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Introduction




    The earliest traces of painting in the history of humanity take us back to prehistoric times. Already, during the Upper Paleolithic (35,000-10,000 BCE), man had acquired a sense of creativity and was developing his talents for painting. Soon painting became a favoured means of expression, and thus gave birth to the beginnings of art history. Prehistoric cave men decorated their grottos with coloured images, which, throughout human evolution, became increasingly complex, incorporating wild beasts, signs and parts of the human body which soon gave way to domestic animals. During the Neolithic period (9000-3300 BCE), rock art flourished and paintings became exposed to daylight, in contrast to cave paintings, which, by definition, are subterranean. At the same time, men discovered new shades of colours, using natural dyes derived from minerals such as ochre, and innovative techniques such as stump drawing. However, blue, white and green hues were still unknown. Meanwhile, the natural curves of the rock walls were cleverly used to represent animals, and the earliest forms of painting in three dimensions appeared.




    Around 3000 BCE, the emergence of the first writings in Mesopotamia marked the end of prehistory. Antiquity, during which three major civilisations – Egyptian, Greek and Roman – coexisted, spanned more than three millennia. The Egyptians, with their system of hieroglyphics, were among the first to develop writing and played a pioneering role in the evolution of art. Similar to prehistoric art, Egyptian art supplies us with valuable information on the lifestyle of the era and reflects, inter alia, a cult devoted to veneration of the dead. Colourful paintings, abounding with details, which adorn the tombs and sarcophagi of pharaohs, reflect the importance of ceremonies dedicated to the afterlife, which was regarded as the dawn of a new life. The influence of Egypt would continue until the first century CE, when Crete and Greece asserted themselves against other civilisations. Though only painted pottery from this period has survived, its delicate and varied style offers a wonderful overview of Greek painting at the time.




    From the first century BCE, Roman civilisation was dominant throughout Europe, the Balkans, and the Mediterranean region, and was largely inspired by Hellenistic Greek art. This is primarily evidenced by Roman frescos, such as those in the bourgeois villas of Pompeii and Herculaneum, which have been preserved thanks to the vagaries of nature. But after a period of hegemony, from the fourth century the Empire went into decline. However, freedom of worship established in 313 by Emperor Constantine drove the development of a strong religious imagery, which in turn gave rise to the early Christian style and simplified forms imported during the great barbarian invasions. Romanesque art, the first major art movement of the Middle Ages, grew from this foundation, and until the thirteenth century, this art reflected the strength and recent stability of Christianity. In all areas artists acted as pious illustrators of religious texts, producing works of great simplicity. Then, driven by changing mores and societies, Roman art gave way to the more elegant and complex Gothic.




    Struck by the Hundred Years War (1337-1453), the fourteenth century was marked by political and religious instability, leading once more to a total renewal of art. Painting evolved toward representation and narrative, characterised by more realistic characters and the convincing treatment of space – a transformation that reflected other changes occurring in European culture, especially in Italy. Faced with a new society, in which traders, entrepreneurs and bankers were gaining in status, painters had to meet a growing demand for explicit and naturalistic art. In his Lives of the Artists of 1550, Vasari wrote that the naturalism of Tuscan painters like Giotto di Bondone in the early fourteenth century was a miracle, a gift to humankind to bring about an end to the stiff and formal Byzantine style that had previously held sway. Today, we recognise that it was hardly by chance or divine mercy that such a change occurred. The development in art of effective narrative, convincing spatial representation and realistic, corporeal figures with physical presence echoed other cultural changes taking place in the period, which found their most forcible expression in Italy. The monumental works of the Florentine painter Giotto and the elegant, finely wrought naturalism of the Sienese artist Duccio di Buoninsegna were just part of this larger cultural movement. Equally significant were the vernacular writings of Dante, Petrarch and Boccaccio; the vivid travel adventures of Marco Polo; the growing influence of nominalism in philosophy, which encouraged real, tangible and sensate knowledge; and the religious devotion of Saint Francis of Assisi, who found God’s presence not in ideas or verbal speculation but in the chirping of birds and the glow of the sun and moon.




    What had been started by the primi lumi, the ‘first lights’, in the art of painting progressed in the fifteenth century and acquired a new historical sense, causing artists to look back before the Middle Ages to the world of classical civilisation. Italians came to admire, almost worship, the ancient Greeks and Romans for their wisdom and insight, and for their artistic and scholarly achievements. A new kind of intellectual, the humanist – a scholar of ancient letters who promoted humanist philosophy – fuelled this cultural revolution. Humanism fostered belief in the study of nature and the potential of humankind, along with a sense that secular, moral beliefs were necessary to supplement the limited tenets of Christianity. Above all, the humanists encouraged the belief that ancient civilisation was the apex of culture, and that writers and artists should be in a dialogue with those of the classical world. The result was the Renaissance – the rebirth – of Greco-Roman culture. The panels and murals of Masaccio and Piero dell Francesca captured the moral firmness of ancient Roman sculptural figures, and due to the new science of perspective portrayed them as part of our physical world. The Renaissance perspective system is based on a single vanishing point and carefully worked out transversal lines, resulting in a spatial coherence not seen since antiquity. Even more clearly indebted to antiquity were the paintings of the northern-Italian prodigy, Andrea Mantegna. His archaeological studies of antique costumes, architecture, figural poses and inscriptions resulted in the most consistent attempt by any painter to recreate Greco-Roman civilisation. Even a painter like Alessandro Botticelli, whose art evokes a dreamy spirit that had survived from the late Gothic style, created paintings with Venuses, Cupids and nymphs that responded to the subject matter of the ancients and appealed to contemporary viewers touched by humanism.




    It would be better to think of ‘Renaissances’ rather than a single Renaissance. This is demonstrated most clearly by looking at the art of the leading painters of the High Renaissance in the fifteenth and sixteenth centuries. Giorgio Vasari saw these masters as setting out to create an art greater than nature, as idealists who improved on reality rather than imitated it, and who evoked reality thoughtfully rather than delineating it in every detail. We recognise in these painters different embodiments of the cultural aspirations of the time. Leonardo da Vinci, trained as a painter, was equally at home in his role as a scientist, and incorporated into art his research into the human body, plant forms, geology and psychology. Michelangelo Buonarroti trained as a sculptor, subsequently turning to painting to express his deep theological and philosophical beliefs, especially the idealism of Neoplatonism. His muscular, over-life-size and intense heroes could hardly differ more from the graceful, smiling, supple figures of Leonardo. Raphael of Urbino was the ultimate courtier, whose paintings embody the grace, charm and sophistication of life at Renaissance courts. Giorgione and Titian, both Venetian masters, focused on luxurious landscapes and sumptuous female nudes, using colour and free brushwork to express an Epicurean sense of life. Titian’s motto Natura Potentior Ars, ‘Art more powerful than nature’, could be the philosophy of all sixteenth-century artists.




    One the achievements of Italian Renaissance painters was to establish their intellectual credentials. Rather than mere craftsmen, artists – some of whom, such as Leon Battista Alberti, Leonardo da Vinci and Michelangelo, were themselves writers on this subject – made a bid to be considered on a par with other thinkers of their time, and helped raise the profession of painting in Renaissance Italy. A kind of cult sprang up around leading artists of the time, with Michelangelo, for example, called Il Divino, ‘the divine’. Already in 1435, Alberti urged painters to associate themselves with men of letters and mathematicians, which paid off. The present-day inclusion of ‘studio art’ in university curricula has its origins in this new attitude to painting that arose in Italy during the Renaissance. By the sixteenth century, rather than commissioning particular works, art patrons across the Italian peninsula were happy to acquire any product of the great artists: acquiring a Raphael, Michelangelo or Titian was a goal in itself, regardless of the work in question.




    While Italian Renaissance artists created highly organised spatial settings and idealised figures, northern Europeans focused on everyday reality and on the variety of life. Few painters have equalled the Netherlandish painter Jan van Eyck, for example, in his close observation of surfaces, and captured more clearly and poetically the glint of light on a pearl, the deep, resonant colours of a red cloth, or the glinting reflections that appear in glass and on metal. Scientific observation was one form of realism, while another was the intense interest in the bodies of saints and the anatomical details of the Passion of Christ. This was the age of religious theatre, when actors, dressed as biblical characters, acted out in churches and on the streets the detail of Christ’s suffering and death. It is no coincidence this was also the period when masters such as the Netherlandish Rogier van der Weyden and the German Matthias Grünewald painted, sometimes with excruciating clarity, the wounds, streams of blood and pathetic countenance of the crucified Christ. The northern masters executed their painting using the skilled technique of oil, in which they excelled in Europe until the Italians adopted the medium in the later fifteenth century.




    Spanning both north and south Europe during the Renaissance was Albrecht Dürer of Nuremburg. Durer followed the Italian practice of canonical measure of the human body and perspective, though he retained the emotional expressionism and sharpness of line that was widespread in German art. Though he shared the optimism of Italians, many other northern painters were pessimistic about the human condition. Giovanni Pico della Mirandola’s essay on the Dignity of Man presaged Michelangelo’s belief in the perfectibility and essential beauty of the human body and soul, but Erasmus’ Praise of Folly and Sebastian Brant’s satiric poem Ship of Fools belonged to the same northern European cultural milieu that produced the fantastic visions of Hieronymus Bosch’s Garden of Earthly Delights triptych and Pieter Bruegel’s raucous peasant scenes. There was hope for humankind in paradise, but little consolation on earth for beings consumed by their passions and caught in an endless cycle of desire and fruitless yearning. Northern humanists, like their Italian counterparts, called for the classical virtues of moderation, restraint and harmony – the pictures of Bruegel represented the very vices against which they warned. Unlike some of the contemporary Romanists, who had travelled from the Netherlands to Italy and been inspired by Michelangelo and other artists of the time, Bruegel travelled to Rome around 1550 but remained largely untouched by its art. Instead he turned to local inspiration and staged his scenes amidst humble settings, earning him the undeserved nickname ‘Peasant Bruegel’. Brueghel was a herald of the realism and bluntness of the northern European Baroque.




    The great intellectual revolt set in motion by theologians Martin Luther and John Calvin in the sixteenth century provoked the Catholic Church to respond to the challenge of the Protestants. Various church councils called for reform of the Roman Catholic Church, and participants at the Council of Trent declared that religious art should be simple and accessible to a broad public. A number of Italian painters, however, known as Mannerists, had begun developing a form of art that was complex in subject matter and style. Painters eventually responded to ecclesiastical needs as well as to the stylisations of Mannerism. We call this new era the age of the Baroque, which was ushered in initially by Caravaggio. He painted mainly religious subject matter, but in the most realistic and dramatic manner possible, and gained a following among ordinary people as well as among connoisseurs and even Church officials, who were at first sceptical of his treatment. Caravaggism swept across Italy and then the rest of Europe, as a host of painters came to adopt his chiaroscuro and suppression of vivid colouring; his earthy tones and powerful figures struck a chord with viewers across the continent who had tired of some of the artificialities of sixteenth-century art.




    In addition to the Caravaggism of the early Baroque, another form of painting later called the High Baroque – the most dramatic, dynamic and painterly style yet seen – also developed, built on the foundations laid by the sixteenth- century Venetians. Peter Paul Rubens, an admirer of Titian, painted huge canvases with fleshy figures, rich landscapes, broken brushwork and flickering light and dark tones. His pictorial experiments were the starting point for the art of other northern European artists such as Jacob Jordaens and Anthony van Dyck; the latter had a large following among the European elite for his noble portrait manner. Rubens brought back the world of antiquity, painting ancient gods and goddesses, but his style was anything but classical. He found a ready market for his works among European aristocrats who liked his exuberance, and among Catholic patrons of art who found in his flamboyant sacred scenes a weapon for Counter-Reformation ideology. In Rome, Bernini was Ruben’s counterpart in sculpture, providing the Catholic Church with two powerful champions for the power and majesty of the Church and Papacy. Italian Baroque painters unleashed a torrent of holy figures on the ceilings of churches in Rome and other cities, with the skies opening up to reveal Heaven itself and God’s personal acceptance of the martyrs and mystics of Catholic sainthood. The Spanish painters Velásquez, Murillo and Zurburán also took up the style, using quieter movement and brushwork, but sharing with the Italians a mystical sense of light and Catholic iconography.




    How different from all this were the paintings of seventeenth-century Holland! Having effectively freed themselves from Habsburg Spain by the 1580s, the Dutch practised a tolerant form of Calvinism, which eschewed religious iconography. A growing middle class and increasingly wealthy upper class acted as patrons for the delightful variety of secular paintings produced by a host of skilled painters, with individual artists specialising in moonlit landscapes, skating and tavern scenes, still-lifes, domestic interiors, ships at sea and a great variety of other subjects. From this large school of artists several individual painters stand out. Jacob van Ruisdael is the closest we have to a High Baroque landscape painter in Holland – his dark and sometimes stormy landscapes evoke the drama and movement widespread in European art of the time. Like Ruisdael, Frans Hals’ painting, with its flashy, quick strokes of the brush and exaggerated colouring of skin and garments, approaches a pan-European sensibility of the High Baroque. In contrast, Jan Steen typified the realism and local character of most Dutch art of the Golden Age, and added a moral slant through the depiction of households in disarray and misbehaving peasants. Finally, the paintings of Rembrandt van Rijn stand alone, even amongst the Dutch. Raised as a Calvinist, Rembrandt shared some beliefs with the Mennonites, and was happy to depart from Calvinist strictures against representing biblical scenes. His later paintings, with their quiet introspection, make the perfect Protestant counterpart to the showy, dynamic Roman Catholic paintings of Rubens. From his early, tighter technique influenced by Dutch ‘fine painters’, Rembrandt developed a broad, shadowy manner derived from Caravaggio, but expressed with much greater pictorial complexity. This style later fell out of favour among the Dutch, but Rembrandt remained true to it, leaving a legacy that would be admired by nineteenth-century Romantic painters and modernists with a taste for painterly abstraction. Rembrandt was also distinctive for the universality of his art, which was steeped in knowledge of other styles and literary sources. Although he never travelled to Italy, he absorbed many of the tenets of Italian painting, and included in his works elements inspired by artists such as the late Gothic artist Antonio Pisanello and the Renaissance masters Mantegna, Raphael and Dürer. His style evolved constantly, and he had the broadest artistic mind and deepest understanding of the human condition of any painter of his age.




    Clearly, just as there were many ‘Renaissances’ in art, there were many forms of the Baroque, and the High Baroque was challenged by the Classical Baroque, which had its philosophical roots in ancient thought and its stylistic basis in the paintings of Raphael and other High Renaissance classicists. Annibale Carracci had embraced a classical approach, and painters like Andrea Sacchi challenged the supremacy in Rome of High Baroque painters like Pietro da Cortona. However, the quintessential classicist of the seventeenth century was the Frenchman Nicolas Poussin, who developed a style perfectly suited to the growing ranks of philosophical Stoics in France, Italy and elsewhere. His solid, idealised figures, endowed with broad physical movements and firm moral purpose, acted out a range of narratives, both sacred and secular. Another Frenchman developed a different form of classicism: the Epicurean paintings of Claude Lorrain at first seem to differ sharply from those of Poussin: in Claude’s pictures edges melt away, waters ripple subtly and hazy views of infinity appear in the distance. Yet both painters conveyed a sense of moderation and balance, and appealed to similar kinds of patrons. All these painters of the seventeenth century, whether or not classical in temperament, participated in the explosion of subject matter of the time; not since antiquity had art-making seen such diversity of iconography of both sacred and profane subjects. With the exploration of new continents, contact with new and different peoples across the globe, and novel views offered by telescopes and microscopes, the world seemed to be an evolving and fractured place, and the diversity of artistic styles and pictorial subject matter reflected this dynamism.




    Louis XIV (d. 1715), the self-designated Sun King who modelled himself after Apollo and Alexander the Great, favoured the classical mode of Poussin and of painters such as his court artist Charles Le Brun, who, in turn, glorified the king with a number of murky paintings celebrating his reign. There arose at the end of the seventeenth and beginning of the eighteenth century a debate over style, in which painters allied themselves with one of two camps – the Poussinists and the Rubensists. The former favoured classicism, linearity and moderation, while the latter group declared the innate primacy of free colouring, energetic movement and compositional dynamism. When Louis XIV died, the field in France was open, and the Rubensists took the lead, bringing forth a style we call Rococo, which – roughly translated – means ‘pebblework Baroque’, a decorative version of painterly Baroque. Rather than a continuation of the style of Rubens, the manner of Antoine Watteau, Jean-Honoré Fragonard and François Boucher conveyed a lighter mood, with more feathery strokes of the brush, a lighter palette and even a smaller size of canvas. Erotic subject matter and light genre subjects came to dominate the style, which found favour especially among the pleasure-loving aristocrats of France, as well as their peers elsewhere in continental Europe. Rococo painters thus carried forward the debate between line and colour that had emerged in practice and theory in the sixteenth century. The argument between Michelangelo and Titian, and then between Rubens and Poussin, was a struggle that would not go away, and would return in the nineteenth century and later.




    Not every artist succumbed to Rococo. A focus in the eighteenth century on particular social virtues – patriotism, moderation, duty to family, the necessity to embrace reason and study the laws of nature – were themselves at odds with the subject matter and hedonistic style of Rococo painters. In the realm of art theory and criticism, the philosophers and writers Diderot and Voltaire were unhappy with the Rococo style flourishing in France, and its days were numbered. The humble naturalism of the French artist Chardin was based in the Dutch still-life artistry of the previous century, while Anglo-American and English painters such as John Singleton Copley of Boston, Joseph Wright of Derby and Thomas Hogarth painted in styles which, in different ways, embodied a kind of fundamental naturalism that reflected the spirit of the age. A number of artists, such as Elisabeth Vigée-Lebrun and Thomas Gainsborough, incorporated into their paintings some of the lightness of touch that characterised the Rococo, but they modified its excesses and avoided some of its artificial and superficial qualities, however delightful these are.




    A leitmotif of Western painting has been the persistence of classicism, and here the Rococo found its fiercest opponent. The essentials of the classical style – a dynamic equilibrium, idealised naturalism, measured harmony, restraint of colour and a dominance of line, all operating under the guiding influence of ancient Greek and Roman models – reasserted themselves in the late-eighteenth century in response to Rococo. When Jacques-Louis David exhibited his Oath of the Horatii in 1785, it electrified the public, and was applauded by the French including the king, gaining an international audience. Thomas Jefferson happened to be in Paris at the time of the painting’s exhibition and was greatly impressed. The popularity of Neoclassicism preceded the French Revolution, but once the revolution occurred, it became the official style of the virtuous new French regime. Rococo was associated with the decadent ancien régime, whose painters were forced to flee the country or change their styles. Neoclassicism remained in vogue in France through the Napoleonic age, and the elegant linearity style of Jean-Auguste-Dominique Ingres replaced the works of David, who had later softened his approach to create a more decorative form of classicism suitable for the less bourgeois character of the French Empire.




    If the eighteenth century was the Age of Reason and the Enlightenment, developing at the same time was an intellectual trend towards interest in the irrational and emotional. A group of painters, sometimes grouped together under the term Romantics, flourished in the late-eighteenth and first half of the nineteenth century. Many of these painters co-existed chronologically with more classical artists, and a certain amount of rivalry existed between them. Some late eighteenth- and early- nineteenth century European painters were explicitly interested in the irrational, such as Henry Fuseli in his work Nightmare, and Francisco Goya in some of his violent paintings of death and madness. Théodore Géricault explored insanity in some of his smaller paintings, along with themes of death, cannibalism and political corruption in his massive canvas Raft of the Medusa. More subtle were the painters of this period who explored the emotional effects of landscape art. John Constable’s flickering light and careful study of clouds and sunlight on trees in the English countryside yielded strikingly emotive results. The German Caspar David Friedrich, on the other hand, evoked the religious mysticism of the landscape, while the American Hudson River School painters, such as Thomas Cole, represented the warm autumnal colours and desolation of a New World wilderness that was quickly disappearing. J. M. W. Turner’s paintings of seascapes, landscapes and historical scenes seemed to his contemporaries to be made of ‘tinted steam’, and he even edged towards modernism in his abstractness. The most influential and acclaimed of the French Romantic painters was Eugene Delacroix. He turned to the High Baroque artist Rubens for artistic inspiration, painting canvas after canvas of tiger hunts, Passion of Christ imagery, and the exotic world of Arab warriors and hunters in northern Africa. Like the Baroque masters before him, Delacroix used dramatic spatial diagonals, cut-off compositional elements and bravura colourism with great effect. Delacroix gained the artistic and even personal enmity of Ingres, prompting contemporaries to recognise in their art the timeless struggle of line versus colour.




    The kind of anti-Romantic realism of Flaubert’s novel Madame Bovary found expression in the art of the Realist painting school. Gustave Courbet’s unadorned representation of nature and village life attempts to show us the world without elaboration. His challenge ‘show me an angel and I will paint one’ is the sentiment that led to his monumental Burial at Ornans, a carefully composed work that he and critics of the time saw as little more than raw reality. More traditional, but also based on close observation of nature, were the paintings of Jean-François Millet and the Barbizon School painters, led by Theodore Rousseau. Among the other Realists were Honoré Daumier, who recorded contemporary urban life, the folly of civic officials and lawyers, the natural goodness of labourers and the weariness of the poor. Contemporary with the French Realists were the English Pre-Raphaelite painters, who turned their backs on the idealism and classicism they associated with the Royal Academy, finding inspiration instead in the detailed particularity and ‘honesty’ of painting in Italy before Raphael and the High Renaissance. Dante Gabriel Rossetti and Edward Burne-Jones found solace in exotic stories of the Middle Ages, in accounts of early British history and in all manner of moralising tales and parables. They painted with oils, but with the care of tempera paints and without the broad treatment of the brush, scumbling of colours and rapid glazing that the oil medium makes possible. However, they would not be the last painters in the West to reject the pictorial possibilities of oil paint, or to defy the conventions of the traditional academies of art.




    As urbanism and industrialism advanced in nineteenth-century Europe, a new and unexpected development occurred in painting with the rise of Impressionism. Claude Monet, Auguste Renoir, Camille Pissarro and others in their circle painted with rapid strokes and with an insubstantiality never before seen in painting except in sketches. Sometimes capturing the idylls of the countryside and at other times the light, smoke, colour and movement of urban scenes, they turned their backs on the historical and concentrated instead on conveying the evanescence of appearances. Rejected at first by critics and the public because of their insouciance with academic rules, the Impressionists had a lasting impact on art and, as their style developed, the modernity of their work became even more apparent. Monet’s late canvases, which he finished not in front of the visual source but in the studio, sometimes long afterwards, became almost abstract. Renoir eventually sought to recreate the firm linearity he had discovered in Italian art, and his figurative works became ever more planned in design and sugary sweet in colouring. The traditionalist painters Jean-Léon Gérôme and William Bouguereau in France and Ilya Repin in Russia achieved worldly success and acclaim with their more academic and conservative approaches, but the Impressionists had the greater impact on the development of modernism, and their artistry soon inspired new branches of painting.




    The Post-Impressionists were a group of artists who understood the potentialities of the way the Impressionists used the brush. Paul Cézanne was determined to make something permanent of the art of the Impressionists, endowing his pictures with the compositional solidity he found in classicism. He was intent on ‘redoing Poussin after Nature’, and developed a rough kind of classicism, which at the same time obscured the edges of things, and focused on the lighting, texture and colouring of the paint surface. Vincent van Gogh also built on Impressionism, imbuing it with a mystical spirit. Paul Gauguin sought subject matter in the primitive regions of France and the South Pacific, painting with patches of sometimes barely mediated colour. Georges Seurat’s art theory returned to some of the rhetoric of early Impressionism, using a technique based on the optical mixing of colours applied in small dots, while at the same time, like Cézanne, endowing his figures with an almost neoclassical calm, presence and gravitas.




    The explosion of styles that had emerged during the later nineteenth century continued into the twentieth, when the freedom and individualism of modernism found expression in a profusion of approaches. Thinkers in a number of fields in the early-twentieth century discovered the essential instability of form and existence: atonalism in music, the theory of relativity in physics and the theories of psychoanalysis all pointed to a world of subjectivity and shifting viewpoints. For their part, the Cubists, led by Pablo Picasso and Georges Braque, systematically broke down (‘analysed’) reality in their Analytic Cubism, almost eliminating colour, consistent light direction and even the singularity of viewpoint, and turned completely away from narrative in favour of immobile subjects such as still-life and portraiture. In the history of styles, it can be said that the Cubists demolished the Renaissance project – a project accepted by academic painters of the nineteenth century – of constructing a spatial box in which meaningful events unfold under conditions of convincing space, colour and light. Eschewing pure, non-representational abstraction, the Cubists relied instead on creating a tension between what the viewer sees and expects to see. Picasso, who had earlier painted in an academic narrative manner as a youth, in his poetic and more representational Blue and Pink periods, later experimented almost endlessly, at times dabbling with primitivism, Neoclassicism and Surrealism. Not since Giotto had a single painter done so much to change the field of art. The works of the French painter Fernand Léger, along with Marcel Duchamp’s Nude Descending a Staircase, were by-products of the style of Picasso and Braque – an expanded and more dynamic expression of their ideas that included figures in architectural settings.




    Picasso’s art was often witty and clever. Much of twentieth-century painting was more serious, and works like Picasso’s Guernica, portraying the tragedy of war, represented a move away from the playfulness of his early Cubist styles. Surrealist art, such as the dream paintings of Salvador Dalí or the ominous atmospheres of the works of Giorgio de Chirico, capture some of the alienation and psychological intensity of modern life. The Futurists – Italian painters influenced by the Cubists – turned to dynamic, even violent, movement in their paintings, and their art presaged the unpleasant mixture of modernism, urbanism and aggression that, not by coincidence, fuelled the Fascist regime of Benito Mussolini. Quite unlike the outwardly intense Futurists, another group of artists in the late-nineteenth and early-twentieth centuries took to exploring inner subjectivity – the period of civilisation that gave us Freud and Jung was bound to include painters drawn to the theme of human psychology. Edvard Munch’s expressionism and psychological insight was matched in its intensity perhaps only by that of the German painters Ludwig Kirchner and Emil Nolde. A religious sentiment, also deeply emotive, flourished at the same time in the abstracted art of the French Catholic painter Georges Rouault and the Russian-Jewish Marc Chagall.




    The rise of abstraction in art has been much discussed, but it is arguable that no such thing is possible. The Dutchman Piet Mondrian saw in his abstractions various theological, gender and existential themes, and his Broadway Boogie Woogie, as its name suggests, expresses the frenetic jazz culture of New York. Kasimir Malevitch’s abstract geometric paintings carry ontological and divine connotations, while Wassily Kandinsky’s abstractions are fraught with mysticism and spiritual meaning. Jackson Pollock’s Abstract Expressionist drip paintings contain a strong human presence in the kinesthetic style itself, and he labelled his works with telling titles such as Autumn Rhythm and Lucifer. The Dutch-born Willem De Kooning’s canvases are filled with an explosive and frantic application of paint, often illustrating highly charged subject matter. Mark Rothko’s fields of bleeding colours sprang from the artist’s philosophical notions; he wanted his viewers to be deeply moved by his pictures. Colour and form had come to fill the gap left by the Virgin Mary and martyred saints, classical gods and triumphant generals of earlier art, while the older techniques of oil painting were substituted in the twentieth century with new substances: acrylic and aluminium paints, encaustic, enamel and other binding agents, with the occasional quotidian object mixed in or glued onto the surface for good measure.




    A reaction to the psychological intensity of the Abstract Expressionists was inevitable, and it took two forms. One was in a new objectivity and minimalism, championed by sculptors such as Donald Judd and David Smith, but also by painters such as Ellsworth Kelly and Frank Stella, who set out to remove much of the human emotion, mysticism and moral subjectivity from painting. Another response was found in Pop Art, which vividly reinstated the represented object, often in mirthful ways. Andy Warhol’s soup cans, the collages of Richard Hamilton and the comic-book style of Roy Lichtenstein, often large in scale, were serious in intent. The commercial products of modern societies come spilling on to the canvases of Pop Artists, who ask us to consider the nature of consumerism and mass production as well as issues of artistic representation.




    In the end, painting has triumphed in Western art over a host of opponents. In the Renaissance, the debate raged over the paragone, that is, the comparison of the visual arts, with Michelangelo and his camp proclaiming that sculpture was more real, more literally tangible and less deceptive than painting. Leonardo and others fought back, with words and deeds, and one could argue that painting remained the preeminent art from the Renaissance to the twentieth century. It is telling that the average viewer can only name a few prominent sculptors of the Renaissance, but might easily name a small army of painters from that period. The same is true of the nineteenth century: in nineteenth-century France, for example, beyond Rodin and perhaps Carpeaux and Barye, sculptors were overshadowed by the many schools of painters who came forth with innovative ideas. Painting has overcome the supply of cheaper prints that flooded the markets from the fifteenth century, attempts by some Baroque artists to merge painting with other visual arts, the promise of greater verisimilitude claimed by photography in the nineteenth century and the competition offered by moving pictures in the twentieth. Digital media have threatened challenge once again in the early twenty-first century. But painting is too powerfully present, too flexible in results and too rooted in our sensibilities to give way easily to upstarts. Even in practical terms, paintings can be rolled up and shipped, or, when not in use, they can be stacked, yet they can also fill a blank wall or ceiling with great effect. You cannot turn a painting off with a switch or an easy click of the mouse. They are flat, like the pages of our books and the screens on our computers, and can be reproduced in a compatible, two-dimensional format, without necessitating the difficult decisions of lighting called for in the reproduction of sculpture, or the questions of viewpoint as in the photography of architecture. Renaissance thinkers believed a painter could exercise divine powers and, like God himself, create an entire world. Many thousands of different pictorial worlds have been created since then.




    The works chosen for this book demonstrate the variety of great painting to be found in our public museums. Surely, painting continues to have a lasting appeal in a changing world. Will the field continue to produce masterpieces? That is a more difficult question to answer. The works collected here indicate that physical craftsmanship is an important component of successful painting. It is also clear that painters succeed when they ‘stand on the shoulders of giants’ and respond to the art of the past, be it in admiration or in rebellion. Perhaps the world is awaiting the next great painter who, like Raphael, Rembrandt and Picasso, is steeped in the history of art and has the knowledge, sincerity and technical skill to create something new and outstanding. If painters of the future produce works that are little more than sarcastic one-liners, or are by nature ephemeral in form and meaning, or disdain or ignore the whole history of art, painting has little hope of success. However, manual skill and the determination to create a novel yet savvy work of art can go a long way towards preserving the art form. The pages of this book contain, without setting out to do so, a blueprint for painting’s future.




    – Joseph Manca
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      1. Anonymous, The Minotaur of the Chauvet Pont-d’Arc Cave, c. 30,000-28,000 BCE, Paleolithic. Vallon Pont d’Arc.


    




    
Prehistory




    Defined as the period between the appearance of man (about 3 million years BCE) and the invention of writing (about 3000 BCE), prehistory, both from an artistic and historical point of view, was a period particularly rich in information, with cave art a unique source that continues to deliver valuable information on the lifestyle of prehistoric humans. In prehistoric times we can distinguish three main periods, or, more exactly, three successive ages: the Stone Age, divided between the Paleolithic period, based on hewn stone, and the Neolithic, based on polished stone and protohistoric metal, followed by the Bronze and Iron Ages.




    As evidenced by their relics, each period, from an artistic point of view, has its specific characteristics. And even if some early signs of creative activity dating from the Lower Paleolithic (about 3,000,000-300,000 BCE) have been found, it is in the Upper Paleolithic (35,000-10,000 years BCE) that art really developed. At that time, favourite themes were animals (buffalo, deer, mammoths, etc.), flora and fauna endowed with anthropomorphic characteristics. These features are also frequently found in the decoration of objects of common use.




    However, the figures remain very obscure and difficult to interpret. Some may represent sexual symbols, others as means to convey information. From the Neolithic period (9000-3300 BCE), the lifestyle of prehistoric humans changed significantly and became more sedentary, due to the discovery and development of agriculture and livestock farming. Hunter-gatherers became farmers and breeders. For the first time in the history of mankind, man put in place a system of production that enabled him to control his own vital resources. Cave art reflected these social changes and helped nurture a new mentality, which was reflected in the appearance of fresh figurative elements and domestic animals on cave walls.




    To achieve their paintings, prehistoric men showed great ingenuity, using techniques such as finger- or smear-painting, as well as natural dyes such as yellow, red or brown ochre. They also employed coal and manganese oxide to obtain black, and exploited the natural curves of the walls to represent animals and create relief. Europe has some of the most spectacular painted caves, such as those of Lascaux, Chauvet and Cosquer, but there are also fine examples of prehistoric art in the Algerian desert, in South Africa and in Latin American countries such as Argentina and Brazil.
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      2. Anonymous, Prints of Palms and Fingers, c. 30,000-28,000 BCE, Paleolithic. Chauvet Cave, Vallon Pont d’Arc.


    




    The Chauvet Cave, located in Ardèche, Vallon Pont d’Arc in France, is named after the cave explorer Jean-Marie Chauvet, who discovered it in 1994, and measures 500 metres in length. Its paintings go back to the Upper Paleolithic (c. 35,000-10,000 BCE), making them among the oldest known cave paintings in the world, and are famous for their depiction of humans, especially hands, as evidenced by the prints of palms and fingers located in the Brunel chamber. What looks like a concentration of large red dots are actually prints of right-hand palms. To achieve these prints, the artist may have simply placed his hand on the wall or painted the outline by brush; or he may have used his hand as a stencil, spraying paint from the mouth or charcoal powder through a reed.
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      3. Anonymous, Stencil of human hands, 25,000 BCE. Gargas Cave, Aventignan.
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      4. Anonymous, Panel of the Megaceros, c. 30,000-28,000 BCE, Paleolithic. Megaceros gallery, Chauvet Cave, Vallon Pont d’Arc.
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      5. Anonymous, Penguin, c. 20,000-16,000 BCE. Cosquer Cave, Calanque de Morgiou.


    




    The entrance to the underwater Cosquer Cave is located 37 metres below the Mediterranean Sea. Situated in the Calanque de Morgiou, near Marseille in France, the cave is named after the diver who discovered it in 1985. It is decorated with over 200 painted and carved figures, dating from the Upper Paleolithic, which correspond to two periods of occupation: an early phase (around 27,000 BCE) and a more recent phase (around 19,000 BCE). The cave is best known for its many paintings of marine animals, including a penguin. This is the first time penguins are shown in quaternary art, although the bones of the great auk Alca impennis have been reported in several Mediterranean habitats of the Upper Paleolithic (Gibraltar, southern Italy, Gulf of Genoa). The carving reproduced here seems likely to be of the great auk that died out in the 1840s.
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      6. Anonymous, Kite-Man and The Sorcerer, c. 17,000-10,000 BCE, Paleolithic. Cave of the Trois Frères, Montesquieu-Avantès.


    




    The cave of the Trois Frères, located in the Midi-Pyrénées near Ariège, in the village of Montesquieu-Avantès, is from the Upper Paleolithic and contains numerous representations dating from the Magdalenian. It is famous, inter alia, for the representation of therianthropes (half-human, half-animal figures, such as a deer-man), which are particularly rare in cave art and their significance remains uncertain. There are various interpretations of this painting: the figure could represent a shaman in a trance, a god of animals or a sorcerer practising magic rituals. Even today, this image raises many questions.
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      7. Anonymous, Baby Mammoth Brought back to Life, c. 26,000-25,000 BCE, Paleolithic. Cave of Arcy-sur-Cure, Arcy-sur-Cure.


    




    The cave of Arcy-sur-Cure is a major site for the study of the Middle and Upper Paleolithic in northern France, and is located at the village of Arcy-sur-Cure, Yonne, in the southern Paris basin, between Auxerre and Avallon. It consists of a set of caves formed by the river Cure in a limestone massif that emerged at the end of the Mesozoic Era (251 to 65.5 million years BCE). Eleven prehistoric caves, of which the first was explored 150 years ago, show the remains of continuous human occupation for more than 200,000 years. The cave paintings were carried out in ochre and charcoal. Most numerous are the red, which are divided into separate panels displaying more than 140 graphic units, including about 60 animals. This bestiary is largely dominated by mammoths, as evidenced by the baby mammoth in the Waves chamber.
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      8. Anonymous, Panel of Black Horses, c. 20,000-16,000 BCE, Palaeolithic. Cosquer cave, Cassis.
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      9. Anonymous, Bison, c. 15,000-10,000 BCE, Palaeolithic. Altamira Cave, Santillana del Mar.


    




    The cave of Altamira is located in Santillana del Mar, Spain, and measures 270 metres long. Discovered in 1879, its paintings represent the first contact between archaeologists and prehistoric art. For a long time regarded as false, they have now been authenticated as dating from the late Upper Paleolithic with carbon-14 dating. The cave consists of several chambers including the largest, called the Bison Chamber, but the most impressive feature is the polychrome ceiling showing a herd of bison in different poses. To produce the brown, yellow and red tones, the artists used charcoal, ochre or hematite.
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      10. Anonymous, The Ceremony of the Rain, c. 16,000 BCE, Paleolithic. Length: 96 cm. Near Brandberg Mountain, Namibia.
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      11. Anonymous, Head of a Bison, c. 15,000-10,000 BCE, Paleolithic. Cave of El Castillo, Puente Viesgo.
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      12. Anonymous, Swimming Deer, c. 18,000-12,000 BCE. Lascaux caves, Montignac. © National Centre for Paleolithic Prehistory, Ministry of Culture and Communication.
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      13. Anonymous, Second Chinese Horse, c. 15,000-10,000 BCE. Lascaux caves, Montignac. © National Centre for Paleolithic Prehistory, Ministry of Culture and Communication.
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      14. Anonymous, Hall of Bulls, c. 15,000-10,000 BCE. Lascaux caves, Montignac. © National Centre for Paleolithic Prehistory, Ministry of Culture and Communication.


    




    Accidentally discovered by four teenagers in 1940, the Lascaux cave is located in France, Dordogne, in the Corrèze department and is 150 metres long. It is one of the most important and finely decorated of all Paleolithic caves, with paintings some 17,000 years old. The cave is also a historic monument, a UNESCO World Heritage Site, and has been nicknamed the ‘Sistine Chapel of cave art’ on account of the number and aesthetic quality of its works. It is divided into several chambers, the best known and spectacular of which is the Hall of Bulls, named after its four giant black bulls, including one which, at 5.2 metres long, is the largest cave-art animal ever found. The animals are all in motion – herds of horses, charging bulls, felines, cattle, bison and even a rhinoceros – and show an understanding of perspective that would not reappear until the Renaissance. Most of the major images have been painted onto the walls using mineral pigments, although some designs have also been carved into the stone.
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      15. Anonymous, Rock shelter, c. 12,000-7,000 BCE, Neolithic. Panther Cave, Seminole Canyon.
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      16. Anonymous, Ibex in Relief, to 12,000 BCE, Neolithic. Length: 80 cm. Cougnac Cave, Payrignac.
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      17. Anonymous, A Mass of Hands, c. 9000-7000 BCE, Neolithic. Cueva de las Manos, near Rio Pinturas.
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      18. Anonymous, Rock shelter, c. 9000-7500 BCE, Neolithic. Cueva de las Manos, near Rio Pinturas, southern Patagonia.
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      19. Anonymous, panel from the Entrada do Pajaú rock shelter, c. 4000 BCE, Neolithic. Length: 150 cm. Serra da Capivara National Park, Piauí, Brazil.
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      20. Anonymous, traditional superimposed images and signs from the Entrada do Pajaú rock shelter, c. 4000 BCE, Neolithic. Serra da Capivara National Park, Piauí, Brazil.
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      21. Anonymous, The Coupling, c. 5000-3000 BCE, Neolithic. Aouanrhet Massif, Libya.
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      22. Anonymous, Dialogue, c. 3000-2000 BCE, Prehistoric. Tadrart Acacus, Libya.
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      23. Anonymous, Praying Bicoloured Deer, 2000 BCE, Bronze Age. Baja California, Mexico.
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      24. Anonymous, The Black Archer, Jabbaren site, c. 3000-2000 BCE, Bronze Age. Length: 20 cm. Tassili n’Ajjer, Algiers.
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      25. Anonymous, Scene of the Agony of the Momentum, c. 1500 BCE, Bronze Age. Length: 68 cm. uKhahlamba Drakensberg Park, Kamberg, South Africa.
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      26. Anonymous, Bird Man Rock Painting, Bronze Age. Painted Slab from Orongo Easter Island.
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      27. Anonymous, The Wedding, c. 1000 BCE, Bronze Age. Vitlycke Rock, Tanum, Sweden.
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      28. Anonymous, Burial Chamber and Tomb of Ramses I, Valley of the Kings, XIX Dynasty (1320-1200 BCE), Ancient Egyptian. Egyptian Museum, Cairo.


    




    
Antiquity




    Antiquity, which began with the appearance of the earliest forms of writing, covered more than three millennia. It is the longest period of history experienced by humanity, and reveals the diversity of the great civilisations that evolved within it. In art, the Egyptians played a pioneering role. Indeed, they were among the first to develop a concept of idealised, well-proportioned human figures, and a narrative tradition in painting and relief sculpture. Egyptians also developed an original painting technique, which would later be called egg tempera. Still used today, this method consists of mixing coloured pigments, finely ground and dissolved in water, with a binder such as gum or egg yolk. In the tenth century BCE, despite the influence of other Mediterranean and Near Eastern civilisations – particularly the Egyptian – the ancient Greek civilisation stands out, not only for its cultural but also for its military and political importance. In the arts, there are traditionally three styles, each characteristic of a distinct period: the Archaic, Classical and Hellenistic. Like several other European cultures, the Greeks considered painting the noblest form of art. Their preferred canvas was wood, as the Pitsa panels (No. 69), detailing the scene of a sacrifice, indicate. Unfortunately, although some graves have retained remnants of polychromy, especially in Macedonia, Italy, Alexandria, Cyrene and Thessaly, few traces of Greek painting have survived to this day. Painted pottery constitutes the largest category of remains and provides an interesting insight into contemporary aesthetics. There were four major successive periods, each with an evocative name: the Geometric (900-750 BCE), Oriental (700-625 BCE), Black-figure (600-470 BCE) and Red-figure (around 530 BCE).




    Like the timeless canons of Greek relief and sculpture, Greek painting was an inspiration for many people, including the Etruscans – whose paintings, such as those in the tombs of Tarquinia, were mainly ornamental – and, later, the Romans. From the first century BCE, as the result of its military and political success, Rome was on its way to becoming a great power, eventually growing to an empire that extended from Scotland to North Africa and Mesopotamia. Our knowledge of ancient Roman painting comes mainly from frescos on the walls of villas at Pompeii and Herculaneum. The four Pompeian styles define four periods of mural painting. The first, or masonry, style (140-80 BCE) was largely influenced by Hellenistic art, and imitates rich marble mansions. The second is the architectural style (80-15 BCE) and is characterised by decorative trompe-l’oeil effects, which transcend the flatness of the walls to create a sense of relief and depth. During the third or ornate style (15 BCE-63 CE), figurative, mythological and landscape paintings bring the walls of houses to life. Finally, the fantasy style (63-79 CE), perfectly illustrated by the Vettii house (Nos. 96, 126, 130), achieved a remarkable and complex fusion of architectural and decorative styles.




    During the last few centuries of its existence the Roman Empire went into military, economic, cultural and moral decline. In 313 CE, Emperor Constantine established freedom of worship through promulgation of the Edict of Milan, as the result of which, Christians, long persecuted in the empire, became accepted. With Christianity established as the state religion, Roman art developed a strong religious imagery that led to the Early Christian style.
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      29. Anonymous, Meidum Geese, 4th Dynasty (2694-2563 BCE), Ancient Egyptian. Painted limestone, 27 x 172 cm. Atete grave, Meidum.


    




    Discovered in the mastaba of the vizier and his wife Nefermaat Itet by Auguste Mariette in 1871, the famous Meidum Geese were part of a scene of birds captured with nets. Going back to the era of Snefru (4th Dynasty, 2670-2450 BCE), this frieze is one of the oldest and most distinctive of Egyptian wall paintings. The stylised design, attention to detail and application of colours in areas on a layer of stucco over a coating of earth show features of major frescos that will appear later. The goose is a symbol of vigilance and an announcement of imminent danger; accentuated by its divergent symmetry, the scene illustrates the destruction of evil forces.
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      30. Anonymous, Caravan of Asians, 12th Dynasty (1991-1786 BCE). Ancient Egyptian. Khnoumotep III grave, Beni Hasan. Egyptian Museum, Cairo.
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      31. Anonymous, Musicians and Dancers, 5th Dynasty (2563-2364 BCE), Ancient Egyptian. Saqqara. Painted limestone, length: 154 cm. Egyptian Museum, Cairo.
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      32. Anonymous, The Slaughter of an Ox, 1st Intermediate Period (2181-2060 BCE), Ancient Egyptian. Tomb of Iti, Gebelein. Height: 58 cm. Museo Egizio, Turin.
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      33. Anonymous, Detail of the decoration of a sarcophagus, 12th Dynasty (1991-1786 BCE), Ancient Egyptian. El Bersheh. Sarcophagus: 70 x 233 x 65 cm. Egyptian Museum, Cairo.
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      34. Anonymous, Burial chamber, 18th Dynasty (c. 1570-1320 BCE), Ancient Egyptian. Tomb of Tuthmosis III, Valley of the Kings, near Luxor.
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      35. Anonymous, Wall decoration, 18th Dynasty (c. 1570-1320 BCE), Ancient Egyptian. Tomb of Tuthmosis IV, Valley of the Kings, near Luxor.
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      36. Anonymous, Religious scene, 1450-1400 BCE, Ancient Greek. Hagia Triada. Terracotta. Archaeological Museum of Heraklion, Heraklion.


    




    Hagia Triada or Agia Triada, which means the Holy Trinity in Greek, is a Minoan archaeological site close to Phaistos, Crete, which contains the remains of a complex of buildings, including lavish homes, antique piping, and tombs. In these villas several fragments of fresco have been discovered, which, when restored, provided an idea of the decorations that once adorned the walls of palaces and houses. This sarcophagus, discovered in the early nineteenth century by Italian archaeologists, is painted with scenes of a funeral ritual and reflects, among other things, Cretan life at the time. The votive tablet is a rare preserved example of Greek painting depicting an expressive sacrificial scene. The followers, easily identifiable by the crowns on their heads, approach the altar to make offerings.
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      37. Anonymous, Fight scene between two boys, 16th century BCE, Ancient Greek. Thera. Fresco, 275 x 94 cm. National Museum of Athens, Athens.
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      38. Anonymous, Prince of the Lilies, 1700-1400 BCE, Ancient Greek. Palace of Knossos. Crete. Fresco. Archaeological Museum of Heraklion, Heraklion.
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      39. Anonymous, The Fisherman, c. 1550-1500 BCE, Ancient Greek. Thera. Fresco. National Museum of Athens, Athens.


    




    The frescoes of Akrotiri were discovered in 1970 on the ancient Greek island of Santorini in the Cyclades archipelago, and are the oldest known wall paintings in Europe. As well as an important source of information on human activities and domestic environments of the time, these paintings demonstrate great artistic freedom, as evidenced by the fisherman. Discovered in the West House of the Akrotiri excavation site, it shows a young naked man, probably returning from a successful fishing trip, presenting his catch as an offering strung on strings by the gills. Such a young man, whose shaved head and hat denote the religious character of the scene, is extremely rare in Minoan art.
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      40. Anonymous, The Antelopes, c. 1550-1500 BCE, Ancient Greek. Thera. Fresco, 275 x 200 cm. National Museum of Athens, Athens.
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      41. Anonymous, The Queen of Mycenae, Pre-Hellenic, 12th century BCE, Ancient Greek. Mycenae. Fresco. National Museum of Athens, Athens.


    




    The ancient city of Mycenae, located on a hill north east of the plain of Argos in the Peloponnese, was surrounded by cyclopean walls, that is to say, huge blocks assembled to form a defensive barrier. The city was discovered during excavations in the late nineteenth century, but it was not until the beginning of the twentieth century that the Mycenaean civilisation was properly identified and separated from Minoan civilisation. The Queen of Mycenae is a fresco dating from the twelfth century BCE, and represents the Mycenaean pantheon of goddesses. She is richly dressed and coiffed, and accepts a necklace as a gift. The scene is a testimony of the religious practices of the time, though the Mycenaean cult is far from being elucidated.
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      42. Anonymous, Chelidon, second half of the 7th century BCE, Ancient Greek. Temple of Apollo, Thermos. JC clay painted, height: 88 cm. National Museum of Athens, Athens.
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      43. Anonymous, Departure of Ships, c. 1550-1500 BCE, Ancient Greek. Thera. Fresco, 43 x 390 cm. National Museum of Athens, Athens.
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      44. Anonymous, Bullfighting Scene, 1700-1400 BCE. Palace of Knossos, Crete. Fresco, length: 62.3 cm. Archaeological Museum of Heraklion, Heraklion.
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      45. Anonymous, The Queen of the Mountain Temples of Hatshepsut and Mentuhotep Deir el-Bahari, 18th Dynasty (c. 1570-1320 BCE), Ancient Egyptian. Egyptian Museum, Cairo.
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      46. Anonymous, Nebamon Hunting in the Marshes, end of the 18th Dynasty (c. 1570-1320 BCE), Ancient Egyptian. Nebamon Tomb, Thebes. The British Museum, London.
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      47. Anonymous, The Joy of Living, 18th Dynasty (c. 1570-1320 BCE), Ancient Egyptian. Malgatta. Egyptian Museum, Cairo.
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      48. Anonymous, The Pressing, 18th Dynasty (c. 1570-1320 BCE), Ancient Egyptian. Nakht Tomb, Sheikh Abd el-Qurna, probably created during the reign of Tuthmosis IV (1425-1405 BCE), western Thebes, near Luxor.
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      49. Anonymous, The Barbers, 18th Dynasty (c. 1570-1320 BCE), Ancient Egyptian. Tomb of Userhat, Sheikh Abd el-Qurna, near Luxor.
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      50. Anonymous, Isis and Nefertari, 19th Dynasty (c. 1320-1200 BCE), Ancient Egyptian. Nefertari Tomb, Meryenmout, Valley of the Queens, near Luxor.


    




    Nefertari was the first great royal wife of Ramses II. Her name means ‘the beautiful is back’, and she was the most influential of the pharaoh’s wives. Discovered in 1904, the tomb created for her is known for its magnificent murals, and is undoubtedly the finest example of the style of that period and worthy of a pharaoh. The tomb contains scenes, sometimes with a short text, illustrating chapters from the Book of the Dead. In the antechamber, Chapter 17, relating to the regeneration of the deceased at dawn, is illustrated on the west and north walls. Chapter 148, spread out on a large scale over several levels, adorns the south wall of the first annexed chamber. This scene takes place in the death chamber, which is 90 square metres in size. Three different parts are juxtaposed for offerings. After having performed a journey of initiation, Nefertari, who is related to the goddess Hathor and was deified in her lifetime – an extremely rare occurrence – finally meets Isis who offers her the ankh, the symbol of eternal life.
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      51. Anonymous, Love of Music, 18th Dynasty (c. 1570-1320 BCE), Ancient Egyptian, probably reign of Tuthmosis IV (1425-1405 BCE). Thebes, near Luxor.
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      52. Anonymous, Anubis (mummified), 19th Dynasty (1320-1200 BCE), Ancient Egyptian. The deceased’s grave, Sennedjem, Deir el-Medina, near Luxor.


    




    This ancient Egyptian tomb, which belonged to a master craftsman of the necropolis during the reigns of Seti I and Ramses II, was discovered in 1886. Exceptionally, the tomb had not been plundered and all its funerary equipment was intact. A mass grave, in which three generations of the same family were buried, it was decorated with colourful paintings and was surprisingly well preserved. The inspiration was essentially religious, depicting the deceased and his wife, together with various deities. Here, the body is lying on a leonine patterned bed (head, tail and legs). Anubis, who is associated with a funeral cult and protection of the deceased, prepares the latter for his final journey.
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      53. Anonymous, Protection of Hathor, 19th Dynasty (c. 1320-1200 BCE), Ancient Egyptian. Tomb of Seti I, Valley of the Kings. Painted limestone, 226.5 x 105 cm. Musée du Louvre, Paris.


    




    This tomb of Seti I, built during his lifetime, was discovered in 1817. It shows a completely new design unique in its bipartite arrangement, whereby the upper and lower parts of the tomb are separated. Moreover, the decoration painted on the walls is entirely in relief. Here, Hathor, goddess of love and festivities, also considered to be the ‘eye’ of Re, welcomes Seti I to his new kingdom. It was also her duty to bring heavenly food to the dead of the underworld, and to touch the necklace of the deceased pharaoh. This gesture of touch is associated with milk, fertility and protection; it also aids the deceased in their passage to the afterlife and gives access to eternal life. The garments of the two characters are adorned and reflect the refinement and art of the reign of Seti I. The divine hairstyle is sophisticated and the jewels show the colours of the precious materials with which they were made (gold, silver, lapis lazuli, turquoise and carnelian). If the symmetry of the characters is typical of Egyptian art, the joined hands is quite unusual.
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      54. Anonymous, The Fields of Iarou, 19th Dynasty (c. 1320-1200 BCE), Ancient Egyptian. Sennedjem Tomb, Deir el-Medina, near Luxor.
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      55. Anonymous, Room of the sarcophagus, 19th and 20th Dynasties (c. 1320-1085 BCE), Ancient Egyptian. Tomb of Tausert and Sethnakht, Valley of the Kings, near Luxor.
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      56. Anonymous, Mural, 19th Dynasty (c. 1320-1200 BCE), Ancient Egyptian. Tomb of Pached, Deir el-Medina, near Luxor.
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      57. Anonymous, The Elevation of the Solar Disc, 20th Dynasty (c. 1200-1085 BCE), Ancient Egyptian. Tomb of Ramses V and Ramses VI, Valley of the Kings, near Luxor.


    




    The painted decoration of the Tomb of Ramses VI, originally designed for Ramses V, is of remarkable complexity. It shows various books of ancient Egypt, such as the Book of Doors and Caves, the Book of the Cow from Heaven and even the famous Book of the Dead. In the hall of the sarcophagus, which is decorated with wall frescos, themes from the mysterious Book of the Earth or Aker can be found. A divinity of ancestral origin, Aker was required to open the doors of the Earth so that the boat of Ra could access the lower world. On the right side of the same wall, there is a new representation of the goddess Nut. Goddess of Creation, she absorbs the solar disk every night and raises it every morning by moving up her arms from the depths of the underworld, which is the scene represented here. Her limbs, on both sides of the disc, symbolise the east and west. As a guardian of the dead, she is frequently represented on tombs.
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      58. Anonymous, Artisan Working on an Egyptian Golden Sphinx, c. 1380 BCE, Ancient Egyptian. Thebes. The British Museum, London.
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      59. Anonymous, Celebration, 18th Dynasty (c. 1570-1320 BCE), Ancient Egyptian. Nakht Tomb, Sheikh Abd el-Qurna, probably reign of Tuthmosis IV (1425-1405 BCE), near Luxor.
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      60. Anonymous, Weighing of the Heart and Trial by Osiris, from the Book of the Dead of Hunefer, 1275 BCE, Ancient Egyptian. Painted papyrus, height: 39 cm. The British Museum, London.
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      61. Dipylon Master, Untitled, detail from geometric amphora, 760-750 BCE, Ancient Greek. Painted ceramic. Archaeological Museum of Ceramics, Athens.
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      62. Anonymous, Return of Apollo to Delos, Hosted by Artemis, detail from proto-attic funeral amphora, c. 640 BCE, Ancient Greek. Painted ceramic, height of amphora: 98 cm. National Museum of Athens, Athens.
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      63. Anonymous, Untitled, detail from an oenochoe, 7th century BCE, Ancient Greek. Painted ceramic.
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      64. Exekias, Dionysus in his Boat, detail from black-figure cup, c. 540-530 BCE, Ancient Greek. Painted ceramic, diameter of cup: 30 cm. Staatliche Antikensammlungen, Munich.
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      65. Euphronios, Ephebes in the Bath, detail from red-figured volute krater, c. 500 BCE, Ancient Greek. Painted ceramic. Staatliche Museen zu Berlin, Preussischer Kulturbesitz, Berlin.
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      66. Triptolemus Painter, Erotic scene, detail from attic red-figured krater, 5th century BCE, Ancient Greek. Painted ceramic. Tarquiniese Museo Nazionale, Tarquinia.
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      67. Brygos Painter, Erastes Seeking an Eromenos, detail from attic red-figured krater, 5th century BCE, Ancient Greek. Painted ceramic. The Ashmolean Museum, Oxford.
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      68. Andokides Painter, Hercules Resting in the Presence of Athena, c. 510 BCE, Ancient Greek. Red-figured amphora. Staatliche Antikensammlungen, Munich.
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      69. Anonymous, Scene of Sacrifice, 6th century BCE, Ancient Greek. Wood painting. Excavation site at Sicyon, Corinthia, Greece.


    




    Discovered in the Cave of Pits in Corinth, this wooden tablet belongs to a series constituting the earliest examples of Greek painted panels. Covered with stucco, the tablet was decorated with mineral pigments of eight different colours (black, white, blue, red, green, yellow, purple and brown), with each colour broken down by shadows and gradients of all kinds. Moreover, it seems that the black outlines were drawn first and the colours were then used to fill the gaps. Depicting a scene of sacrifice, the painting shows three women dressed in chitons or peplos, approaching an altar. They are accompanied by musicians playing the lyre or aulos. Near the altar, a person makes a libation. Behind him, another small figure, perhaps a slave, approaches the lamb, the object of the sacrifice. On top of the tablet, an inscription in the Corinthian alphabet gives the names of two women to whom the work is dedicated.
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      70. Anonymous, The Diver, c. 480-470 BCE, Ancient Greek. Tomb of the Diver. Fresco, height: 50 cm. Archaeological Museum of Paestum, Paestum.


    




    The Tomb of the Diver was discovered by the archaeologist Mario Napoli in the summer of 1968, during the excavation of a small Italian cemetery near Paestum. Its name comes from the scene painted on the cover slab, depicting a naked athlete plunging into the water beyond the Pillars of Hercules, which symbolised the known world at that time. The scene may also represent a leap into the unknown or to death. The fresco in the tomb owes its importance to being the only example of Greek figurative rock painting from this period yet found, and has remained in perfect condition.
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      71. Anonymous, Banquet Scene, Musician Lying Down, 480-470 BCE, Ancient Greek. Tomb of the Diver. Fresco, height: 50 cm. Archaeological Museum of Paestum, Paestum.
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      72. Anonymous, The Young Sarissa Carrier, Keeper of the Tomb, last quarter of the 4th century BCE, Ancient Greek. Aghios Athanassios, Thessaloniki.
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      73. Anonymous, Hades, third quarter of the 4th century BCE, Ancient Greek. Tempera. Tomb of Persephone, Vergina, Greece.


    




    Illustrating one of the most popular Greek legends, this mural tells of the abduction of Persephone by Hades. According to ancient Greek myth, Hades, god of the underworld, captured his niece Persephone, daughter of Demeter and Zeus, to become his queen in the kingdom of the dead. Deprived of her daughter for part of the year, Demeter, due to inconsolable grief, gave birth to the different seasons. This representation also gave its name to the Tomb of Vergina, ‘Tomb of Persephone’, the ancient capital of the kingdom of Macedonia, in which it was discovered. In a completely different style and executed with rapid strokes and a variety of pictorial effects, another painting, showing the abduction of Persephone, adorned one of the long sides of the grave. According to Pliny, this work should be attributed to Nicomachus. Others believed it to be the work of his pupil, Philoxenos of Eretria.
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      74. Anonymous, detail of Chariot Race, last quarter of the 4th century BCE, Ancient Greek. Vergina, Greece.
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      75. Anonymous, Wall decoration, third quarter of the 4th – first quarter of the 3rd century CE, Ancient Greek. Tomb of Lyson and Callicles, Lefkadia. Tempera.
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      76. Anonymous, Divine Epiphany, third quarter of the 4th century BCE, Ancient Greek. Painting on the backrest of a throne, Tomb of Eurydice, Vergina, Greece. Tempera on marble.
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      77. Anonymous, Tomb at Agios Athanasios, late 4th-early 3rd century BCE, Ancient Greek. Thessaloniki.
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      78. Anonymous, detail of a candelabrum, first half of the 3rd century BCE, Ancient Roman. Via dei Cristallini, Naples.
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      79. Anonymous, Female figure seated on the south side, c. 1st-4th century BCE, Ancient Greek. Cist grave, Amphipolis.
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      80. Anonymous, detail of Griffon, first half of the 3rd century BCE, Ancient Roman. Via dei Cristallini, Naples.
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      81. Anonymous, Setting of a Metope, Tomb of the Swing, last quarter of the 3rd-first quarter of the 2nd century BCE, Ancient Greek. Cyrene. Painted limestone, 34 x 28 cm.
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      82. Anonymous, detail from Scene of Sacrifice, late 1st century CE, Ancient Greek. Fresco. Dura-Europos, near Salhiyé, Syria.
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      83. Anonymous, Le Parisienne, 1400-1350 BCE, Ancient Greek. Palace of Knossos, Crete. Fragment of the Campstool Fresco, height: 22 cm. Archaeological Museum of Heraklion, Heraklion.
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      84. Anonymous, Warrior on Horseback, c. 340-320 BCE, Ancient Greek. Fresco, height: 1.45 m. Museum of Paestum, Paestum.
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      85. Anonymous, Etruscan Tomb, 600 BCE, Ancient Roman. Tarquinia, Italy. Fresco.
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      86. Anonymous, Vesuvius as a Sacred Landscape, Centennial House, 68-79 CE, Ancient Roman. Fresco. Museo Archeologico Nazionale, Pompeii.
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      87. Anonymous, Coupling of a Nymph and Satyr, first half of the 2nd century BCE, Ancient Roman. House of the Faun, Pompeii. Fresco.
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      88. Anonymous, Head of a Faun, 2nd century BCE, Ancient Roman. Herculaneum. Fresco. Museo Archeologico Nazionale, Naples.


    




    Herculaneum, the ancient Roman city founded by Hercules, was successively occupied by the Oscans, Etruscans, Samnites, Greeks and finally by Roman colonies. In the 1st century CE, the city had become one of the most popular resorts of rich Roman families. When, in 79 CE, the unexpected eruption of Vesuvius occurred, like Pompeii, the city was completely buried under a thick layer of volcanic material, which preserved it over the centuries that followed. The excavation, undertaken in the 18th century, recovered the city as it was after the eruption, and archaeologists were able to find many works of art, including domestic murals such as Head of a Faun.
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      89. Anonymous, detail from The Warrior, c. 350 BCE, Ancient Greek. Fresco, Sarcophagus of the Amazons. Tarquinia, Italy.
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      90. Anonymous, Priestesses Preparing Ritual Offerings, while Silenus Plays the Lyre, Accompanied by Two Satyrs with a Pan Flute, 2nd -1st century BCE, Ancient Roman. Villa of the Mysteries, Pompeii. Fresco.


    




    Located on the outskirts of Pompeii, outside the archaeological zone itself, the Villa of the Mysteries is a remarkable building, on account of its size and the complexity of its architecture. Built around the second century BCE, the villa was renovated and embellished during the imperial era, when it acquired the glory we know today. The frescos adorning its walls excited particular enthusiasm. Aside from their extraordinary state of preservation, the paintings are exceptional for their rich colours and scenes; the subject of religious cults that existed alongside the official religion is also very unusual.
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      91. Anonymous, decorated room in the Home of the Griffins, Palatine Hill, late 2nd or early 1st century BCE, Ancient Roman. Rome. Fresco.
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      92. Anonymous, Pictorial decoration of a room, mid 1st century BCE, Ancient Roman. Villa of Poppea, Oplontis, Fresco. Torre Annunziata, Campania.


    




    Located in Oplontis, one of the suburbs of Roman Pompeii, the Villa of Poppea dates from the first century BCE. Having belonged to Poppea Augusta, a wealthy aristocrat who was also the mistress of the emperor Nero, this villa was still in construction at the time of the eruption of Vesuvius. Consisting of sumptuous, richly coloured frescos, the decor of this house is typical of the second and fourth Pompeian styles. The sequenced frescos follow one another from room to room. And, due to the art of perspective, they form an architectural trompe l’oeil, creating dramatic effects of depth.
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      93. Anonymous, west wall of the triclinium with the Temple of Hera, mid 1st century BCE, Ancient Roman. Villa of Poppea, Oplontis, Fresco. Torre Annunziata, Campania.
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      94. Anonymous, Herakles, 2nd-1st century BCE, Ancient Roman. College of Augustales, Herculaneum. Fresco. Near Naples.


    




    The founder of Herculaneum, Hercules (the Latin form of the Greek Herakles) is one of the most popular heroes of antiquity. Demigod, son of Zeus and Alcmene (a mere mortal, the wife of King Amphitryon), he personified strength and courage. According to legend, at birth, his aunt Hera sent two serpents to devour him in his crib, but the infant strangled them with his own hands. After various exploits, he went to Argos where he married Megara, daughter of Creon, king of Thebes. But made mad by the evil machinations of his aunt, Hercules killed his wife and children. To expiate this crime he was sentenced to obey one of his most ardent enemies, King Eurystheus. The latter imposed a series of tests upon him, known as the Labours of Hercules. Aside from these famous 12 labours, Hercules travelled throughout the world, carrying arms, as seen here with his club, that only he could handle and with which he exterminated tyrants, bandits and monsters.
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      95. Anonymous, Winged Genius, third quarter of the 1st century BCE, Ancient Roman. Villa of Publius Fannius Sinistor, Pompeii. Fresco, 126 x 71 cm.
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      96. Anonymous, Priapus, 1st century BCE, Ancient Roman. House of Vettii, Pompeii. Fresco.
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      97. Anonymous, detail from Daedalus and Icarus, last decade of the 1st century BCE, Ancient Roman. Imperial Villa, Pompeii. Fresco.
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      98. Anonymous, Pictorial decoration, late 1st century BCE-1st century CE, Ancient Roman. Home of Julius Polybius, Pompeii. Fresco.
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      99. Anonymous, Cubiculum, 50-40 BCE. Publius Fannius Synistor Villa, Boscoreale, Ancient Rome. Fresco. The Metropolitan Museum of Art, New York.
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      100. Anonymous, Theatre Mask, third quarter of the 1st century BCE, Ancient Roman. Villa of Publius Fannius Synistor, Boscoreale. Fresco. Museo Archeologico Nazionale, Naples.
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      101. Anonymous, Ducks and Antelopes, 1st century BCE, Ancient Roman. Villa of the Papyri, Herculaneum. Fresco. Museo Archeologico Nazionale, Naples.
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      102. Anonymous, The Toilet of Venus, 1st century BCE, Ancient Roman. Fresco. Museo Nazionale Romano, Palazzo Massimo alle Terme, Rome.


    




    

      [image: ]




      103. Anonymous, Landscape with Rustic Sanctuary, c. 10 BCE, Ancient Roman. Villa Agripa Postumus, Boscotrecase. Fresco. Museo Archeologico Nazionale, Naples.
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      104. Anonymous, Grenadier, Bird and Cage Leaning against the Railing, 1st century BCE, Ancient Roman. Villa of Livia, Prima Porta. Fresco. Museo Nazionale Romano, Palazzo Massimo alle Terme, Rome.
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      105. Anonymous, detail of pictorial decoration with trompe l’oeil garden and fountain with birds, 25-50 CE, Ancient Roman. House of the Golden Bracelets, Pompeii. Fresco.
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      106. Anonymous, Girl Picking Flowers, 1st century CE, Ancient Roman. Stabiae. Fresco. Museo Archeologico Nazionale, Naples.
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      107. Anonymous, Victory and Delphic Tripod, 1st century CE, Ancient Roman. Murecine, Pompeii. Fresco.
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      108. Anonymous, detail from The Birth of Venus from a Shell, 1st century CE, Ancient Roman. Home of the Venus in the Shell, Pompeii. Fresco.
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      109. Anonymous, Narcissus Admiring Himself in the Water of a Stream, 1st century CE, Ancient Roman. Marcus Lucretius Fronto house, Pompeii. Fresco.
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      110. Anonymous, Young Aristocrat, c. 160-170 CE, Ancient Egyptian. Er-Rubayat, Fayoum. Encaustic on wood, 44.2 x 20 cm. The British Museum, London.


    




    Discovered in 1888 by Flinders Petrie in Egypt, the Fayum portraits are a series of figures from the 1st-4th centuries CE. They represent the people who crossed the Fayoum and are therefore an essential source of information on the civilisations of the time. This portrait of the cemetery from Er-Rubayat is distinguished by its style, materials and techniques. Here, lime and polish were preferred to the oak and tempera usually employed in these portraits. The woman, whose hairstyle reflects the fashion of the time, wears a crown of gold leaves, a purple robe with gold bands and a white coat. The quality of the portrait, the rich jewellery of precious stones and the beauty of her dress tells us that the woman belonged to high society.
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      111. Anonymous, Portrait of a Young Man, c. 70-120 CE, Ancient Egyptian. Hawara. Encaustic on cedar wood, 38.3 x 22.8 cm. The British Museum, London.
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      112. Anonymous, The Child, late 1st-early 2nd century CE, Ancient Egyptian. Fayoum. Encaustic on wood, 35.5 x 16.5 cm. Egyptian Museum, Cairo.
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      113. Anonymous, Portrait of a Lady, c. 50-70 CE, Ancient Egyptian. Hawara. Encaustic on cedar wood, 21.5 x 41.6 cm. The British Museum, London.
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      114. Anonymous, Curtain and Theatre Mask, 1st century BCE-4th century CE, Ancient Roman. House of the Grand Portal, Herculaneum. Fresco.
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      115. Alexandros of Athens, Women Playing Jacks, 1st century BCE-4th century CE, Ancient Roman. Herculaneum. Painting on marble. Museo Archeologico Nazionale, Naples.
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      116. Anonymous, Chicken and Rabbit, Partridge and Pomegranate, Thrushes and Mushrooms, 1st century BCE-4th century CE, Ancient Roman. Deer House, Herculaneum. Fresco. Museo Archeologico Nazionale, Naples.
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      117. Anonymous, Wall decoration, c. 77 CE, Ancient Roman. House of Marcus Fabius Rufus, Pompeii. Fresco.
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      118. Anonymous, Representation of a garden, 1st century BCE, Ancient Roman. Orchard house. Pompeii. Fresco.
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      119. Anonymous, Hercules and Achelous, 1st century BCE-4th century CE, Ancient Roman. College of Augustales, Herculaneum. Fresco.
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      120. Anonymous, Erotic scene, 1st century BCE, Ancient Roman. Pompeii. Fresco.
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      121. Anonymous, Banquet Scene in the Open, 1st century CE, Ancient Roman. Pompeii. Fresco. Museo Archeologico Nazionale, Naples.
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      122. Anonymous, Hermaphrodite with Pan, 54-68 CE, Ancient Roman. House of Dioscuri, Pompeii. Fresco. Museo Archeologico Nazionale, Naples.
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      123. Anonymous, Young Woman Learning the Sitar under the Supervision of her Mother, first century CE, Ancient Roman. Fresco. Museo Archeologico Nazionale, Naples.
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      124. Anonymous, Satyr and Maenad, 1st century BCE, Ancient Roman. House of L. Jucundus Caecilius, Pompeii. Fresco. Museo Archeologico Nazionale, Naples.
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      125. Anonymous, The Baker and his Wife, 1st century CE, Ancient Roman. Pompeii. Fresco, 48.9 x 41 cm. Museo Archeologico Nazionale, Naples.
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      126. Anonymous, Erotic scene, 1st century CE, Ancient Roman. House Vettii, Pompeii. Fresco.
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      127. Anonymous, Man Standing with Legs of a Reclining Woman around his Neck, 1st century CE, Ancient Roman. House of Punished Love, Pompeii. Fresco.
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      128. Anonymous, Coitus a Tergo, 1st century CE, Ancient Roman. Pompeii. Fresco.
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      129. Anonymous, Andromeda Freed by Perseus, 60-79 CE, Ancient Roman. Herculaneum. Fresco. Museo Archeologico Nazionale, Naples.
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      130. Anonymous, The Punishment of Ixion, late 1st century CE, Ancient Roman. Vettii house, Pompeii. Fresco.
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      131. Anonymous, Three Christians in the Furnace, 3rd-4th century CE, Early Christian. Catacomb of Priscilla, Rome. Fresco.


    




    Located on the Via Salaria in Rome, the catacomb of Priscilla is in an old quarry from the Roman era, used from the late second to the fourth century for the burial of Christians. It is one of the largest and oldest of Roman catacombs and is named after Priscilla, wife of the consul Acilius, a martyr who converted to Christianity and was killed on the orders of Emperor Domitian. On some walls and ceilings you can see decorations depicting biblical scenes. Among these, there are frescos of the Old and New Testaments, and three Christians thrown into the furnace. The painting illustrates a biblical story from the book of Daniel. Shadrach, Meshach and Abednego, three Jewish friends, who refused to worship the golden statue of Nebuchadnezzar, king of Babylon, were thrown into the furnace but miraculously saved by God. Here, they can be seen amid the flames singing a hymn.
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      132. Anonymous, Moses and Peter, 3rd-4th century CE, Early Christian. Catacomb of St Callistus, Rome. Fresco.
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      133. Anonymous, Jonah in the Belly of the Whale, 3rd-4th century CE, Early Christian. Catacomb of Priscilla, Rome. Fresco.
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      134. Anonymous, The Multiplication of the Loaves and Fishes, 3rd-4th century CE, Early Christian. Catacomb of St Callistus, Rome. Fresco.
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      135. Anonymous, Candlestick from the Torah, 4th century CE, Early Christian. Torlonia catacomb, Rome. Fresco.
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      136. Anonymous, Susanna and the Elders, 5th century CE, Early Christian. Fresco. Museum of Byzantine Culture, Thessaloniki.
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      137. Anonymous, Christ in Glory, c. 1100-1120, Romanesque. Basilica de San Isidoro, Leon. Fresco.


    




    
The Middle Ages




    Historically, the Middle Ages are defined as the period between the fall of the western Roman Empire, which in 476 marked the end of antiquity, and the collapse of Constantinople in 1453. For a long time wrongly regarded as a ‘sterile’ period, the millennium was, in fact, an epoch rich in art, when the canons of the classical era were harmonised with the customs and morals of the time. As early as the second century, the dominance of Christianity and the restrictions demanded from its followers had given birth to early Christian art, which drew its origins from Rome. Until the thirteenth century, this new society was characterised mainly by sobriety. In architecture and sculpture, forms remained simple and massive, superficiality was banned and art became a powerful symbol of the strength and stability of Christianity. But over the centuries, despite prevailing through such features as ogive ribs, the Romanesque style gradually gave way to the more refined art of Gothic. Religious and intellectual centres abandoned their rural environments and moved to towns such as Paris, which, under Philip II, grew into the capital of Gothic Europe, becoming renowned for its university and manuscript illumination as well as for its architecture. In the Divine Comedy, Dante describes the city as the ‘capital of the art of illumination’. The rest of Europe tried to reproduce Gothic, but German and English architects showed less interest in the elevation displayed by France’s great Reims and Amiens cathedrals. England’s achievements were more political in nature: the Magna Carta of 1215 and the creation of parliament during the reign of Edward I. The fourteenth century was a less prosperous period, when the Catholic Church was marked by the schism between the Orthodox Church in the East and the Roman Catholics in the West, which in turn contributed to the social chaos caused by the Hundred Years War (1337-1453). At the same time, Italy, the birthplace of painters such as Giotto and Simone Martini, was governed by an aristocratic elite, which controlled international trade through a sophisticated economic system. The prosperity this brought was interrupted at the end of 1340 by the Black Death, the bubonic plague that in five years decimated Europe’s population.



OEBPS/Images/30m_painting_eng.007.jpg





OEBPS/Images/30m_painting_eng.008.jpg





OEBPS/Images/30m_painting_eng.005.jpg





OEBPS/Images/30m_painting_eng.006.jpg





OEBPS/Images/30m_painting_eng.003.jpg





OEBPS/Images/30m_painting_eng.004.jpg





OEBPS/Images/30m_painting_eng.002.jpg





OEBPS/Images/30m_painting_eng.051.jpg





OEBPS/Images/30m_painting_eng.053.jpg
BSOS O O O
LA AN A ANAAR

R A
N AT A AL S AAY

BOIHCICISIOI )






OEBPS/Images/30m_painting_eng.052.jpg





OEBPS/Images/30m_painting_eng.009.jpg





OEBPS/Images/30m_painting_eng.055.jpg





OEBPS/Images/30m_painting_eng.010.jpg





OEBPS/Images/30m_painting_eng.054.jpg





OEBPS/Images/cover.jpeg
) A\ Millennia of
) Painting

Donald Wigal





OEBPS/Images/30m_painting_eng.046.jpg





OEBPS/Images/30m_painting_eng.045.jpg





OEBPS/Images/30m_painting_eng.048.jpg





OEBPS/Images/30m_painting_eng.047.jpg





OEBPS/Images/30m_painting_eng.050.jpg





OEBPS/Images/30m_painting_eng.049.jpg





OEBPS/Images/30m_painting_eng.062.jpg





OEBPS/Images/30m_painting_eng.061.jpg
PR

L R

e
T

cem=ana ||
gEi2ng






OEBPS/Images/30m_painting_eng.064.jpg





OEBPS/Images/30m_painting_eng.063.jpg





OEBPS/Images/30m_painting_eng.066.jpg





OEBPS/Images/30m_painting_eng.065.jpg





OEBPS/Images/30m_painting_eng.057.jpg





OEBPS/Images/30m_painting_eng.056.jpg





OEBPS/Images/30m_painting_eng.059.jpg





OEBPS/Images/30m_painting_eng.058.jpg
Atz =1 E






OEBPS/Images/30m_painting_eng.060.jpg





OEBPS/Images/30m_painting_eng.071.jpg





OEBPS/Images/30m_painting_eng.073.jpg





OEBPS/Images/30m_painting_eng.072.jpg





OEBPS/Images/30m_painting_eng.075.jpg





OEBPS/Images/30m_painting_eng.074.jpg





OEBPS/Images/30m_painting_eng.077.jpg





OEBPS/Images/30m_painting_eng.076.jpg





OEBPS/Images/30m_painting_eng.068.jpg





OEBPS/Images/30m_painting_eng.103.jpg





OEBPS/Images/30m_painting_eng.067.jpg





OEBPS/Images/30m_painting_eng.102.jpg





OEBPS/Images/30m_painting_eng.070.jpg





OEBPS/Images/30m_painting_eng.101.jpg





OEBPS/Images/30m_painting_eng.069.jpg





OEBPS/Images/30m_painting_eng.107.jpg





OEBPS/Images/30m_painting_eng.106.jpg





OEBPS/Images/30m_painting_eng.105.jpg





OEBPS/Images/30m_painting_eng.104.jpg





OEBPS/Images/30m_painting_eng.110.jpg





OEBPS/Images/30m_painting_eng.109.jpg





OEBPS/Images/30m_painting_eng.108.jpg





OEBPS/Images/30m_painting_eng.082.jpg





OEBPS/Images/30m_painting_eng.081.jpg





OEBPS/Images/30m_painting_eng.084.jpg





OEBPS/Images/30m_painting_eng.083.jpg





OEBPS/Images/30m_painting_eng.086.jpg





OEBPS/Images/30m_painting_eng.085.jpg





OEBPS/Images/30m_painting_eng.088.jpg





OEBPS/Images/30m_painting_eng.087.jpg





OEBPS/Images/30m_painting_eng.079.jpg





OEBPS/Images/30m_painting_eng.078.jpg





OEBPS/Images/30m_painting_eng.080.jpg





OEBPS/Images/30m_painting_eng.001.jpg
PARKSTONE

INTERNATIONAL =






OEBPS/Images/30m_painting_eng.091.jpg





OEBPS/Images/30m_painting_eng.093.jpg





OEBPS/Images/30m_painting_eng.092.jpg





OEBPS/Images/30m_painting_eng.095.jpg





OEBPS/Images/30m_painting_eng.094.jpg





OEBPS/Images/30m_painting_eng.097.jpg





OEBPS/Images/30m_painting_eng.121.jpg





OEBPS/Images/30m_painting_eng.096.jpg





OEBPS/Images/30m_painting_eng.011.jpg





OEBPS/Images/30m_painting_eng.099.jpg





OEBPS/Images/30m_painting_eng.098.jpg





OEBPS/Images/30m_painting_eng.090.jpg





OEBPS/Images/30m_painting_eng.125.jpg





OEBPS/Images/30m_painting_eng.089.jpg





OEBPS/Images/30m_painting_eng.124.jpg





OEBPS/Images/30m_painting_eng.123.jpg





OEBPS/Images/30m_painting_eng.122.jpg





OEBPS/Images/30m_painting_eng.129.jpg





OEBPS/Images/30m_painting_eng.128.jpg





OEBPS/Images/30m_painting_eng.127.jpg





OEBPS/Images/30m_painting_eng.126.jpg





OEBPS/Images/30m_painting_eng.130.jpg





OEBPS/Images/30m_painting_eng.022.jpg





OEBPS/Images/30m_painting_eng.021.jpg





OEBPS/Images/30m_painting_eng.013.jpg





OEBPS/Images/30m_painting_eng.114.jpg





OEBPS/Images/30m_painting_eng.012.jpg





OEBPS/Images/30m_painting_eng.100.jpg





OEBPS/Images/30m_painting_eng.113.jpg





OEBPS/Images/30m_painting_eng.015.jpg





OEBPS/Images/30m_painting_eng.112.jpg





OEBPS/Images/30m_painting_eng.014.jpg





OEBPS/Images/30m_painting_eng.111.jpg





OEBPS/Images/30m_painting_eng.017.jpg





OEBPS/Images/30m_painting_eng.118.jpg





OEBPS/Images/30m_painting_eng.016.jpg





OEBPS/Images/30m_painting_eng.117.jpg





OEBPS/Images/30m_painting_eng.019.jpg





OEBPS/Images/30m_painting_eng.116.jpg





OEBPS/Images/30m_painting_eng.018.jpg





OEBPS/Images/30m_painting_eng.115.jpg





OEBPS/Images/30m_painting_eng.020.jpg





OEBPS/Images/30m_painting_eng.120.jpg





OEBPS/Images/30m_painting_eng.119.jpg





OEBPS/Images/30m_painting_eng.031.jpg





OEBPS/Images/30m_painting_eng.033.jpg





OEBPS/Images/30m_painting_eng.032.jpg





OEBPS/Images/30m_painting_eng.024.jpg





OEBPS/Images/30m_painting_eng.023.jpg





OEBPS/Images/30m_painting_eng.026.jpg





OEBPS/Images/30m_painting_eng.025.jpg





OEBPS/Images/30m_painting_eng.028.jpg





OEBPS/Images/30m_painting_eng.027.jpg





OEBPS/Images/30m_painting_eng.030.jpg





OEBPS/Images/30m_painting_eng.029.jpg





OEBPS/Images/30m_painting_eng.042.jpg





OEBPS/Images/30m_painting_eng.132.jpg





OEBPS/Images/30m_painting_eng.041.jpg





OEBPS/Images/30m_painting_eng.131.jpg





OEBPS/Images/30m_painting_eng.044.jpg





OEBPS/Images/30m_painting_eng.043.jpg





OEBPS/Images/30m_painting_eng.035.jpg





OEBPS/Images/30m_painting_eng.136.jpg





OEBPS/Images/30m_painting_eng.034.jpg





OEBPS/Images/30m_painting_eng.135.jpg





OEBPS/Images/30m_painting_eng.037.jpg





OEBPS/Images/30m_painting_eng.134.jpg





OEBPS/Images/30m_painting_eng.036.jpg





OEBPS/Images/30m_painting_eng.133.jpg





OEBPS/Images/30m_painting_eng.039.jpg





OEBPS/Images/30m_painting_eng.038.jpg





OEBPS/Images/30m_painting_eng.138.jpg





OEBPS/Images/30m_painting_eng.040.jpg





OEBPS/Images/30m_painting_eng.137.jpg





