearly the status of Christianity has changed when a major
state official proclaims, both in inscription and through repre-
sentation, his belief in Christianity. The depictions of Peter and

Paul, the veritable official saints of the city of Rome—cach

saint is commemorated by a major basilica in the city—can be
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8.20. Sarcophagus of Junius Bassus.

ca. 359 CE. Marble, 3'10%47 x 8" (1.2 X 2.4 m).
Museo Storico del Capitolino di San Pietro,
Rome

related to Junius Bassus’ role as a high-ranking governmes=
official. Authoritative as well is Christ’s place in the cen®
scenes of each register. In the top register, Christ is enthrons
with his feet treading on a personification of Coelus. =
Roman pagan god of the heavens, as he dispenses the law to =
disciples. Thus, he appropriates one of the emperor’s form
privileges and the prefect’s as his surrogate. Below this com
partment, he enters Jerusalem in triumph. As compared to =
carliest Christian representations, such as the Santa Ma=
Antiqua sarcophagus, Christ is now depicted directly. =
through allusion alone, and his imperial nature is ther
accentuated. Daniel in the Lions’ Den, the Sacrifice of Isza
and Adam and Eve are subjects that appeared in earlier re
sentations in catacombs. Daniel’s salvation is a type for C
as well as for all Christians who hope for divine salvaz:
Abraham’s willingness to sacrifice his beloved son Isaac pas
lels God’s sacrifice of his only begotten son and at the same ==
speaks of salvation by divine grace; Adam and Eve refer to =5
Original Sin that led to Christ’s sacrificial death and his ress
rection. Thus old methods of explication are combined
new manifestations of Christianity’s important role in socis
particularly by stressing Christ’s imperial nature.
The style of the sarcophagus also relies on imperial conse
tion. This is most evident in the elements of classicism thas
expressed, such as the placement within deep, space-fiie
niches of figures that recall the dignity of Greek and Rom
sculpture. Other classicizing features include the way that
figures seem capable of distributing weight, the draperies
reveal the bodies beneath them, and the narrative clarity. Fe
ever, beneath this veneer of classicism we recognize doll-
bodies with large heads and a passive air in scenes that wes
otherwise seem to call for dramatic action. It is as if the eves
and figures are no longer intended to tell their own story be=
call to mind a larger symbolic meaning that unites them.
The reliance on classicizing forms on the Sarcophags

Junius Bassus reminds us that Early Christian art appes



~oughout the Mediterranean basin in what we think of as the

=ssical world. During the first five centuries after Jesus’

~—=th, the art of the entire area was more or less unified in con-
- == and style. Increasing political and religious divisions in the
~-=on, however, began to affect artistic production so that it is
3 -oropriate to recognize the appearance, or perhaps better stat-
he growth of another branch of Christian art that we label

ntine.

ANTINE ART
arly Byzantine Art

c= is no clear-cut geographical or chronological line
wcen Early Christian and Byzantine art. West Roman and
* .- Roman—or as some scholars prefer to call them, Western
© Eastern Christian—traits are difficult to separate before
<xth century. Until that time, both geographical areas con-
~wted to the development of Early Christian art. As the
~=ern Empire declined, however, cultural leadership tend-
= shift to the Eastern Empire. This process was completed
= the reign of Justinian, who ruled the Eastern Empire
= 327 to 565. Under the patronage of Justinian, Constan-
= ole became the artistic as well as the political capital of the
ir=. Justinian himself was a man of strongly Latin orien-
= and he almost succeeded in reuniting Constantine’s
~2:n. The monuments he sponsored have a grandeur that
~=s the claim that his era was a Golden Age, as some have
eled 1t.

e political and religious differences between East and
= became an artistic division as well. In Western Europe,

L LN L O T

~ - and Germanic peoples inherited the civilization of Late
~uity, of which Early Christian art had been a part, but
- cransformed it radically. The East, in contrast, experi-
- no such break. Late Antiquity lived on in the Byzantine
—erc. although Greek and other Eastern Mediterranean ele-

NE == came increasingly to the fore at the expense of the
ncl 3 heritage. Even so, a sense of tradition played a central
he = the development of Byzantine art.
Ir-
= HITECTURE AND ITS DECORATION Ironically,
- reatest number of early Byzantine monuments survives
i + not in Constantinople, where much has been destroyed,
e = Iralian soil, in Ravenna. That town, as we have seen, had
rel - the capital of the West Roman emperors at the begin-
ed ¢ the fifth century. At the end of the century it was taken
an ~ neodoric, king of the Ostrogoths, whose tastes were pat-
he atter those of Constantinople, where he had lived for an
at ~=d period. The Ostrogothic rule of Ravenna ended in
S when the Byzantine general Belisarius conquered the city
ke “sminian. Ravenna became an exarchate, or provincial cap-
d ==c main stronghold of Byzantine rule in Italy. Thus,
e ~=na serves as a kind of microcosm of the transformation
o - isions of the later Roman Empire.

~ The mostimportant building of the early Byzantine period,
of .= in 526 under Ostrogothic rule, was the church of San
al:s = Built chiefly during the 540s and completed in 547, it

ART IN TIME

319-329—O0Id St. Peter’s Basilica constructed
330—Constantinople becomes capital of Roman Empire
390s—The Confessions of St. Augustine
395—Roman Empire divides into Eastern and Western halves
402—Honorius moves capital of Western Roman Empire to
Ravenna
400s—Construction in Ravenna of Mausoleum of

Galla Placidia and Orthodox Baptistery

apse

8.21. Plan of San Vitale, Ravenna. 526-547 CE

represents a Byzantine building of a type derived mainly from
Constantinople. The octagonal plan (figs. 8.21 and 8.22) with a
circular core ringed by an ambulatory is a descendant of the
mausoleum of Santa Costanza in Rome (see fig. 8.7), but other
aspects of the building show the influence of the Eastern
Empire, where domed churches of various kinds had been
built during the previous century. Compared to Santa Costan-
za, San Vitale is both larger in scale and significantly richer in

822. Section of San Vitale, Ravenna
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8.23.

Exterior, San Vitale, Ravenna

spatial effect (fig. 8.23). In particular, below the clerestory, the
nave wall turns into a series of semicircular niches that pene-
trate the ambulatory and thus link that surrounding aisle to the
nave in a new and intricate way (fig. 8.24). The movement
around the center space is thus enlivened so that the decorated
surfaces seem to pulsate. The aisle itself has a second story, the
galleries, which may have been reserved for women. This
reflects a practice in a number of Eastern religions, including
some forms of Judaism, where it is current even today. Large
windows on every level are made possible by a new economy in
the construction of the vaulting—hollow clay tubes allowing
and the interior is flooded with light.

for a lighter structure

8.24. Interior (view from
the apse), San Vitale, Ravenna
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The plan of San Vitale shows only remnants of the longit

nal axis of the Early Christian basilica: toward the east, a ¢z
vaulted compartment for the altar, backed by an apse; and o= =
other side, a narthex. How did it happen that the East favor=: &
type of church building (as distinct from baptisteries and = ;'
soleums) so different from the basilica and—from the Wess
point of view—so ill adapted to Christian ritual? After all. =
not the design of the basilica been backed by the authori $
Constantine himself> Scholars have suggested a number of =
sons: practical, religious, and political. All of them may be =i 3
vant, but none is fully persuasive. In any event, from the tms
Justinian, domed, central-plan churches dominated the woris
Orthodox Christianity as thoroughly as the basilican plan dase
nated the architecture of the medieval West.

At San Vitale the odd, nonsymmetrical placement of 5
narthex, which has never been fully explained, might be = &5
to helping us understand how the building functioned '
have suggested that the narthex is turned to be parallel
atrium, the axis of which was determined by site limitazaa
Others see it as a conscious design feature that accentuates = :
transition between the exterior and interior of the chuss
Whatever the reason, in order to enter the building vissss
were forced to change axis, shifting to the right or le&
order to align themselves with the main apse. The alter.
of the journey into the building is unsettling, almost &
enting, an effect heightened by passing from the lighted =
of the narthex to the shaded ambulatory, and then ine =
high and luminous domed center space. The passage &
physical to spiritual realms so essential to worship is manie
as a separation between the external world and the intes
space of the building.

The complexity of the architecture of the interior is maze
by its lavish decoration. San Vitale’s link with the Byzass
court can be seen in two prominent mosaics flanking the &5

(figs. 8.25 and 8.26). They depict Justinian and his empssis



odora, accompanied by officials, the local clergy, and ladies-

-~ waiting, about to enter the church, as if it were a palace chapel.
~ these large panels, the design of which most likely came from
- :mperial workshop, we find an ideal of beauty that is very dif-
~—nt from the squat, large-headed figures we met in the art of
- fourth and fifth centuries. The figures are tall and slim, with
v feet and small almond-shaped faces dominated by huge eyes.
v seem capable only of making ceremonial gestures and
- olaying magnificent costumes. There is no hint of movement

change. The dimensions of time and earthly space, suggested

AR b

ART IN TIME

45| —Europe invaded by Attila the Hun

476—Fall of Ravenna to Ostrogoths

525-565—]ustinian rules Eastern Roman Empire

540—End of Ostrogothic rule of Ravenna

558—Taller dome built for Hagia Sophia in

Constantinople

726—Iconoclastic Controversy begins

CHAPTER 8

8.25. Emperor Justinian and
His Attendants. ca. 547 CE. Mosaic.
San Vitale, Ravenna

8.26. Empress Theodora and
Her Attendants. ca. 547 CE. Mosaic.
San Vitale, Ravenna
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by a green ground, give way to an eternal present in the form of a
golden otherworldly setting. Hence, the solemn, frontal images
seem to belong as much to a celestial court as to a secular one.
The quality of soaring slenderness that endows the figures with
an air of mute exaltation is shared by the mysterious interior
space of San Vitale, which these figures inhabit.

The union of political and spiritual authority expressed in
these mosaics reflects the “divine kingship” of the Byzantine
emperor and honors the royal couple as donors of the church. It
is as though the mosaic figures are in fact participating in the
liturgy, even though the empress and emperor are actually
thousands of miles away. The embroidery on the hem of
Theodora’s mantle shows the three Magi carrying their gifts to
Mary and the newborn King, and like them the imperial cou-
ple bring offerings. Justinian brings bread and Theodora a
chalice, undoubtedly references to the Eucharist and Jesus’
sacrifice of his own flesh and blood to redeem humanity. The
emperor is flanked by 12 companions, the imperial equivalent
of the 12 apostles. Moreover, Justinian is portrayed in a manner
that recalls Constantine, that first Christian emperor: The
shield with Christ’s monogram equates Justinian’s conquest of
Ravenna with the divinely inspired Constantinian triumph

half-domes aisle

aisle 010

20 30 4.0 meters

— T .
0 30 60 90 120 feet

8.28. Exterior, Hagia
Sophia, Istanbul
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that ultimately led to the founding of Constantinople, the coz
to which Justinian was heir.
Among the surviving monuments of Justinian’s reign =

Constantinople, the most important by far 1s Hagia Sop&e
(Church of Holy Wisdom) (figs. 8.27 and 8.28). The firs
church on that site was commissioned by Constantine 5
destroyed in 532 during rioting that almost deposed the empes
or, who immediately rebuilt the church, a sign of the continu
of his imperial authority. Completed in only five years, H
Sophia achieved such fame that the names of the architects. =
were remembered: Anthemius of Tralles, an expert in georm :
try and the theory of statics and kinetics; and Isidorus of M-
tus, who taught physics and wrote on vaulting techniques. 75
dome collapsed in the earthquake of 558, and a new, taller cse
was built from a design by Isidorus’ nephew. After the Turks
conquest in 1453, the church became a mosque. The Turk!f
added four minarets and extra buttresses to the exterior at te
time (see fig. 8.28), as well as large medallions with Islaz
invocations on the interior (fig. 8.29). In the twentieth centess
after the building was turned into a museum, some of =
mosaic decoration that was largely hidden under whitew=s

was uncovered.

8.27. Anthemius of Tralles and Isidorus
of Miletus. Plan of Hagia Sophia, Istanbul.
532-537 CE. (after V. Sybel)

:



8.29. Interior, Hagia Soj
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Procopius of Caesarea (6th Century)

From Buildings

Procopius was a historian during the reign of Emperor Justinian. He wrote
an entire book (ca. 550 CE) about the fortifications, aqueducts, churches,
and other public buildings constructed by Justinian throughout the Byzan-
sine Empire. The book begins with the greatest of these, Hagia Sophia
(see figs. 8.27-8.32).

he emperor, disregarding all considerations of expense, raised
Tcraftsmen from the whole world. It was Anthemius of Tralles,
the most learned man in the discipline called engineering, that minis-
tered to the emperor’s zeal by regulating the work of the builders and
preparing in advance designs of what was going to be built. He had as
partner another engineer called Isidore, a native of Miletus.

So the church has been made a spectacle of great beauty, stupen-
dous to those who see it and altogether incredible to those who hear of
it. Tt subtly combines its mass with the harmony of its proportions,
having neither any excess nor any deficiency, inasmuch as it is more
pompous than ordinary [buildings] and considerably more decorous
than those which are huge beyond measure; and it abounds exceed-
ingly in gleaming sunlight. You might say that the [interior] space is
not illuminated by the sun from the outside, but that the radiance is
generated within, so great an abundance of light bathes this shrine all

round. In the middle of the church there rise four man-made emi-

Hagia Sophia has the longitudinal axis of an Early Christ-
ian basilica, but the central feature of the nave is a vast, squar-
ish space crowned by a huge dome (see fig. 8.27). At either end
are half-domes, so that the nave takes the form of a great
ellipse. Attached to the half-domes are semicircular apses with
open arcades, series of arches, similar to those in San Vitale.
One might say, then, that the dome of Hagia Sophia has been
placed over a central space and, at the same time, inserted
between the two halves of a divided central-plan church. The
dome rests on four arches that carry its weight to the piers,
large, upright architectural supports, at the corners of the
square. Thus the brilliant gold-mosaic walls below these arch-
es, pierced with windows, have no weight-bearing function at
all and act as mere curtains. The transition from the square
formed by the arches to the circular rim of the dome is achieved
by spherical triangles called pendentives (fig. 8.30). Hence we
speak of the entire unit as a dome on pendentives. This device,
along with a new technique for building domes using thin
bricks embedded in mortar, permits the construction of taller,
lighter, and more economical domes than the older method of
placing the dome on a round or polygonal base as, for example,
in the Pantheon (see fig. 7.39). :
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nences which are called piers, two on the north and two on the sou== ;
cach pair having between them exactly four columns. The eminesn ==
are built to a great height. As you see them, you could suppose them =
be precipitous mountain peaks. Upon these are placed four arches s

as to form a square, their ends coming together in pairs and made &5

at the summit of those piers, while the rest of them rise to an imme=
height. Two of the arches, namely those facing the rising and the s -
ting sun, are suspended over empty air, while the others have bencait
them some kind of structure and rather tall columns. Above the ame
es the construction rises in a circle. Rising above this circle is an ez
mous spherical dome which makes the building exceptionsis
beautiful. It seems not to be founded on solid masonry, but to be s
pended from heaven by that golden chain and so covers the space. -
of these elements, marvellously fitted together in mid-air, suspenas
from one another and reposing only on the parts adjacent to the
produce a unified and most remarkable harmony in the work, and ==
do not allow the spectators to rest their gaze upon any one of them = e
a length of time, but each detail readily draws and attracts the ev= =
itself. Thus the vision constantly shifts round, and the beholders
quite unable to select any particular element which they might ads=
more than all the others. No matter how much they concentrate fhes
attention on this side and that, and examine everything with con
ed eyebrows, they are unable to understand the craftsmanship

always depart from there amazed by the perplexing spectacle.

SOURCE: THE ART OF THE BYZANTINE EMPIRE, 312-1453: SOURCES AND DOCUMENTS BY CYRIL
MANGO (UPPER SADDLE RIVER, NJ: PRENTICE HALL, IST ED., 1972)

Where or when the dome on pendentives was invented
do not know. Hagia Sophia is the earliest example we have
its use on a monumental scale, and it had a lasting impact.
became a basic feature of Byzantine architecture and, later.
Western architecture as well. Given the audacity of Haze
Sophia’s design, it is not surprising that its architects were =
described as builders, but rather as theoretical scientmst
renowned for their knowledge of mathematics and physics. &
massive exterior, firmly planted upon the earth like a gres
mound, rises by stages to a height of 184 feet—41 feet ' ’
than the Pantheon—and therefore its dome, though its diam
ter is somewhat smaller (112 feet), stands out far more boldis &
its urban setting. 3

Once we are inside Hagia Sophia (see fig. 8.29), all se= 3
of weight disappears. Nothing remains but a space =&
inflates, like so many sails, the apses, the pendentives, ==
the dome itself. The first dome, the one that fell in 558, =
less steep than the present one, and one imagines that &
sense of swelling form and heaving surface would origina=+
have been even more intense than it is today. Here the arct
tectural aesthetic we saw taking shape in Early Christ

architecture has achieved a new, magnificent dimensies
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we ~ ~cn more than before, light plays a key role. The dome
of ~ =ms to float—"like the radiant heavens,” according to a
Iz ~atemporary description—because it rests upon a closely
of ;spz:ed row of windows; light, both real and reflected, virtu-
sia .+ separates the dome from the arches on which it rests. So
10t “2nv openings pierce the nave walls that the effect is akin to
Sts, ~ transparency of lace curtains. The golden glitter of the
Its wsaics must have completed the “illusion of unreality.” Its
ear ~-pose 1s clear. As Procopius, the court historian to Justin-
les wrote: “Whenever one enters this church to pray, he
ne- ‘erstands at once that it is not by any human power or
S im - but by the influence of God, that this work has been so

~ +=v turned. And so his mind is lifted up toward God and
~ed, feeling that He cannot be far away, but must espe-
“v love to dwell in this place that He has chosen.” (See
" wury Source, page 258.) We can sense the new aesthetic
= in ornamental details such as moldings and capitals (fig.
"1 The scrolls, acanthus leaves, and similar decorations
~ motifs derived from classical architecture, but their effect
< is radically different. The heavily patterned butterfly-
.ol facing of the piers denies their substantiality, and

~=ad of actively cushioning the impact of heavy weight on

8.31. Northwest exedra, Hagia Sophia, [stanbul

the shaft of the column, the capital has become like an open-
work basket of starched lace, the delicate surface pattern of
which belies the strength and solidity of the stone. The con-
trast between the decoration of these structural members and
their weight-bearing function accentuates the viewer’s dis-
orientation, an effect that would only have been increased if
the interior of the building were viewed from aisle or gallery
(fig. 8.32). In fact, it is from there that most congregants
would have experienced the building during religious ser-
vices, with no opportunity to take in or understand the entire
structure.

The guiding principle of Graeco-Roman architecture had
been to express a balance of opposing forces, rather like the
balance within the contrapposto of a Classical statue. The
result was a muscular display of active and passive members.
In comparison, the material structure of Byzantine architec-
ture, and to some extent of Early Christian architecture as
well, is subservient to the creation of immaterial space. Walls
and vaults seem like weightless shells, their actual thickness
and solidity hidden rather than emphasized. And the glitter
of the mosaics must have completed the illusion of unreality.,

fitting the spirit of these interiors to perfection.
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8.32. Interior (view from south aisle facing northwest),
Hagia Sophia, Istanbul

8.33. Justinian as Conqueror. ca. 525-550 CE. Ivory, 13, x1
(34.2 X 26.8 cm). Musée du Louvre, Paris
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irchangel Michael. Leaf of a diptych. Early 6th century
(43.3 x 14 cm). The British Museum, London

SCULPTURE Beyond architectural decorations and some
sarcophagi, early Byzantine sculpture consists mainly of
reliefs in ivory and silver, which survive in considerable num-
bers. Vestiges of classicism are apparent in the beautifully
carved diptych of Justinian as Conqueror, which celebrates the
emperor’s victories in Italy, North Africa, and Asia (fig. 8.33).
The subject restates in Christian terms the allegorical scene
on the breastplate of the Augustus of Primaporta (sce fig. 7.16).
The figure of Victory appears twice: above the emperor, to his
right, and as a statuette held by the Roman officer at the left,
who no doubt was mirrored in the missing panel at the right.
Scythians, Indians, even lions and elephants, representing
the lands conquered by Justinian, offer gifts and pay homage,
while a figure personifying Earth supports Justinian’s foot to
signify the emperor’s dominion over the entire world. His
role as triumphant general and ruler of the empire is blessed
from heaven (note the sun, moon, and star) by Christ, whose
image is in a medallion carried by two heraldically arranged
angels. The large head and bulging features of Justinian
brim with the same energy as his charging steed. He is a far
cry from the calm philosopher portrayed on the equestrian
statue of Marcus Aurelius (fig. 7.21) from which the image
is derived.

An ivory relief of The Archangel Michael (fig. 8.34), also
from the time of Justinian, looks back to earlier classical ivories.
[t may have been paired with a missing panel showing Justin-
ian, who, it has been suggested, commissioned it. The inscrip-
tion above has the prayer “Receive these gifts, and having
learned the cause ...,” which would probably have continued
on the missing leaf with a plea to forgive the owner’s sins,
apparently a reference to the emperor’s humility. In any event,
this ivory must have been done around 520-530 by an imperial
workshop in Constantinople.

The majestic archangel is a descendant of the winged Vic-
tories of Graeco-Roman art, down to the rich drapery reveal-
ing lithe limbs (see fig. 5.49), and recalls the Victories on the
ivory plaque of Justinian as Conqueror (see fig. 8.33). Here
classicism has become an eloquent vehicle for Christian con-
tent. The power the angel heralds is not of this world, nor
does he inhabit an earthly space. The niche he occupies has
lost all three-dimensional reality. The angel’s relationship to it
is purely symbolic and ornamental, so that, given the position
of the feet on the steps, he seems to hover rather than stand.
From the ankles down he seems to be situated between the
columns, while his arms and wings are in front of them. It 1s
this disembodied quality, conveyed through harmonious
forms, that makes the Archangel Michael’s presence so com-
pelling. The paradox of a believable figure represented natu-
ralistically but existing within an ambiguous, indeed
impossible, setting connects this work with other products of
Justinian’s court, such as those buildings where solid struc-

tures serve to create ephemeral spaces.
ILLUSTRATED BooOKS Illustrated books of the early

Byzantine period also contain echoes of Graeco-Roman style

adapted to religious narrative. The most important example,
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; the Vienna Genesis (fig. 8.35), containing a Greek text of the first Our page shows a number of scenes from the story of Ja= =

book of the Bible, has a richness similar to the mosaics we have In the center foreground Jacob wrestles with the angel =&
seen. White highlights and fluttering drapery that clings to the  then receives the angel’s blessing. Hence the picture does
bodies animate the scene. The book was written in silver (now show just a single event but a whole sequence. The scenes
tarnished black) and decorated with brilliantly colored minia-  place along a U-shaped path, so that progression in s
tures on dyed-purple vellum, that color being reserved for the ~ becomes progression in time. This method, knows
imperial court. Although some scholars have suggested that an continuous narration, goes back as far as ancient Egypt
imperial scriptorium in Constantinople produced the manu- Mesopotamia. Its appearance in miniatures such as this =
script, recent research points to Syria as the more likely source reflect earlier illustrations made in scroll rather than =
because there are parallels to manuscripts produced in Syria  form, although this hypothesis has been highly contested. =
and to some mosaics that survive there as well. picture certainly looks like a frieze turned back upon itself. =

it oot

835. Jacob Wrestling the Angel, from the Vienna Genesis. Early 6th century CE. Tempera and silver on dyed
vellum, 13!/, X 9'4,” (33.6 x 24.1 cm). Osterreichische Nationalbibliothek, Vienna
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manuscript illustration, continuous narrative makes the most
cconomical use of space. The painter can pack a maximum
number of scenes into a small area, and the picture as a running
account can be read like lines of text, rather than as a window

that requires a frame.

ICONs The religious icon (from the Greek word eikon, mean-
ing “image”) provided another focus for representation at the
zime of Justinian. Icons generally took Christ, the Enthroned
Madonna, or saints as their principal subjects and were
“biects of personal as well as public veneration. From the
Seginning they were considered portraits, for such pictures
2ad developed in Early Christian times out of Graeco-Roman
sortrait panels. The issue that they might be considered idols
“=d to arguments about their appropriateness and their power.
Sce Primary Source, page 266.) These discussions related to
“he contemporaneous debates on the dual nature of Christ as
debates

..

~-od and man, at once both spiritual and physical
“nat Byzantine emperors had no qualms about joining. One of
¢ chief arguments in favor of image production was the
~=im that Christ had appeared with the Virgin to St. Luke
<= permitted him to paint their portrait together, and that
weher portraits of Christ or of the Virgin had miraculously
~oocared on earth by divine command. These “true” sacred
~mages were considered to have been the sources for the later
~==s made by human artists, permitting a chain of copies and

oo of copies, which has often made it difficult for art his-

. oans to date them.

Icons functioned as living images to instruct and inspire the
-« o=shiper. Because the actual figure—be it Christ, Mary, a
- =n or an angel—was thought to reside in the image, icons
== believed to be able to intercede on behalf of the faithful.
v were reputed to have miraculous healing properties, and
o were carried into battle or placed over city gates, effec-
- ibing an icon of the archangel Michael, the sixth-century

offering totemic protection to their communities. In

= Agathias writes: “The wax remarkably has represented
wvisible. ... The viewer can directly venerate the archangel
s trembles as if in his actual presence. The eyes encourage
thoughts; through art and its colors the innermost prayer
viewer 1s passed to the image.”

“wutle 1s known about the origins of icons, since most early
~=oles were intentionally destroyed by those who believed
+ =d to idolatry; hence icons are scarce. The irony of this is
larly poignant, since ecarly icons were painted in
ssastic, the medium in which pigment is suspended in hot
. chosen for its durability.

B SEny of the surviving early examples come from the
ry of Saint Catherine at Mount Sinai, Egypt, the iso-
- desert location of which aided the survival of numerous
An icon of Chiust (fig. 8.36), generally dated to some-
i the sixth century but with later repainting, is magnif-
“or its freshness of color and vibrancy of brushstroke. Its
~ =:th Graeco-Roman portraiture is clear not only from
s of encaustic but also from the gradations of light and

:n Christ’s face and on his neck, reminiscent of the

836. Chrust. 6th century CE. Encaustic on panel, 34 X 177 i
(84 X 45.5 cm). Monastery of St. Catherine, Mount Sinai, Egypt

treatment of the woman in our Roman Fayum portrait, also
in encaustic (see fig. 7.49). The combination of a frontal.
unflinching gaze, establishing a direct bond with the viewer.
with the lively and lifelike modeling of the face suggests the
kind of dichotomy between spiritual and physical that we
have seen in so much early Byzantine art. That dichotomy is
accentuated here by the enormous gold halo hovering over an
architectural background. It is as if the walls retreat into the
background in response to the halo and in order to allow
space for Christ.

Anicon of the Virgin and Child Enthroned Between Saints and
Angels (fig. 8.37) is striking for the variety of styles used to repre-
sent the different figure types. The Virgin and Christ are large.
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their modeled faces help convey with some delicacy their solidi-
ty, while the two warrior saints, probably Theodore on the left
and George (or Demetrios) on the right, recall the stiff figures
that accompany Justinian in San Vitale (see fig. 8.25). Typical of
early icons, however, their heads are too large for their doll-like
bodies. Behind are two almost ethereal angels looking skyward;
both resemble Roman representations. It is typical of the conser-
vative icon tradition that an artist would remain faithful to his
varied sources in order to preserve the likenesses of the holy fig-
ures; yet it is also possible that different styles in the same work
are considered appropriate for the differing religious roles the
portrayed personages play. For example, the Virgin’s pose signals
that for the Byzantines the Madonna was the regal mother, the
Theotokos, while the stiff formality of the soldier saints is appro-

priate to represent stalwart defenders of the faith.

PART 11 THE MIDDLE AGES

8.37. Virgin and Child Enthroned Between
Saints and Angels. Late 6th century CE.

Encaustic on panel, 27 X 19° $”7 (68.5x49.2 c=
Monastery of St. Catherine, Mount Sinai, Eg

¢
)

The Iconoclastic Controversy

After the time of Justinian, the development of Byzant=e
art—not only painting but sculpture and architecture as weli—

was disrupted by the Iconoclastic Controversy. The con
which began with an edict promulgated by the Byzantze
emperor Leo 11 in 726 prohibiting religious images, raged £ »
more than a hundred years between two hostile groups. 75
image destroyers, Iconoclasts, led by the emperor and supporzes
mainly in the eastern provinces, insisted on a literal interpress
tion of the biblical ban against graven images because their ==
led to idolatry. They wanted to restrict religious art to abstr== 3

symbols and plant or animal forms. Their opponents, ¢
Iconophiles, were led by the monks and were particularly ce=
tered in the western provinces, where the imperial edi=

remained ineffective for the most part. The strongest argumes




’Vin favor of icons was Neo-Platonic: Because Christ and his
“mage are inseparable, the honor given to the image is trans-
~-rred to him. (See Primary Source, page 266.)

The roots of the argument went very deep. Theologically,
oy involved the basic issue of the relationship of the human
~.ad the divine in the person of Christ. Moreover, some people
—ented that for many, icons had come to replace the Eucharist
. the focus of lay devotion. Socially and politically, the conflict
was a power struggle between Church and State, which in the-
v were united in the figure of the emperor. The conflict came
ing a low point in Byzantine power, when the Empire had
-en greatly reduced in size by the rise of Islam. Iconoclasm, it
s argued, was justified by Leo’s victories over the Arabs,
o were themselves, ironically, Iconoclasts. The controversy
ssed an irreparable break between Catholicism and the
“~hodox faith, although the two churches remained officially
-zed until 1054, when the pope excommunicated the Eastern
ciarch for heresy.

~ Ifthe edict barring images had been enforced throughout the
~nire, it might well have dealt Byzantine religious art a fatal

blow. It did succeed in greatly reducing the production of sacred
images, but it failed to wipe it out entirely, so there was a fairly
rapid recovery after the victory of the Iconophiles in 843. The
Khludov Psalter (fig. 8.38) was produced soon after that date, per-
haps in Constantinople and for use in the Hagia Sophia; its illus-
trations not only make the case for why images should be
permitted, they also liken the Iconoclasts, identified by inscrip-
tion, with the crucifiers of Jesus, whose vinegar-soaked sponge is
equated with the implements used to whitewash icons.

Middle Byzantine Art

While we know little for certain about how the Byzantine artis-
tic tradition managed to survive from the early eighth to the
mid-ninth century, iconoclasm seems to have brought about a
renewed interest in secular art, which was not affected by the
ban. This may help to explain the astonishing appearance of
antique motifs in the art of the Middle Byzantine period, some-
times referred to as the Second Golden Age. Hence there was a
fairly rapid recovery after the victory of the Iconophiles. A
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838. The Crucifixion and Iconoclasts, from the
Khludov Psalter. After 843 CE. Tempera on vellum,
73/ /4 X 67(19.5 X 15 cm). State Historical Museum,
Moscow
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St. Theodore the Studite (759—826 CE)

From Second and Third Refutations of the Iconoclasts

Theodore of the Stoudios Monastery in Constantinople was a principal defend-
er of icons against the Iconoclasts. St. Theodore refuted their charges of idolatry
by examining how an image is and is not identical 1o its prototype (the person
portrayed). Some of his arguments reflect the Neo-Platonic theory expounded

by Plotinus that the sense-world is related to the divine by emanation.

he holy Basil [St. Basil the Great, ca. 329-379 CE] says, “The image
Tofthe emperor is also called "emperor,’ yet there are not two emper-
ors, nor is his power divided, nor his glory fragmented. Just as the power
and authority which rules over us is one, so also the glorification which
we offer is one, and not many. Therefore the honor given to the image
passes over to the prototype.” In the same way we must say that the icon
of Christ is also called “Christ,” and there are not two Christs; nor in this
case is the power divided, nor the glory fragmented. The honor given
the image rightly passes over to the prototype.

Every image has a relation to its archetype; the natural image has a
natural relation, while the artificial image has an artificial relation.
The natural image is identical both in essence and in likeness with
that of which it bears the imprint: thus Christ is identical with His
Father in respect to divinity, but identical with His mother in respect

to humanity. The artificial image is the same as its archetype in like-

revival of Byzantine artistic traditions, as well as of classical
learning and literature, followed the years of iconoclasm and
lasted from the late ninth to the eleventh century. This revival,
spearheaded by Basil I the Macedonian, was underscored by the
reopening of the university in Constantinople.

ILLUSTRATED BOOKS A rather remarkable example of
the antique revival is the Joshua Roll (fig. 8.39), illustrated in
Constantinople in the middle of the tenth century. Some art
historians have seen these illustrations of the Old Testament
hero Joshua’s victories in the Holy Land as alluding to recent
Byzantine military successes against the Muslims there. But
there are problems correlating the historical events with the
date of the manuscript based on stylistic criteria. It is possible
that the manuscript projects aspirations more than it reflects
accomplishments. That the manuscript takes the form of a
scroll, that archaic type of manuscript that had been replaced
by the codex a full eight centuries earlier (see pages 250-251),
is remarkable. Whether or not scholars who argue that the
manuscript is an accurate copy of an earlier scroll are correct,
the drawn rather than painted style and the elegantly disposed
figures in landscapes and against cityscapes give us some idea
of what antique examples must have looked like. That such an
obsolete, indeed impractical, vehicle as the scroll, whether an
original or a copy, was chosen for such a lavish enterprise
illustrates why scholars have referred to this period as a
renaissance, crediting much of its vigor to Constantine VII.
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ness, but different in essence, like Christ and His icon. Theresa
there is an artificial image of Christ, to whom the image has &
relation. 3

It is not the essence of the image which we venerate, but the fore= :
the prototype which is stamped upon it, since the essence of the i
is not venerable. Neither is it the material which is venerated, but
prototype is venerated together with the form and not the essences
the image.

If every body is inseparably followed by its own shadow, and ne:
in his right mind could say that a body is shadowless, but rathes
can see in the body the shadow which follows, and in the shadow
body which precedes: thus no one could say that Christ is imageles |
indeed He has a body with its characteristic form, but rather we =
see in Christ His image existing by implication and in the =
Christ plainly visible as its prototype.

By its potential existence even before its artistic production we &5
always see the image in Christ; just as, for example, we can see the =
ow always potentially accompanying the body, even if it is not &5
form by the radiation of light. In this manner it is not unreasona=:
reckon Christ and His image among things which are simultaneous

If, therefore, Christ cannot exist unless His image exists in
tial, and if, before the image is produced artistically, it subsists 2
in the prototype: then the veneration of Christ is destroyed by 2= .
who does not admit that His image is also venerated in Him. E

SOURCE: ON THE HOLY ICONS. TR. CATHERINE P. ROTH. (CRESTWOOD, NY: ST. VLADIMIR'S L
PRESS, 1981)

Emperor in name only for most of his life, he devored
energies instead to art and scholarship.

David Composing the Psalms (fig. 8.40) is one of eight full
scenes in the mid-tenth century Paris Psalter. Illustrating Das '
life, these scenes introduce the Psalms, which David was the
to have composed. Not only do we find a landscape that 7=
Pompeian murals (see fig. 7.55), but the figures, too, clearly d=
from Roman models. David himself could well be mistakes 3
Orpheus charming the beasts with his music. His companioss:
even more surprising, since they are allegorical figures that
nothing to do with the Bible. The young woman next to Dawss
the personification of Melody, the one coyly hiding behind 2 &
is the mountain nymph Echo, and the male figure with =
trunk personifies the mountains of Bethlehem.

Once again style promotes meaning in the way conscis :
Classical forms herald the revival of image making after =
clasm. But despite the presence of revivalist aspects, the
date of the picture is evident from certain qualities of
such as the crowded composition of space-consuming £
and the abstract zigzag pattern of the drapery cove
Melody’s legs. In truth, one might well ask to what extent &
how, despite Iconoclasm, antique methods and forms ‘
vived—that is, how much of what we see is the result of &

nuities rather than revivals.

SCULPTURE Monumental sculpture, as we saw earlicz.

appeared from the fifth century on. In Byzantine art, large
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Page with Joshua and the Emissaries from Gibeon, from the Joshua Roll. ca. 950 CE. Tempera on vellum. Height 127 (31 em).
wreca Apostolica Vaticana, Rome. (Cod. Palat. grec. 431)

8.40. David Composing the Psalms,

from the Paris Psalter. ca. 950 CE.

¢ Tempera on vellum, 1414 x 101"

(36 X 26 cm). Bibliotheque Nationale, Paris
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ART IN TIME

717-718—Arabs besiege Constantinople
843—End of Iconoclastic Controversy
1054—Great Schism of Orthodox and Roman Catholic Churches
1063—Construction starts on St. Mark’s in Venice
1095—Crusades begin

statuary died out with the last imperial portraits, and stone
carving was confined almost entirely to architectural orna-
ment. But small-scale reliefs, especially in ivory and metal, con-
tinued to be produced in large numbers with a variety of
content, style, and purpose. The Harbaville Triptych (tig. 8.41),
named after a recent owner, is a portable shrine in ivory with
two hinged wings of the kind a high official might carry for his
private worship while traveling; despite its monumental pres-
ence, it is less than 10 inches high. In the upper half of the cen-
rer panel we see Christ Enthroned. Flanking him are John the
Baptist and the Virgin, who plead for divine mercy on behalf
of humanity. This scene, the so-called deésis, is a theme of
relatively recent Byzantine invention. Below are five apostles
arranged in strictly frontal view. Only in the upper tier of each
wing of the triptych is this formula relaxed. There we find an
echo of Classical contrapposto in the poses of the military saints

in the top registers of the lateral panels. It is possible that we are

8.41. The Harbaville Triptych. Late 10th century CE. Ivory, 9! x 11”7 (24.1 x 28 cm). Musée du Louvre, Paris
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looking at a continuity of the approach we saw in the early ico=
of the Virgin and Child Enthroned between Saints and Anges

from Mount Sinai (see fig. 8.37), whereby different figure types
require different representational modes. Here, the active pos
of the military saints contrast with the elegant restraint of 5
other holy figures, whereas in the Mount Sinai icon the angs
have the active poses and the military saints are static.
Refinement and control also mark the attitude of the figure
on the ivory of Christ Crowning Romanos and Eudokia (fig. 842
where the authority of the two haloed figures is confirmed =
their divine election as emperor and empress. Once again there =
some stylistic opposition, perhaps even tension: The body-reves=
ing drapery of Christ contrasts with the stiff, patterned garmess
of the imperial figures; and the ample space that surrounds Ches
contrasts with the ambiguous one between the flanking figuss
and the elevated podium on which Christ stands. Unequivocs
however, and as with the Justinian as Conqueror ivory (see 52
8.33), is the message of a relationship between a pious empez -
and his god, beneficial to both parties. The imperial couple’s i
vated relationship to Christ recalls that of John the Baptist s
Mary on the Harbaville Triptych (see fig. 8.41).

ARCHITECTURE AND ITS DECORATION Byzant
architecture never produced another structure to match =
scale of Hagia Sophia. The churches built after the Iconoclassie
Controversy were initially modest in scale and usually monzs
tic, perhaps reflecting the fact that monks had been imps

tant in arguing against iconoclasm; later monasteries erectec =

=
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Christ Crowning Romanos and Eudokia
=2n0s Ivory”). 945-949 CE. Ivory, 9%/, X 6'5” (24.6 X 15.5 cm).
des Médailles, Bibliotheque Nationale, Paris

~zntinople under imperial patronage were much larger
served social purposes as schools and hospitals. The
wstic Church of the Dormition at Daphni, in Greece, fol-
~ e usual Middle Byzantine plan of a Greek cross con-
w1 within a square, but with a narthex added on one side
* .= apse on the other (fig. 8.43). The central feature is a
on a cylinder, or drum. The drum raises the dome high
the rest of the building and demonstrates a preference
e zated proportions. The impact of this verticality, how-
~ rikes us fully only when we enter the church. The tall,
- compartments produce both an unusually active space
-« sense almost of compression (fig. 8.44). This feeling is

8.44. Interior (facing west), Church of the Dormition,
Daphni, Greece

transept side

area apse
0 00 0
nave
00 [ 0
narthex transept main side
area apse apse

843. Plan of Church of the Dormition, 11th century CE. Daphni,
Greece.

dramatically relieved as we raise our glance toward the lumi-
nous pool of space beneath the dome, which draws us around
and upward (fig. 8.45). The suspended dome of Hagia Sophia
is clearly the conceptual precedent for this form.

The mosaics inside the church at Daphni are some of the
finest works of the Second Golden Age. They show a classicism
that merges harmoniously with the spiritualized ideal of
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human beauty we encountered in the art of Justinian’s reign.

For instance, the classical qualities of the Crucifixion mosaic
(fig. 8.46), on the east wall of the north transept arm of the
church, are deeply felt, yet they are also completely Christian.
There is no attempt to create a realistic spatial setting, but the
composition has a balance and clarity that are truly monumen-
tal. Classical, too, is the heroic nudity of Christ and the stat-
uesque dignity of the two flanking figures, which make them
seem extraordinarily organic and graceful compared to the stiff
poses in the Justinian and Theodora mosaics at San Vitale (see
figs. 8.25 and 8.20).

The most important aspect of the classical heritage in Middle
Byzantine depiction, however, is emotional rather than physical.
This is evident in the new interest in depicting the crucified
Christ, that is, the Christ of the Passion. In the Daphni
Crucifixion mosaic, Christ is flanked by the Virgin and St. John.
The gestures and facial expressions of all three figures convey a
restrained and noble suffering. We cannot say when and where
this human interpretation of the Savior first appeared, but it
seems to have developed in the wake of the Iconoclastic Contro-
versy. There are, to be sure, a few earlier examples of it, but none
of them appeals to the emotions of the viewer so powerfully as
the Daphni Crucifixion. To have introduced this compassionate
view of Christ into sacred depiction was perhaps the greatest
achievement of Middle Byzantine art. Early Christian art lacked
this quality entirely. It stressed the Savior’s divine wisdom and
power rather than his sacrificial death. Hence, Early Christian
artists depicted the Crucifixion only rarely and without pathos,
though with a similar simplicity.

Alongside the new emphasis on the Christ of the Passion,
the Second Golden Age gave importance to the image of

Christ the Pantocrator, an oversize, awesome (though heavily
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845. Dome mosaics, Church of the
Dormition, Daphni, Greece

restored) mosaic image of which stares down from the centes
the dome at Daphni against a gold background (see fig. 57
The Pantocrator is Christ as both Judge and Ruler of the T
verse, the All-Holder who contains everything. The =
descends from images of the bearded Zeus. The bearded facs
Jesus first appears during the sixth century, and we 52
already seen an early example in the icon from Mount S&
(see fig. 8.36). Once again tradition and innovation mark M
dle Byzantine achievements.
These two mosaic images are part of a larger comprefe -
sive program that served a special spiritual function. (Ses =
of Part 11 Additional Primary Sources). Otto Demus, writing &
1948, felicitously described Middle Byzantine churches sucs
the one at Daphni as a cosmos, the dome representing the hes
ens, while the vaults and the squinches, those devices, sim:
pendentives, used to cut the corners of the square space be'
to make a transition to the cylinder above, signify the
Land (see fig. 8.44). The walls and supports below form --“
earthly world. Thus, there is a hierarchy of level, increas
verticality being equated with degrees of holiness, a senss
which is reinforced by the physical experience of the buildize®

upward spiral pull. The beholder is on the lowest level:

8.46. The Crucifixion. Mosaic. Church of the Dormition,
Daphni, Greece



247 St. Mark’s (aerial view). Begun 1063 CE. Venice

~aints are on the walls and supports (visible in fig. 8.44); events
= the life of Jesus that took place in the Holy Land, including
| - Annunciation, Nativity, Baptism, and Transfiguration, are
= the vaults and squinches (fig. 8.45 shows the Annunciation
= the lower left squinch, while the other scenes move around
= = counterclockwise direction); and the Pantocrator is in the
e above (see fig. 8.45). Taken together, these representa-
- woas illustrate the Orthodox belief in the Incarnation as the
-~ =mption of original sin and the triumph over death.
The movement around the building to witness the Christo-
~=cal cycle, which depicts the events of Christ’s life, makes
*wers, in effect, symbolic pilgrims to the Holy Land and is
,e!:":ined with a vertical momentum, a virtual journey heav-
~ ward. The impression is quite different from the experience
~ ewers in a Western basilica, even if both attempt to define
- nitual journey through architectural means and in aesthet-
~ ~-ms. In both, passage through space is a means to a goal,
- when Orthodox and Western churches are compared, the
~=ncr and direction of movement is very different indeed.
= largest and most lavishly decorated church of the period
= sull survives is St. Mark’s in Venice (figs. 8.47 and 8.48),
=10 1063, only nine years after the official schism between
“Western (Catholic) and Eastern (Orthodox) churches. The
ch was so extensive, employing five domes in place of
i's single dome, that the classical system used at Daphni

o be expanded here. The present structure replaced two

- churches of the same name on the site; it is modeled on

_hurch of the Holy Apostles in Constantinople, which had

- = rcbuilt by Justinian after the riot of 532 and was later

8.48.

Interior, St. Mark’s, Venice
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ART IN TIME

1180-1190—Apse mosaics, Cathedral Moreale
1204—Fourth Crusade captures and sacks Constantinople
1215—King John of England signs Magna Carta
126 |—Constantinople regains independence

1453—End of Byzantine Empire

272

destroyed. The Venetians had long been under Byzantine rule,
and they remained artistically dependent on the East for many
years after they had become politically and commercially pow-
erful in their own right. Their wish to emulate Byzantium, and
Constantinople in particular, is evidence of the great sway that
culture and city still held.

At St. Mark’s the Greek-cross plan is emphasized, since
each arm of the cross has a dome of its own. These domes are
not raised on drums. Instead, they are encased in bulbous
wooden helmets covered by gilt copper sheeting and topped by
ornate lanterns (small structures often used to admit light into

e

e
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8.49. Interior, Cathedral. ca. 1180—1190 CE. Monreale, Italy
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the enclosed spaces below), so that the domes appear taller and
more visible at a distance. (They make a splendid landmark for
seafarers.) The spacious interior shows that St. Mark’s was
meant for the people of a large city rather than a small monas-
tic community such as Daphni.

The Byzantine manner, transmitted to Italy, was called the
“Greek style” there. Sometimes it was carried by models from
Constantinople, but most often it was brought directly by visit-
ing Byzantine artists. At St. Mark’s, Byzantine artists and the
locals trained by them executed the mosaics. The “Greek style”
appears in a number of magnificent churches and monasteries
in Sicily, a former Byzantine holding that was taken from the
Muslims by the Normans in 1091 and then united with south-
ern [taly. The Norman kings considered themselves the equals
of the Byzantine emperors and proved it by calling in teams of
mosaicists from Constantinople to decorate their splendid reli-
gious buildings. The mosaics at the Cathedral of Monreale (fig.
8.49), the last Byzantine mosaics to be executed, are in a thor-
oughly Byzantine style, although the selection and distribution
of their subjects are largely Western. The wall surfaces these

8.50. Madonna Enthroned. Late 13th century. Tempera on panel,
3215 x 19°” (81.9 X 49.3 cm). National Gallery of Art,
Washington, D.C. Andrew Mellon Collection. 1937.1.1




Biblical and Celestial Beings

Much of Western art refers to biblical persons and celestial beings. Their
names appear in titles of paintings and sculpture and in discussions of subject
matter. The following is a brief guide to some of the most commonly encoun-
zzred persons and beings in Christian art.

Patriarchs. Literally, patriarchs are the male heads of families, or
rulers of tribes. The Old Testament patriarchs are Abraham, Isaac, Jacob,
- 2nd Jacob’s 12 sons. The word patriarch may also refer to the bishops of
- e five chief bishoprics of Christendom: Alexandria, Antioch, Constan-
7 =nople, Jerusalem, and Rome.

‘ ~ Prophets. In Christian art, the word prophets usually refers to the Old
- Testament figures whose writings were seen to foretell the coming of
.Christ_ The so-called major prophets are Isaiah, Jeremiah, and Ezekiel. The
1 =nor prophets are Hosea, Joel, Amos, Obadiah, Jonah, Micah, Nahum,
- =zbakkuk, Zephaniah, Haggai, Zechariah, and Malachi.

: Trinity. Central to Christian belief is the doctrine of the Trinity which
zes: that One God exists in Three Persons: Father, Son (Jesus Christ),
w2 Holy Spirit. The Holy Spirit is often represented as a dove.

,- Holy Family. The infant Jesus, his mother Mary (also called the Virgin
o the Virgin Mary), and his foster father; Joseph, constitute the Holy Fam-
‘ Sometimes Mary’s mother, St. Anne, appears with them.

4 John the Baptist. The precursor of Jesus Christ, John the Baptist is
“==ded by Christians as the last prophet before the coming of the
essia .in the person of Jesus. John baptized his followers in the name of
; coming Messiah; he recognized Jesus as that Messiah when he saw the

Spirit descend on Jesus when he came to John to be baptized. John

~osaics covered are vast, the largest to be decorated in this
- nique, and the artists adapted their figure types and subjects
-’ - Western building and Western subjects. Masterful indeed is
= way the Pantocrator of a Byzantine domed church now con-
= the space of the apse and the way registers of figures lining
walls define, indeed clarify in a very un-Byzantine way, the
a form. Christ’s open book contains the text “I am the
= ofthe world ... 7 in Greek on one page and in Latin on the

_the schism of language being united through art.

sre Byzantine Art

.24 Byzantium suffered an almost fatal defeat when the
==s of the Fourth Crusade, instead of warring against the
s captured and sacked the city of Constantinople. For more
= 5 vears, the core of the Eastern Empire remained in West-
~ands. Byzantium, however, survived this catastrophe. In
= regained its independence, which lasted until the Turkish
s=stin 1453. The fourteenth century saw a last flowering of

~=une painting under a series of enlightened rulers.

wons The Crusades decisively changed the course of
"~ .=nine art through bringing it into contact with the West.
~mpact is apparent in the Madonna Enthroned (fig. 8.50),

unites elements of East and West, so that its authorship

the Baptist is not the same person as John the Evangelist, one the the 12
apostles.

Evangelists. There are four: Matthew, Mark, Luke, and John—each an
author of one of the Gospels. Matthew and John were among Jesus’ 12
apostles. Mark and Luke wrote in the second half of the first century cz.

Apostles. The apostles are the 12 disciples of Jesus Christ. He asked
them to convert the “nations” to his faith. They are Peter (Simon Peter),
Andrew, James the Greater, John, Philip, Bartholomew, Matthew, Thomas,
James the Less, Jude (or Thaddaeus), Simon the Canaanite, and Judas
Iscariot. After Judas betrayed Jesus, his place was taken by Matthias. St.
Paul (though not a disciple) is also considered an apostle.

Disciples. See Apostles.

Angels and Archangels. Beings of a spiritual nature, angels are spo-
ken of in the Old and New Testaments as having been created by Goc o
be heavenly messengers between God and human beings, heaven, and
earth. Mentioned first by the apostle Paul, archangels, unlike angels, have
names: Michael, Gabriel, and Raphael. In all, there are seven archangels in
the Christian tradition.

Saints. Persons are declared saints only after death. The pope
acknowledges sainthood by canonization, a process based on meeting
rigid criteria of authentic miracles and beatitude, or blessed character.
At the same time, the pope ordains a public cult of the new saint
throughout the Catholic Church. A similar process is followed in the
Orthodox Church.

Martyrs. Originally, the word martyr (from the Greek meaning “wit-
ness”) referred to each of the apostles. Later, it signified those persecut-
ed for their faith. Still later; the term was reserved for those who died in
the name of Christ.

has been much debated. Because icons were objects of venera-
tion, and because they embodied sacredness, they had to con-
form to strict rules, with fixed patterns repeated over and over
again. As a result, most icons are noteworthy more for exacting
craftsmanship than artistic inventiveness. Although painted at
the end of the thirteenth century, our example reflects a much
carlier type (see fig. 8.37). There are echoes of Middle Byzan-
tine style in the graceful pose, the play of drapery folds, and the
tender melancholy of the Virgin’s face. But these elements have
become abstract, reflecting a new taste and style in Late Byzan-
tine art. The highlights on the drapery that resemble sunbursts
are not a new development, yet they seem more rigid and styl-
ized than in Middle Byzantine examples. Faces are carefully
modeled with gentle highlights and suave shading. The lincar
treatment of drapery in combination with the soft shading of
hands and faces continues the long-established Byzantine pat-
tern of having naturalistic and antinaturalistic aspects play off
cach other in the same work.

The total effect is neither flat nor spatial, but transpar-
ent—so that the shapes look as if they were lit from behind.
Indeed, the gold background and highlights are so brilliant
that even the shadows never seem wholly opaque. This all-
pervading radiance, we will recall, first appears in Earlyv

Christian mosaics (sce, for example, fig. 8.17). Panels such as
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851, Anastasis. ca. 1310=1320 CE. Fresco. Kariye Camii (Church of the

the Madonna Enthroned may therefore be viewed as the aes-
thetic equivalent of mosaics and not simply as the descendants
of the panel-painting tradition. In fact, some of the most pre-
cious Byzantine icons are miniature mosaics attached to pan-
els, and our artist may have been trained as a mosaicist rather
than as a painter.

Although many details relate this icon to Byzantine works,
particularly from Constantinople, there is growing evidence that
it was produced by a Western artist in emulation of Byzantine
painting. For example, the manner in which the Enthroned Vir-
gin presents the Christ Child is Byzantine, while the blessing ges-
ture of Christ is Western. The red background of the angels in
medallions is also a feature not found in Byzantium, but rather in
the West. An origin in Cyprus, then ruled by the French, has
been suggested, but where this work might have been painted
remains a very open question. Whatever its origin, the Madonna
Enthroned points to a profound shift in the relation between the
two traditions: After 600 years of borrowing from Byzantium,

Western art has begun to contribute something in return.

MOSAICS AND MURAL PAINTING The finest surviv-
ing cycles of Late Byzantine mosaics and paintings are found in
Istanbul’s Kariye Camii, the former Church of the Savior in the

Chora Monastery. (Kariye is the Turkish adaptation of the

PART 11 THE MIDDLE AGES

Savior in the Chora Monastery), Istanbul

ancient Greek word chora, which refers to the countryside,
is, outside the city walls; camii denotes a mosque, to which s 5
building was converted after the Turkish conquest, althougis
the site is now a museum.) These particular mosaics and pai=t
ings represent the climax of the humanism that emerged =
Middle Byzantine art. Theodore Metochites, a scholar and pas
who was prime minister to the emperor Andronicus =
restored the church and paid for its decorations in the be
ning of the fourteenth century.

The wall paintings in the mortuary chapel attached ==
Kariye Camii are especially impressive. Some have suggestais
that because of the Empire’s greatly reduced resources, muras
often took the place of mosaics, but at Kariye Camii they exse
on an even footing and may even have been designed by =
same artist. The main scene depicts the traditional Byzanz=
image of the Anastasis (fig. 8.51), the event just before the Res
urrection, which Western Christians call the Descent =5
Limbo or the Harrowing of Hell, clearly a fitting subject &
the funerary setting. Surrounded by a mandorla, a radias
almond shape, Christ has vanquished Satan and battered dows
the gates of Hell. (Note the bound Satan at his feet, in the m: =t
of a profusion of hardware; the two kings to the left are Dasit
and Solomon.) The central group of Christ raising Adam 2=

Eve from the dead has tremendous dramatic force; Chee



moves with extraordinary physical energy, tearing Adam and
Eve from their graves, so that they appear to fly through the

air

a magnificently expressive image of divine triumph.

Such dynamism had been unknown in the Early Byzantine
~ rradition, although the emotional force of Middle Byzantine
painting might well have prepared the way for the vivacity of
the Kariyi Camii representations. Coming in the fourteenth
~ century, this Late Byzantine style shows that 800 years after
~ Tustinian, when the Anastasis first appeared as a subject,
Svzantine art still had all its creative powers. Thus, despite the
- “iverse uses it served, its long chronological spread, and the dif-
- ~=rent cultures and wide geographic areas it spanned, Byzan-
~ =ne art continued to preserve long-established traditions.
-~ Iadeed, its durability verges on the immutable.

UMMARY

weakened Roman Empire faced threats along its borders and

during this time of turmoil many people sought solace in a
iety of new religions. Principal among them was Christianity. It
soyed special status during the rule of Constantine, a Christian
ert who created a new capital for the Roman Empire at Con-
tinople. Eventually this move led to a split of the empire into
:oarate Western and Eastern regions.
There is no clear-cut geographical, chronological, or stylistic line
wecween Early Christian and Byzantine art before the sixth century.
ong the earliest surviving works of Christian art are sarcophagi,

mosaics, and illustrated books. Significant Christian architec-

ture appears only when Christianity became an officially sanctioned
religion. Byzantine artists shared many of the concerns of their
Early Christian colleagues in the Western empire, particularly for
nonnaturalistic, symbolic representations. However, Classical sys-

tems of representation continued to be admired and employed.

EARLY CHRISTIAN ART

Although early centers of the Christian faith included cities along the eastern
Mediterranean, the greatest concentration of surviving works is found in
Rome. These include painted decorations from the catacombs, the under-
ground burial places of early Christians. After the conversion of Emperor
Constantine, many new and impressive Christian structures were built. Partic-
ularly significant was the transformation of the Roman basilica form so that it
was suitable for Christian worship, as can be seen in Old St. Peter’s Basilica.
Also important is the development of central-plan buildings. Two examples
are the Mausoleum of Galla Placidia and the Orthodox Baptistery, both in
Ravenna, which became the capital of the Western Empire in 402. Although
often relying on Roman artistic forms and subjects, Early Christian artists
used them for new purposes that were in keeping with the values and goals of

the new religion.

BYZANTINE ART

During Justinian’s rule, Constantinople became the artistic and political capital
of the Eastern Empire. The grand monuments of this time, such as Hagia
Sophia, are a reflection of what some have called a Golden Age. Many out-
standing works also survive in Ravenna, such as the church of San Vitale,
which is decorated with a famed series of mosaics. A sense of tradition played
a strong role in the development of Byzantine art, and even works from later
centuries—whether icons, illustrated books, or small-scale reliefs—reflect a

concern for continuity as much as for change.
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