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How to Use This Book


This book provides comprehensive review and extensive practice for the latest AP Art History course and exam.


About the Exam


Start with the Introduction in Part One, which outlines the exam format. Review the advice for answering both question types, learn how the test is scored, and familiarize yourself with important exam nomenclature and key dates to keep in mind.


Diagnostic Test


Next, take the full-length diagnostic test in Part Two to determine which topics you know well and which ones you may want to brush up on. Complete the entire test, and then check all of the answer explanations, especially for any questions you may have missed. Then, consult the Evaluation of Diagnostic Test pages to gauge your final score.


Review and Practice


Study all 29 chapters in Part Three, which are divided into the following units, or main content areas, of the latest AP Art History course and exam: Global Prehistory, Ancient Mediterranean, Early Europe and Colonial Americas, West and Central Asia, Later Europe and Americas, South, East, and Southeast Asia, Indigenous Americas, Africa, The Pacific, and Global Contemporary. Every chapter includes the time period that will be covered, a review of key topics and works of art, clear illustrations, chapter summaries, and end-of-chapter practice exercises with detailed answer explanations.


Practice Tests


There are two full-length practice tests toward the end of the book that mirror the actual exam in format, content, and level of difficulty. Each test is followed by detailed answers and explanations for all questions.


Glossary


Before completing your review, be sure to consult the Glossary at the end of the book for a list of important terms and definitions that you should be familiar with for test day.


Online Practice


There are also two additional full-length practice tests online. You may take these tests in practice (untimed) mode or in timed mode. All questions are answered and explained.


For Students


Students who take AP Art History, unlike students who take almost any other AP exam, often approach the material afresh at the beginning of the school year, with no prior study or understanding of the subject. This is an extraordinary opportunity for teachers as well as students to confront a new subject with no pre-established prejudices. However, because students may have little background and must learn everything from scratch, the course can seem unusually daunting. All those works of art! All those unfamiliar names! All those vocabulary words! Civilizations rise and fall in only a week’s time in an art history classroom!


Ideally, this book serves as a refresher to complement a complete art history course. It does not function to replace any of the excellent survey texts available on the subject, nor does it pretend to duplicate any of the materials available through the College Board. However, it is a good way to easily organize study patterns for reviewing hundreds of images and learning to discuss them in an intelligent way.


You should be aware that this book is not a magic solution to solve a year’s worth of lethargy. Optimally, it should be used as a complement to the course, but it will also serve well as a systematic study program to prepare you for the exam. By March, you should be reviewing the earliest material, slowly going over one art period after another. It is worthwhile going over every image in the book, whether or not it is familiar to you. The more breadth of experience you have, and the greater your understanding of the subject, the more likely you will be able to handle any question that comes your way.


For Teachers


This book is fully aligned with the ten units and exam format outlined in the latest AP Art History Course and Exam Description. Teachers may wish to use the practice tests as a warm-up to the actual exam. The more familiar students are with the actual exam, the more likely they are to score well on it.











BARRON’S ESSENTIAL5





As you review the content in this book and work toward earning that 5 on your AP Art History exam, here are five things that you MUST know above everything else:
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Learn to fully identify each object completely. Multiple-choice questions may ask you to know all the details about a work (for example: name of artist, if known; name of work; date; period or culture; medium and/or materials; location of architecture).


Examples:


•Funeral banner of Lady Dai (Xin Zhui), 180 B.C.E., painted silk; Chinese: Han Dynasty


•Ogata Korin, White and Red Plum Blossoms, 1710–1716, ink, watercolor, and gold leaf on paper; Japanese


•Templo Mayor (Main Temple), 1375–1520, stone, Tenochtitlán, Mexico City, Mexico; Mexica (Aztec)
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	Study works of art in context. It is important to know the names of the artists and the titles of the works, but it is required to know how these were meant to be seen and understood. You must know a given work’s context to understand how the work can be interpreted.
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Study in-depth works that are important because of their location. Many of the works that are now required have significant locations, and it is wise to study how their location influences their design. This is often asked.


Examples:


•Lanzón Stone


•Smithson, Spiral Jetty


•Dome of the Rock
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Learn vocabulary! Most of the multiple-choice questions require you to know the basic terms art historians use to discuss great works of art. This is particularly important when discussing ancient and medieval art. Study the vocabulary sections at the end of each chapter. The most common vocabulary terms include but are not limited to:


•Painting techniques (including pottery)


•Parts of architectural monuments (like ancient temples and medieval churches)


•Types of printmaking (etching, woodcut, engraving, etc.)


•Methods of sculpture (lost wax process, repoussé, etc.)
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Select works that have cross-cultural connections. On the recently redesigned exam, many questions focus on the interconnections between cultures.


Examples:


•Works from New Spain that show indigenous American and Spanish influence


•European works that show a Japanese influence


•Islamic works that show an influence from Chinese sources





















PART ONE







Getting to Know the AP Exam in Art History











Introduction



THE AP EXAM IN THE HISTORY OF ART: AN OVERVIEW


The AP Exam in Art History is a 3-hour test composed of an hour of multiple-choice, followed by a short break, and then 2 hours of free-response. The format is as follows:


SECTION I: MULTIPLE-CHOICE QUESTIONS. 1 hour.


This section features 80 multiple-choice questions. Some of the questions have images accompanying them, some do not. All of the images on the exam will be in color. You may move freely throughout this section. It is wise to answer those questions that you do know immediately and go back to ponder those that might cause a problem.


There is no penalty for guessing! Every answer should be filled in. Nothing should be left blank. If you are told by the proctor that you only have a few minutes left, bubble in all the remaining answers.


This is extremely important because the multiple-choice questions account for 50 percent of the grade!


SECTION II: FREE-RESPONSE SECTION. 2 hours.


This section is composed of six free-response questions, most associated with illustrations. There are two 30-minute essays and four shorter essays that are timed at 15 minutes apiece.


The two 30-minute essays usually allow students to choose from a wide array of options spanning much of the course. More rarely, they address one or two periods. You are free to move among the essays; they are not individually timed. You can answer them in any order, but make sure you answer all of them. Even if you draw a complete blank, do the best you can to respond.


HOW THE TEST IS SCORED


A complicated series of calculations converts the combined raw score of the multiple-choice questions and the free-response essays into a grade of 1–5. A general rule of thumb is that three-quarters of correct responses will earn the candidate a top score of a 5. Two-thirds is a 4, and a little over half is a 3. These are guidelines, of course, but useful benchmarks nonetheless.


The five-point scoring system is standard among all AP exams:




5.Extremely well qualified. Almost all colleges and universities accept this score. Suggested college grade equivalent: A


4.Well qualified. Accepted by most colleges and universities. Suggested college grade equivalent: A-, B+, B


3.Qualified. Accepted by many colleges and universities. Suggested college grade equivalent: B-, C+, C


2.Possibly qualified. Accepted by few colleges and universities.


1.No recommendation. Not accepted anywhere.





There is no score of 0, although, believe it or not, there are students who submit completely blank exams.


As with every Advanced Placement exam, a predetermined percentage of students earn a final score of a 1, 2, 3, 4, or 5. Care is taken to adjust scores according to the difficulty of the exam. Sometimes an examination that seems fair going into the process turns out to be difficult when students actually take it. Adjustments are made in the final scoring to balance a test that is unintentionally too easy or too difficult.


In May 2021, 20,633 students took the Advanced Placement Examination in Art History. Although that may sound like a huge number, it pales in comparison to most exams; Advanced Placement U.S. History gathered 454,204 students. However, art history, unlike most exams, has six written responses, all of which have to be individually read and scored over the course of one week of intensive grading.


A team of dedicated professionals (college professors, high school teachers, and assessment experts) form a leadership team that sets the standards for the exam before marking. Art historians from all over the United States, indeed from some parts of the world, then gather in Salt Lake City in June to mark the free-response sections of the test. A hundred or so teachers use the standards set by the leadership team as guidelines for scoring. All readers are supervised and even self-check their own work. Even supervisors are monitored. Readers are encouraged to consult one another if a question comes up about an essay. Everything is done to ensure equality of grading across the spectrum. All of this checking and rechecking has made art history one of the most reliable Advanced Placement exams for consistency of scoring.


To the greatest extent possible, every paper is given just consideration. You should know that everything you write is taken very seriously and is considered fairly.


EXAM NOMENCLATURE


The efforts to find precise and inoffensive terms to describe commonly held ideas have been a labor at the College Board. Instead of B.C. and A.D., which have been used as standard abbreviations in the Western world, a substitution of B.C.E. and C.E. (“before the Common Era” and “Common Era”) has been introduced. While this removes the potentially biased word “Christian,” it creates the paradox of using a Christian numbering system without recognizing it.


Also, several terms such as “non-Western,” “pre-Columbian,” and “primitive,” once standard in discussing art history, have been replaced by terms that are less exact, such as “art beyond the European tradition,” the “art of the Americas,” and “Oceanic art”—terms that are occasionally problematic.


You should also note that there are several ways of spelling names and objects that come from non-Roman scripts. In cases such as Mohammed/Muhammad, there is little to fear. But Dong QiChang is Tung Chi’Chang, depending on the method of translation used by a textbook. Every effort has been made to use the standard appearing across the spectrum of textbooks likely to be used in this class.


DATES


How accurate do you have to be about dates on the exam? Here are some rules about dates:




[image: images]If the object is very ancient, you have a 1,000-year window. For example, on the 2018 exam, those students who used the Palette of King Narmer had a wide latitude given to them for the date. The instructions for the readers of the exam were “Date: c. 3000–2920 B.C.E. Also acceptable: third millennium OR a date within 1,000 years of the original.”


[image: images]For objects that are ancient but dating is more secure, you have a 100-year window. For example, also on the 2018 exam, those students who used the Alexander Mosaic had a spread of 100 years. “Date: c. 100 B.C.E. Also acceptable: first century B.C.E. OR a date within 100 years of the original.”


[image: images]For objects from the late Middle Ages to the twentieth century, when we have more of an understanding of when things were made, you are given a narrower window. On the 2018 exam, readers were told to give a 50-year spread for the Röttgen Pietà: “1300−1325 C.E. Also acceptable: early 1300s; middle 1300s; early/mid-fourteenth century; mid-fourteenth century; Gothic; late medieval Europe; OR a date within 50 years of the original (fourteenth century is NOT acceptable).”


[image: images]For the twentieth and twenty-first centuries, you have only a 10-year window. For Yinka Shonibare’s The Swing, on the 2018 exam, the following was acceptable: “Date: 2001 C.E. Also acceptable: first decade of the twenty-first century OR a date within 10 years of the original (twenty-first century is NOT acceptable).”





Here are other examples from released exams:


100 years




[image: images]Great Stupa at Sanchi. Date: c. 300 B.C.E.−100 C.E. Also acceptable: a date within 100 years of the original.


[image: images]Todai-ji. Nara, Japan. Date: 743 C.E.; rebuilt twelfth century; and c. 1700 C.E. Also acceptable: a date within 100 years of the original creation (743 C.E.) or twelfth-century restoration; OR within 50 years of the 1700 restoration.


[image: images]Borobudur Temple. Date: c. 750–842 C.E. Also acceptable: 700s; 800s; eighth century; ninth century; OR a date within 100 years of the original creation.





50 years




[image: images]The Annunciation Triptych (Merode Altarpiece). Date: 1427−1432 C.E. Also acceptable: early 1400s; early/mid-fifteenth century; first half of the fifteenth century; Northern Renaissance; Early Netherlandish; OR a date within 50 years of the original (fifteenth century is NOT acceptable).


[image: images]The Virgin of Guadalupe. Date: c. 1698 C.E. Also acceptable: late 1600s; early 1700s; late seventeenth century; early eighteenth century; OR a date within 50 years of the original (seventeenth or eighteenth century is NOT acceptable).


[image: images]Madonna and Child with Two Angels. Date: 1465 C.E. Also acceptable: mid-/late 1400s; mid-/late fifteenth century; second half of the fifteenth century; Italian Renaissance; OR a date within 50 years of the original (fifteenth century is NOT acceptable).





10 years




[image: images]Pisupo Lua Afe (Corned Beef 2000). Date: 1994 C.E. Also acceptable: 1990s; last decade of the twentieth century; OR a date within 10 years of the original (twentieth century is NOT acceptable).


[image: images]Trade (Gifts for Trading Land with White People). Date: 1992 C.E. Also acceptable: 1990s; last decade of the twentieth century; OR a date within 10 years of the original (twentieth century is NOT acceptable).






WHAT’S NEW ABOUT THE REDESIGNED AP EXAM?



A great deal is new about the revised Advanced Placement Art History curriculum. The emphasis is still on addressing major works of art, but which works of art and how they will be addressed has changed. Here are the key differences:




1.Your teacher must teach all the works on the AP image list. Nominally there are 250 such works, but actually there are more like 400 because many of the monuments contain multiple views or ancillary material. Almost all of these works are pictured in this book.


2.Your teacher can teach additional works as well. These will not be tested in the multiple-choice section, but you can use them to answer any essay that says it welcomes choices outside the list. You can choose your own works as well and use them on the test where appropriate.


3.The new curriculum says that every work must be completely identified. In the past it had become acceptable to state the name and the artist of a work in order for it to be a complete identification. Now a complete identification is very complete. It includes:





a.Title


b.Artist, if known


c.Date


d.Medium and/or Materials


e.Culture of Origin or Art Historical Period


f.Location of architectural monuments


In practice, this means that in addition to one identifier that is generally provided, the student must supply two others. For example, if the test lists the Augustus of Prima Porta, you must also specify two other identifiers, such as material (marble), period (Imperial Roman), or date (1st century C.E.).




4.If you choose to use a work outside the official list, you must be able to identify it as completely as any work on the list.


5.Traditional discussions in art history are still in place. You still need to be able to intelligently describe what an object looks like (a formal analysis) and trace the history of artistic movements. A new emphasis, however, is placed on why and how the artistic movements change from one time and place to another.


6.Function and context are now stressed. Each work was created for a purpose, has a message, and was placed someplace significant. You should be able to intelligently discuss the circumstances around its creation, presentation, and reception.


7.Students will have to consider the role of the audience of a work of art. How can a work be interpreted one way by one group (i.e., a given culture, gender, or age) and differently by another group? How can context lead to a different interpretation?


8.Students are expected to have a firmer understanding of the various processes used to create works of art and of how these processes have an impact on what we see.


9.Students are expected to know the history of each object. You should be able to answer questions like:





a.What has happened to this object after it was created?


b.Does it still have the same significance it had when it was created? Why or why not?


c.How has it been altered since its creation?


d.Why or how do artistic traditions change and how is that seen in individual works?




10.There have always been attribution questions in the Advanced Placement Examination in Art History. That will not change. The attribution will shift to concentrating more on movements and periods than on individual artists. Students must be able to compare an unknown work to a work they know using stylistic analysis and contextual clues.


11.Most important: you must be able to compare works from various cultures and time periods. The comparisons could be of two landscapes, two still lifes, or two portraits. They could also be two works of very different functions, different contexts, and different intentions. A good exercise is to try to make the comparisons yourself to see how the works complement or challenge each other.


12.Your writing counts. What you say is as important as how you say it. There is no escaping this truth: in almost every test, a good writer outperforms a poor writer even when they both know the same amount of material.





ANSWERING THE MULTIPLE-CHOICE QUESTIONS


The Advanced Placement Examination in Art History requires the student to correctly answer as many of the 80 multiple-choice questions as possible. Each question has four possible responses, and you are asked to find the BEST answer. Often a case can be made for a second choice, but it does not fit as well as the first.


You should always do the following when approaching an AP multiple-choice question:




[image: images]Read each question twice.


[image: images]Remember that guessing is now permissible on all AP exams. Therefore, there should be no blanks on your paper!





Types of Multiple-Choice Questions
















	Typically, multiple-choice questions ask for the following information


	Study recommendations











	Name of artist


	Absolutely essential







	Name of work


	Absolutely essential







	Period or movement of a work


	Absolutely essential







	Medium and/or Materials of the work


	Absolutely essential







	Date of the work


	Essential; however, don’t overreact and spend all your time memorizing dates at the expense of other things.







	Location


	Absolutely essential only for architecture; for paintings and sculpture, it is not necessary to know the names of museums they are currently in.







	Identification of key figures in the work


	Absolutely essential







	Art history vocabulary, and how these terms can be seen in an individual work


	Absolutely essential







	Influences on the artist


	Important, and often asked.







	How the work fits in/does not fit in with its times


	Increasingly stressed. Works that have a political or cultural message are more apt to be used for questions like this.







	Original setting of the work


	Sometimes asked, especially if the setting is important to the interpretation of the work.







	Patron


	Asked if the patron had a great influence on the outcome of the work.







	Symbolism/Subject matter


	Sometimes asked, but increasingly this has fallen from favor. Symbols are mutable and subject to interpretation.







	Key formal characteristics


	A mainstay of traditional art history books.










As you can see, there is much to know about each object, and each object raises individual concerns expressed independently from this chart.


Examples of Multiple-Choice Questions


Changing interpretations of works of art:




1.Jan van Eyck’s Arnolfini Portrait has been the subject of many interpretations, including


(A)that it is a memorial to parents who are now deceased


(B)that it represents a joyful couple celebrating childbirth


(C)that Arnolfini is conferring legal and business privileges on his wife during an absence


(D)that Arnolfini is pledging support in a legal proceeding about to take place





Answer: (C)


Decision about how works of art will be designed:




2.Louis Sullivan’s decision to use steel coated in ceramic was a result of







(A)his experience working on the Eiffel Tower


(B)his understanding of why buildings were damaged by the Chicago Fire


(C)new technologies available at the beginning of the nineteenth century


(D)the introduction of cantilevers into early modern architecture





Answer: (B)


Cross-cultural comparisons:




3.When originally designed, the Palace of Versailles and the Ryoan-ji had this in common:


(A)the extensive use of stone and brick


(B)their use as hunting lodges


(C)the symbolism of a royal residence


(D)water as a design element





Answer: (D)


Location and meaning:




4.The location of the Vietnam Veterans Memorial is important because


(A)it is built on the foundation of a previous monument


(B)the artist needed an intimate space to make the message seem personal to the viewer


(C)the monument aligns with the sun and has a cosmic interpretation


(D)it lies between other monuments and can be interpreted in a larger context





Answer: (D)


Cross-cultural impact on a work of art:




5.Gottfried Lindauer’s portrait of Tamati Waka Nene shows the impact of European art on an image of a Maori chieftain in that


(A)it is done in watercolor, a technique that comes from Europe


(B)the chief is wearing modern dress and is seen as if he were a European ruler


(C)the artist has used atmospheric perspective, a technique unknown in the Pacific at the time


(D)he is depicted wearing a beard, symbolizing wisdom





Answer: (C)


The function of an object:


[image: Images]


6.This object has the function of being




(A)a crown placed over the head of a king


(B)an object to be circumambulated as part of a ritual


(C)a symbol of the soul of a nation


(D)a sacred vessel used in a Buddhist service





Answer: (C)


The influence of a single work on later works:




7.Monuments such as the Hagia Sophia directly influenced the construction of buildings such as


(A)Mosque of Selim II


(B)Great Stupa


(C)the Kaaba


(D)Chartres Cathedral





Answer: (A)


Materials:




8.The materials used to create the Hawaiian ‘ahu ‘ula were meant to signify


(A)the fleeting nature of life


(B)the rich abundance of tropical vegetation


(C)the sea, a main source of living things in the Pacific


(D)protection for the wearer from harm





Answer: (D)


Attribution:


[image: Images]


9.The painting shown can be attributed to Pontormo because of


(A)its use of balance and symmetry


(B)a lack of perspective


(C)the crowded and complex composition


(D)the fact that it is an engraving


Answer: (C)


Influence:




10.Mary Cassatt drew inspiration from


(A)African masks


(B)Chinese scroll paintings


(C)Aztec sculptures


(D)Japanese prints





Answer: (D)



ANSWERING THE FREE-RESPONSE QUESTIONS



All of the essays are tied to eight art historical thinking skills that the College Board would like every successful student to master. These skills are the following:




1.Visual Analysis (Question 3): Students are expected to be conversant in the basic terms of visual analysis and to show how artistic decisions by an artist shape what we see.


2.Contextual Analysis (Question 4): Students are expected to understand the circumstances behind which a work of art is created, including things like function, setting, and patronage.


3.Comparisons of Works of Art (Question 1): Students are expected to examine similarities and differences between two works of art.


4.Artistic Traditions (Question 6): Students are to explain how a given work of art is typical of an artistic tradition, and also expands upon that tradition.


5.Visual Analysis of Unknown Works (Question 3): Taking all that is learned, students should be able to apply methods of analysis to a work they have never seen before.


6.Attribution of Unknown Works (Question 5): Students need to be able to attribute a work of art to a period, artist, or style by relating it to a work from the image set. They should be able to justify their attribution.


7.Art Historical Interpretations (Question 2): Students should be able to describe relevant interpretations of a work of art, many of which change over time.


8.Argumentation (Question 2): This is the most demanding aspect of the exam. It starts with the student forming a cogent thesis statement, and it is followed by examples that prove the statement to be true. It implies that the student understands the subtleties of the question and can frame the response as an argument that proves a point.





There are two types of essays on the Advanced Placement Art History examination: the four short essays of 15 minutes each and the two longer, more comprehensive essays that take 35 minutes for the first essay, and 25 minutes for the second. Each essay has a different function. Short essays concentrate on an individual concept in art history, asking specific questions about a given work. The longer essays generally have comparisons and expect a more cogent response. Question 1 involves two works of art, and Question 2 is a response to a single work of art. Question 1 will have an image. Question 2 does not have any images, and it requires you to remember the details of a given work.


Question 1: Comparison: This is the longest essay, placed first on the exam so that the student is more likely to give a substantial response without test burnout. The student has 35 minutes to write a response. This essay is worth eight points.


Although 35 minutes are allotted for this response, this is only a suggestion and not enforced. You are free to move from this essay to the next and devote as much time as you like within the overall time frame.


This is the comparison essay. You will be given a work of art from the required image list and asked to compare it with another work of a similar theme—a work of your choice. For example, you could be asked to compare two images that depict religious figures, rulers, still lives, portraits, etc. The list of possibilities is nearly endless. There will always be a short list of suggested works of art that would be suited to the question. It is wise to choose one of these choices because you are assured that they fit the question. However, this is not required. Keep in mind that when readers are scoring the responses, they have a guide next to them that accesses what the correct responses should be for the suggested works.


For any work, regardless of whether or not you selected it from the list, you must supply two identifiers. If you are unsure if your identifiers are correct, supply as many as you can. Readers only score correct responses. For example, if the work in question is Hunters in the Snow, you can write Pieter Bruegel the Elder (or simply Bruegel), 1565, oil on wood. That’s three identifiers. But if you said tempera instead of oil or 1765 instead of 1565, it would be scored as correct as long as the other two identifiers are right. You can also simplify your responses. Artist’s first names are unnecessary, and spelling is not an issue—so long as the reader knows what you mean. The dates can be approximate.


For this question, and really for any question, you must have the capability of describing the visual elements of a work of art. It is handy to know words like contrapposto, chiaroscuro, symmetrical, atmospheric perspective—in other words, the tools of the artist. To that end, vocabulary is extremely important.


In a comparison question, naturally you must be able to tell how the works of art are the same and yet different, not in just their visual characteristics, but in how these characteristics convey meaning. For example, Theodora Panel and Kneeling statue of Hatshepsut show female rulers in a similar light, but yet the materials used, the places in which they are placed, and the poses they are in give us a completely different impression of these women. This is the kind of comparison that is needed in a solid essay.


If you would like to practice this type of question, there are examples at the end of the following chapters: “Africa,” “Gothic,” “Late Gothic,” “New Spain,” “Pacific,” and “Romanticism.”


Question 2: Visual and Contextual Analysis: This is a new essay. This long essay is given 25 minutes for a response. This essay is worth six points.


This is a visual and a contextual essay that relies on a student’s ability to gather information relevant to a work of art and use it to defend a thesis statement.


This question has to be handled with care. Often students will be asked to select a work of art from a relevant time period—any attempt to use a different time period will nullify the essay. For example, the question might ask students to choose something from the contemporary world or East Asia. Once again, you are wise to select a work of art from the suggested list. In this way, you don’t have to worry about whether or not your choice is appropriate. Once again, you must provide two identifiers to earn the first point.


Your response has to be directed to the prompt, which is usually an art historical consideration. For example, how do artists use color to evoke meaning? You are asked to provide a thesis statement that can be defended by your example—this also earns a point. You must then proceed to support your claim by using at least two examples of visual and/or contextual evidence. If you have more examples, certainly use them. Remember that the readers only score what is correct. If you write four examples and only two are correct, you still earn the full two points allotted. Keep in mind that your examples must always refer back to the thesis statement. To earn full credit for the question, you must supply a complete, nuanced reading of the work of art as it pertains to this question. This means that your essay must be of some length so that you can adequately discuss the ideas you present. Be sure to point to exact passages in a work of art where your examples can be found. In other words, don’t just say that a color represents a certain emotion, point out where it is used in your work and explain the exact emotion the color depicts, and then point out how it contributes to the meaning of the work as a whole.


One of the new art historical thinking skills being tested on this exam, and in particular in this question, is argumentation. To earn the argumentation point, it is necessary to have a solid thesis statement supported by evidence that shows that the student can analyze, think clearly, and make insightful connections.


If you would like to practice this type of question, there are examples at the end of the following chapters: “China,” “Contemporary,” “Early Italian Renaissance,” and “Islamic.”


Question 3: Visual Analysis: This is a short, 15-minute question that is worth five points.


This question tests your ability to visually analyze a work of art based on all the principles of art history you have learned about this year. It may involve a work on the image set (as in Leonardo da Vinci’s Last Supper on the 2019 exam) or an image that looks similar to something in the image set. The visual analysis is primarily formal, though it can also be iconographic. Students may be asked to connect, as in this case, the visual analysis to the large historical context of the Renaissance.


There are no identifications in this essay. To earn points, you are expected to analyze the visual elements in a work of art. You are not supposed to list them! You are supposed to apply the tools you have learned this year to the given work presented to you. You are also expected to go deeper, by explaining why the artist chose these techniques and applied them to a given work. To earn a final point, you are expected to see these techniques as part of a tradition that may have been adapted by that artist.


For example, Diego Rivera uses the time-honored technique of fresco painting, which has been around since ancient times. However, he uses it in a different way, creating huge murals in public spaces. A good essay will discuss fresco as a technique and then show how Rivera adapted it for his own purposes in a work like Alameda Park.


Remember: even if a question does not ask you about a work of art in the required curriculum, that does not mean you cannot reference it to make a point!


If you would like to practice this type of question, there are examples at the end of the following chapters: “Ancient Near East,” “Early- and Mid-Twentieth Century,” “High Renaissance,” and “India.”


Question 4: Contextual Analysis: This is a short, 15-minute question that is worth five points.


This essay question tests the student’s ability to put a work of art in the context of the times it was created. It will be based on a work of art in the required content, and the work will be illustrated for your reference. For example, the 2022 exam asked students to connect the Vietnam Veterans Memorial to the larger context of the National Mall in Washington.


Keep in mind that sometimes contextual and visual elements are intertwined when discussing a work of art, and this means it would be completely appropriate to bring up visual issues when discussing context. Context is an umbrella term that includes all of the following: patronage, function, style, materials, techniques, and location. It also includes a discussion of how a work of art was received when it was originally brought before the public, and what its subsequent reception has been. (We can assume that the current reception is good, otherwise the College Board would not be asking you to know this work.)


If you would like to practice this type of question, there are examples at the end of the following chapters: “Americas,” “Byzantine,” “Early Medieval,” “Greek,” “Late Antique,” “Prehistoric,” and “Romanesque.”


Question 5: Attribution: This is a short, 15-minute question that is worth five points.


This question is based on a work of art that you have not studied as part of the required course content. However, it assumes that you are familiar enough with the style of a work of an artist or a movement that you can place it in its proper context.


An image is provided. You are asked to attribute the work a specific culture or artist. Your attribution is key, because it will throw off your whole essay if you indicate the wrong artist. You need to then justify your attribution by mentioning at least two examples of visual or contextual evidence relating the work to a work in the image set. For example, if the unknown work is by Maya Lin, it would be wise to show why it looks like Lin’s work, when comparing it to the Vietnam Veterans Memorial. Definitely reference a work in the image set! Feel free to compare the similarities between, in this case, the Vietnam Veterans Memorial, and, for example, the Civil Rights Memorial in Montgomery, Alabama. Once again, if the question asks for at least two examples, feel free to supply as many as you can. This will make for a more substantial and solid response.


If you would like to practice this type of question, there are examples at the end of the following chapters: “Japan,” “Late-Nineteenth-Century,” “Northern Renaissance,” and “Rococo and Neoclassicism.”


Question 6: Continuity and Change: This is a short, 15-minute question that is worth five points.


This question asks the student to see a work of art as part of a continuum. For example, a work could be a link in a long tradition of self-portraits, or woodcuts, or museum design. An image will be provided and generally completely identified.


A solid response will show how a work fits in within a given tradition. Once again, you should provide at least two reasons why, and more would be welcome. The question might also challenge you to describe how the work is innovative within that tradition, or reflects a more individualized approach to a given tradition.


If you would like to practice this type of question, there are examples at the end of the following chapters: “Baroque,” “Egyptian,” “Etruscan,” and “Roman.”




GENERAL RULES ABOUT ESSAYS


1.Never use value judgments or matters of taste or opinion in an essay. For example, never say that a work of art is “better” than another, or that the artist used perspective “better” or color “better.” Instead, express differences in terms of values that few can object to, such as: “Painting A has more vivid colors than painting B, as can be seen in the figure on the left”; “sculpture A is more classically composed than sculpture B, as can be seen in the contrapposto in the figure on the left”; “building A is located in a city square, whereas building B was built in a rural area.”


2.Never use the word “perfect” or say that a work of art is, for example, “the perfect expression of Christian belief.”


3.Never use “able” or “unable,” as in “The artist was unable to capture the feelings of sorrow in…” Also, don’t use “attempt,” as in “The artist attempts to show foreshortening.” What precisely does this mean?


4.Never express a preference. Don’t tell the reader that you like one work more than another. It is irrelevant to the exam.


5.Be careful of the word “unique”—it means one of a kind. It does not mean special. If a work of art is unique, it means that there is no other work like it. Use it sparingly. Avoid redundant expressions like “very unique.”


6.Avoid complimenting the artist on the work he or she has done. Do not say that “Michelangelo did a good job of showing perspective…”


7.People in works of art are “figures,” not “characters.” Characters are parts in plays.


8.Avoid phrases like “piece of art.” Use “work of art” or “work.”


9.It is correct form to underline the titles of works of art, with the exception of the names of buildings. In this book, italics have been substituted for underlining.


10.Always identify a work of art clearly, not generically. For example, don’t identify by simply using the word “icon.” There are so many! Say, instead, “the icon of the Virgin and Child between Saints Theodore and George.” Similarly, don’t use words such as “cathedral” or “pyramid” as a method of identification. Use instead “Chartres Cathedral” or “the Pyramids of Giza, Egypt.”


11.Do not list your response. Do not use bullet points. Write complete sentences. Make sure that you write in full paragraphs.






ATTRIBUTION PRACTICE



Below are 25 works of art that are randomly arranged. On a separate piece of paper, list the characteristics of the work that recall works in the official image set.


The answer key at the end will reference the works of art in this book that are related to these works.
















	1.[image: Images]


	
Period:


Characteristics of this period as seen in this work:


1.


2.


3.








	2.[image: Images]


	
Period:


Characteristics of this period as seen in this work:


1.


2.


3.








	3.[image: Images]


	
Artist:


Period:


Characteristics of this artist as seen in this work:


1.


2.


3.
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Period:


Characteristics of this period as seen in this work:


1.


2.


3.
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Period:


Characteristics of this period as seen in this work:


1.


2.


3.
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Period:


Characteristics of this period as seen in this work:


1.


2.


3.
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Period:


Characteristics of this period as seen in this work:


1.


2.


3.
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Period:


Characteristics of this period as seen in this work:


1.


2.


3.
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Artist:


Period:


Characteristics of this artist as seen in this work:


1.


2.


3.
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Period:


Characteristics of this period as seen in this work:


1.


2.


3.
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Artist:


Period:


Characteristics of this artist as seen in this work:


1.


2.


3.
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Period:


Characteristics of this period as seen in this work:


1.


2.


3.
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Period:


Characteristics of this period as seen in this work:


1.


2.


3.
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Architect:


Period:


Characteristics of this architect as seen in this work:


1.


2.


3.
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Period:


Characteristics of this period as seen in this work:


1.


2.


3.
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Artist:


Period:


Characteristics of this artist as seen in this work:


1.


2.


3.
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Architect:


Period:


Characteristics of this architect as seen in this work:


1.


2.


3.
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Period:


Characteristics of this period as seen in this work:


1.


2.


3.
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Period:


Characteristics of this period as seen in this work:


1.


2.


3.
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Artist:


Period:


Characteristics of this artist as seen in this work:


1.


2.


3.
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Artist:


Period:


Characteristics of this artist as seen in this work:


1.


2.


3.
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Artist:


Period:


Characteristics of this artist as seen in this work:


1.


2.


3.
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Artist:


Period:


Characteristics of this artist as seen in this work:


1.


2.


3.
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Period:


Characteristics of this period as seen in this work:


1.


2.


3.
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Artist:


Period:


Characteristics of this artist as seen in this work:


1.


2.


3.












Answer Key


1.Figure 2.2 (page 113)


2.Figures 4.19a, 4.19b (page 156)


3.Figure 17.10 (page 336)


4.Figure 6.14 (page 183)


5.Figure 12.8 (page 263)


6.Figure 24.5 (page 455)


7.Figure 9.7a (page 219)


8.Figure 27.6 (page 507)


9.Figure 17.8 (page 334)


10.Figure 9.5 (page 218)


11.Figure 25.5 (page 473)


12.Figure 4.3 (page 145)


13.Figure 26.1d (page 481)


14.Figure 19.5a (page 359)


15.Figure 11.4a (page 248)


16.Figure 21.3 (page 387)


17.Figure 17.2a (page 328)


18.Figure 27.9a (page 509)


19.Figure 23.7a (page 439)


20.Figure 15.4 (page 302)


21.Figure 28.7 (page 525)


22.Figure 22.4 (page 406)


23.Figure 17.4a (page 331)


24.Figure 5.4 (page 166)


25.Figure 27.14 (page 512)










CONTINUITY AND CHANGE PRACTICE

















	
1.Explain how The Virgin of Guadalupe represents both a continuity and a change within the traditions of European art.


[image: Images]








	
Continuity


1.


2.


3.



	
Change


1.


2.


3.








	
2.Explain how these Greek sculptures represent both a continuity and a change within the traditions of ancient art.


Titles of Works:


[image: Images]








	
Continuity


1.


2.


3.



	
Change


1.


2.


3.








	
3.Explain how these paintings represent both a continuity and a change within the traditions of modern art.


Titles of Works:


[image: Images]








	
Continuity


1.


2.


3.



	
Change


1.


2.


3.








	
4.Explain how this building represents both a continuity and a change within the traditions of domestic architecture.


Title of Works:_________________________________
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Continuity


1.


2.


3.



	
Change


1.


2.


3.








	
5.Explain how the sculpture of Buddha on the right represents both a continuity and a change within the Buddhist tradition, as represented on the left.


Titles of Works:
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Continuity


1.


2.


3.



	
Change


1.


2.


3.












Answer Explanations


1.Continuity:


[image: images]Images of Mary are a constant in Catholic art, particularly art from colonial Latin America.


[image: images]Images of Mary are often surrounded by depictions of episodes from her life.


[image: images]Images of Mary are often painted in shimmering tones with rich colors.


[image: images]Images of Mary are often framed in elaborate casings.


Change:


[image: images]This work illustrates a particular moment in the divine appearance of Mary to Juan Diego.


[image: images]Brocade on Virgin’s robes are made of enconchados.


[image: images]Enconchado paintings often include ornate frames inspired on Japanese Nanban lacquer work.


[image: images]In Guadalupe images, Mary always stands on a crescent moon surrounded by sunrays with clouds behind her.


[image: images]An eagle perched on a cactus at the bottom center is a symbol of Mexico today.


2.Title: Doryphoros by Polykleitos and Winged Victory of Samothrace


Continuity:


[image: images]Large heroic figures.


[image: images]Sculpted in marble.


[image: images]Contrapposto stance.


[image: images]Carved in the round.


[image: images]Freestanding.


Change:


[image: images]The Doryphoros is classical: has idealized proportions; avoids eye contact; has a far-away look on the face; is heroically carved.


[image: images]The Winged Victory is Hellenistic: has dramatic action; is in a swirling, complex composition; shows the effect of wind and rain on the garments; displays virtuoso carving.


3.Title: Les Demoiselles d’Avignon by Pablo Picasso and The Portuguese by Georges Braque


Continuity:


[image: images]Modern art continues to experiment with forms of abstract, based on the works of Cézanne, a generation before.


[image: images]Cubism seeks to break down a figure from its realistic shape into a series of interlocking planes.


[image: images]The Picasso work shows the influence of Iberian sculpture and African masks.


Change:


[image: images]The Braque work incorporates text into the composition.


[image: images]The Braque painting increases the abstraction to the point in which the subject matter is suggested by the title and a few recognizable shapes.


[image: images]The color palette is reduced and contributes to the refining of forms.


4.Title: House in New Castle County, Delaware by Robert Venturi, John Rauch, and Denise Scott Brown


Continuity:


[image: images]It is a domestic building designed for three people.


[image: images]It is designed with the interests of the patrons in mind. For the wife, a musician, a music room was created with two pianos, an organ, and a harpsichord. For the husband, a bird-watcher, large windows were installed facing the woods.


[image: images]Large, clean modern spaces offer an open spacious interior.


Change:


[image: images]The façade contains an arch inside a pediment form.


[image: images]A squat bulging Doric colonnade is asymmetrically placed.


[image: images]The columns are actually flat rather than traditionally round forms.


[image: images]The drainpipe at left bisects the outermost column.


[image: images]The flattened forms on the interior arches echo the exterior flat columns.


[image: images]The interior forms reflect a craftsman’s hand in curved, cutting elements.


5.Title: Jowo Rinpoche enshrined in the Jokhang Temple and Todai-ji, Great Buddha


Continuity:


[image: images]General characteristics of a Buddha are maintained, including: large figure made of precious metals; seated; surrounded by other Buddhist figures.


[image: images]Offerings are placed before the Buddha.


[image: images]Candles are lit before the Buddha.


[image: images]The statue is often dressed.


Change:


[image: images]It is the largest metal statue of Buddha in the world.


[image: images]It is a monumental feat of casting.


[image: images]Buddha takes on a more forbidding appearance; more of a hieratic image.


[image: images]Emperor Shomu embraced Buddhism and erected sculpture as a way of stabilizing the Japanese population during a time of economic crisis.



CONCORDANCE OF THE AP CURRICULUM FRAMEWORK AND BARRON’S AP ART HISTORY



This Barron’s book is organized according to the cultural groupings that have been traditionally used in art history, and thus conforms to the approach used in most classrooms and to the structure used in most college-level survey texts. It is hoped that the student can use this book as a supplement to classroom instruction as the year progresses. However, the College Board has reorganized much of the material in a chronological format so that the dates often cross cultural boundaries. This table is meant to coordinate the College Board image set numbers and identifications with the placement in this book.
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Diagnostic Test











Diagnostic Test



SECTION I


TIME: 60 MINUTES


80 MULTIPLE-CHOICE QUESTIONS




DIRECTIONS: Answer the multiple-choice questions below. Some are based on images. In this book the illustrations are at the top of each set of questions. Select the multiple-choice response that best completes each statement or question, and indicate the correct response on a separate piece of paper. You will have 60 minutes to answer the multiple-choice questions.





Questions 1–4 are based on Figure 1.


[image: Images]


Figure 1


1.Works like Magdalene Abakanowicz’s Androgyne III symbolize the


(A)emptiness of modern life


(B)return to the classical figure


(C)advance of modern technology and its effect on the human condition


(D)effects of pollution and global warming


2.The artist uses burlap as a material in part because it


(A)is transparent and encourages us to see through the figures


(B)is costly and represents elite power


(C)imitates the appearance of human skin


(D)is durable and needs no further care


3.The work is placed in the center of the room so that


(A)other figures can be placed around it and interact with it


(B)a contrast between solids and voids can be appreciated


(C)people can be encouraged to touch the work and experience it firsthand


(D)it will block people from passing through the room and force them to consider it


4.This abstracted human form with contrasting solids and voids is compositionally similar to


(A)Augustus of Prima Porta


(B)Ikenga (shrine figure)


(C)Nio guardian figure


(D)Portrait of Sin Sukju


[image: Images]


5.The choice of marble for the sculpture of George Washington by Jean-Antoine Houdon


(A)indicates the discovery of a cheap source of marble in Vermont


(B)symbolizes George Washington’s home in Mount Vernon, Virginia


(C)makes a parallel connection between Washington and great classical figures, who were also sculpted in marble


(D)makes the comparison of George Washington to marble sculptures of the great rulers and pharaohs of ancient Egypt


Questions 6–9 are based on Figures 2 and 3.


[image: Images]


Figure 2


[image: Images]


Figure 3


6.The objects on the left, called the David Vases, were made for


(A)export to Europe because Asian art was greatly prized


(B)Sir Percival David, a collector of Chinese ceramics


(C)practical use in a Chinese home


(D)an altar in a Chinese Daoist temple


7.Sources for the designs of the works on the left are most likely from


(A)Chinese bronzes


(B)Japanese wood-block prints


(C)Indian Buddhist sculpture


(D)contact with Europeans


8.The work on the right represents a


(A)revival of interest in pottery making in a culture that had seen a decline in that art


(B)change to a more practical type of pottery rather than just aesthetically pleasing work


(C)change from a tourist driven pottery market to a practical use market


(D)move to reestablish pottery in European markets after a serious decline in quality


9.The work on the right can be compared with the works on the left in that both


(A)are done by unidentified artists


(B)use a combination of polished and matte surfaces


(C)are dominated by zigzag and geometric motifs


(D)use abstracted forms derived from nature


[image: Images]


10.The Mexican flag today has an eagle perched on a cactus that rests on a rock. This symbol of Mexico can be found on which of the following works?


(A)Screen with the Siege of Belgrade and hunting scene


(B)Miguel González, Virgin of Guadalupe


(C)Miguel Cabrera, Sor Juana Inés de la Cruz


(D)Lintel 25, structure 23, from Yaxchilán


11.The hypostyle halls common in Egyptian architecture—for example, the Temple of Amun-Re—can be said to have inspired later buildings, such as


(A)the Altar of Zeus and Athena, Pergamon


(B)the Mosque at Córdoba, Spain


(C)the Pazzi Chapel by Brunelleschi


(D)the Market of Trajan


12.Monticello reflects Thomas Jefferson’s wish to reference the


(A)spirituality of the Middle Ages in a modern context


(B)history of ancient Greece in a modern context


(C)ideals of the Roman Republic in a new country


(D)latest building techniques in France and England in the New World


13.Compared with the Florentine Renaissance, the Venetian Renaissance painted religious or historical works


(A)with a more human, worldly, and earthly quality


(B)as a grand heroic series of accomplishments


(C)with more geometric and mathematical precision


(D)as if taking place in their original settings with authentic archaeological costumes and architectural structures


14.Unlike most Baroque architects, Francesco Borromini


(A)preferred to work in shades of white rather than in many colors


(B)built palaces and avoided working for the Catholic Church


(C)used landscaping to enhance the view of his buildings


(D)used glass as a reflective element in his designs


Questions 15–18 are based on Figures 4 and 5.


[image: Images]


Figure 4


[image: Images]


Figure 5


15.Both of these works incorporate narrative, but the narrative is different in that


(A)one tells the stories of the gods and their punishment of humans, and the other tells of the gods and how they help humans achieve enlightenment


(B)one is in hieroglyphics and the other is in Arabic


(C)one is read from right to left and the other from left to right


(D)one predicts a military event and the other shows one


16.The work on the top was meant to explain


(A)vengeance upon a sinful man


(B)an innocent person’s journey to salvation and enlightenment


(C)coming of age in a tumultuous era


(D)the weighing of souls in the afterlife


17.The work on the bottom illustrates


(A)an historical episode seen from the victor’s point-of-view


(B)a mythical event that sheds light on contemporary society


(C)an allegory of war and violence


(D)a personal challenge in the face of overwhelming odds


18.The work on the bottom was meant to be


(A)on permanent display in a palace


(B)put away and taken out occasionally to be viewed by interested parties


(C)housed in a religious shrine as a moral lesson


(D)periodically studied and examined in a library


[image: Images]


19.Mende masks were the only African masks worn by women. They were worn during ceremonies that


(A)prominently featured male participants


(B)honored female ancestors


(C)prepared girls for adulthood


(D)commemorated African queens


20.Shiva as Lord of Dance shows the god as a divine judge devastating the world. The same sentiments are expressed in which of the following works?


(A)Salcedo, Shibboleth


(B)Last Judgment, Sainte-Foy, Conques


(C)Giotto, Lamentation


(D)Churning of the Ocean of Milk


Questions 21–24 are based on Figures 6 and 7.


[image: Images]


Figure 6


[image: Images]


Figure 7


21.The print on the left was conceived as


(A)an illustration of the effects of the Thirty Years’ War


(B)an indictment of Catholicism and a promotion of Protestantism


(C)propaganda against the Counter-Reformation agents in Europe


(D)an affirmation of the Old Testament over the New Testament


22.These works are prints that


(A)were attached to early forms of newspapers and used as illustrations


(B)were used as ways to educate children in schools


(C)were deemed a higher art form than more traditional paintings


(D)could make multiple original copies and be distributed more widely


23.These prints were done in a format called a woodcut, which has a style that can be characterized as


(A)achieving precise details


(B)using sfumato to shade figures


(C)using stiff and angular figures


(D)using the pointillist techniques


24.The work on the right was done in the memory of


(A)a king of France who fell in love with an Italian princess and tragically died


(B)a Catholic martyr who was misunderstood by native people and was killed


(C)the artist’s brother who died tragically in war


(D)a slain member of the Communist party who led a revolt in Germany


[image: Images]


25.Many works of art throughout history are made of spolia, reused architectural and sculptural elements. Which one of the following buildings is composed partly of spolia?


(A)Santa Sabina


(B)The Parthenon


(C)The White Temple and its ziggurat


(D)Il Gesù


Questions 26–29 are based on Figures 8 and 9.


[image: Images]


Figure 8


[image: Images]


Figure 9


26.This church was built along pilgrimage roads headed to


(A)Jerusalem


(B)Rome


(C)Canterbury


(D)Santiago de Compostela


27.In order accommodate the number of pilgrims, the church has been designed with


(A)a large pair of bell towers


(B)sculpture on the façade


(C)an ambulatory around the altar


(D)an extensive crypt


28.As a pilgrimage center, it performs essentially the same role as


(A)the Palace of Versailles


(B)Forbidden City


(C)Great Stupa at Sanchi


(D)Basilica of Ulpia


29.As a pilgrimage center, this building houses reliquaries. A reliquary can be defined as


(A)an object that holds sacred objects


(B)a place where people were baptized into the Christian faith


(C)a series of carvings that tell the story of Jesus’s life


(D)a woven product that is designed on a loom


[image: Images]


30.Vigée Le Brun’s Self-Portrait pays tribute to her favorite patron, Marie Antoinette, by


(A)including symbols of Marie Antoinette’s reign


(B)having the artist dressed as the queen


(C)having the queen look at Vigée Le Brun with admiration


(D)including a lengthy quotation from the queen


31.The conical tower at Great Zimbabwe is modeled on


(A)a lookout tower, which made enemies more visible


(B)a minaret, which calls people to prayer


(C)a bell tower, which was used to signal royal events


(D)a grain silo, which indicated that control over food symbolized wealth and power


32.Which one of the following works is an example of a caricature?


(A)Daumier, Nadar Raising Photography to the Height of Art


(B)Portrait of Sin Sukju


(C)Mutu, Preying Mantra


(D)Smith, Lying with the Wolf


33.Which of the following works has experienced a form of iconoclasm?


(A)Bamiyan Buddhas


(B)Merovingian looped fibulae


(C)Lukasa (memory board)


(D)Velázquez, Las Meninas


34.Which of the following contains an imperial portrait?


(A)White Temple and its ziggurat


(B)Taj Mahal


(C)San Vitale


(D)Machu Picchu


35.The bas-reliefs on the walls of the Palace at Persepolis depict


(A)Trajan’s conquering of the Dacians


(B)the battle between the gods and the giants


(C)Darius’s imperial guard, called the Immortals


(D)a listing of laws outlining a civil code


Questions 36–38 refer to Figure 10.
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Figure 10


36.This statue is similar to other Greek kouroi in that it is inspired by


(A)Ancient Near Eastern figures


(B)Egyptian sculptures


(C)Roman emperors


(D)Polykleitos’s theories


37.This sculpture was different from female sculptures of the same date in that it


(A)was unpainted


(B)is disproportionate to the human body


(C)is nude


(D)is young


38.The sculpture probably


(A)saluted a fallen emperor or king


(B)saluted a heroic figure from a battle


(C)was placed in a tomb so that the spirit of the deceased could visit the earth


(D)was designed as a symbol of a Greek city-state


[image: Images]


39.Although it is a Jewish manuscript, the Golden Haggadah shows cross-cultural influence in


(A)the use of gold leaf taken from Byzantine mosaics


(B)its illustration of stories from Christian texts


(C)the stylistic similarities to French Gothic manuscripts


(D)the use of Islamic kufic script


Questions 40 and 41 refer to Figures 11 and 12.


[image: Images]


Figure 11
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Figure 12


40.Who was the patron of this building?


(A)Constantine the Great


(B)Justinian


(C)Augustus of Prima Porta


(D)Suleyman the Magnificent


41.A key architectural feature first developed in this building is the


(A)muqarnas


(B)nave


(C)narthex


(D)pendentive


Question 42 refers to Figure 13.
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Figure 13


42.This work can be attributed to which of the following artists?


(A)Jacques-Louis David


(B)Eugène Delacroix


(C)Jean-Honoré Fragonard


(D)Vincent van Gogh
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43.Colophons are often seen


(A)on Japanese screens


(B)at the base of Roman monuments


(C)on Renaissance frescoes


(D)on Chinese scrolls


44.The Golden Stool is held to be a sacred item in part because it is


(A)used as part of the throne for the kings of Ghana


(B)the symbol of the Ashanti nation


(C)used in all coming-of-age ceremonies


(D)decorated with royal symbols


45.The design of the navigation charts of the Marshall Islands is difficult to interpret because the charts


(A)are written in Polynesian script


(B)are done in abstract designs


(C)are understood only by the person who created them


(D)are easily broken and have come down to us in fragmentary condition


46.Julie Mehretu’s works have an animation and a sweeping vibrant pulse similar to the works of


(A)Andy Warhol


(B)Constantin Brancusi


(C)Vassily Kandinsky


(D)Meret Oppenheim


Question 47 refers to Figure 14.
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Figure 14


47.This work can be attributed to which of the following art historical periods?


(A)Amarna


(B)Babylonian


(C)Etruscan


(D)Egyptian Old Kingdom


[image: Images]


48.We know that the Basin by Muhammad ibn al-Zain must have been a special work for the artist because


(A)it ended up in the possession of the King of France


(B)he signed the work six times


(C)he decorated it with hunting scenes


(D)it is made of pewter


49.The International Style of mid-twentieth-century architecture stressed


(A)streamlined spaces and spare decoration


(B)a revival of hand-crafted and manually worked details


(C)a new look at traditional ornamentation, casting it in a modern way


(D)cantilever construction techniques


50.Which one of the following artists expressed his ideas about art in influential essays?


(A)Ernst Kirchner


(B)Paul Cézanne


(C)Vassily Kandinsky


(D)Georges Braque


Question 51 refers to Figure 15.
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Figure 15


51.The artist of this self-portrait thought of his art as


(A)an artistic as well as a political statement


(B)an extension of the Impressionist style


(C)a bridge between traditional art forms and modern modes of expression


(D)an effort to harmonize European art techniques with African influences


Questions 52–54 refer to Figures 16 and 17.
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Figure 16
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Figure 17


52.The work on the left was used for prayer for which faith?


(A)Buddhism


(B)Hinduism


(C)Judaism


(D)Islam


53.The work on the right is woven because it is


(A)the traditional artistic occupation of women


(B)meant to be beautiful but also have a function


(C)a commentary on the contemporary neglect of woven works of art


(D)meant to be worn


54.The artist in the work on the right appropriates images from the works of


(A)Michelangelo


(B)Gustave Courbet


(C)Leonardo da Vinci


(D)Rembrandt


[image: Images]


55.The general Muslim and Jewish ban on religious images influenced the destruction of images in which period?


(A)Byzantine


(B)Romanesque


(C)Gothic


(D)Late Antique


56.Northern Renaissance altarpieces are different from Italian ones in that the Northern ones


(A)have predellas


(B)are cupboards with wings that close


(C)have fanciful frames


(D)are located in a church


57.The discovery of the caves at Lascaux solidified the opinion that


(A)the Trojan epics were retellings of actual events


(B)Pompeii was buried by volcanic ash


(C)Stonehenge was a unique ancient monument


(D)prehistoric cave paintings are genuine and not the work of modern forgers


58.The lost wax process, sometimes called cire perdue, is a method of sculpture seen in which of the following works?


(A)Greek marble sculpture


(B)Islamic ivories


(C)Northwest Coast Indian transformation masks


(D)Benin brasses and bronzes


59.Worshippers at the Kaaba, who are making the hajj,


(A)sacrifice animals to show that they give their most valued possessions to God


(B)bring offerings and gifts to the deity whose statue is contained within


(C)visit relics located in chapels around the east end of the shrine


(D)circumambulate the shrine seven times


Questions 60–62 refer to Figure 18.
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Figure 18


60.This work is in situ meaning it


(A)is made of man-made products


(B)can be seen with the use of a special device


(C)changes color depending on the time of day


(D)is in its original location


61.This work has been particularly designed


(A)to be far from civilization


(B)to align with the movements of the sun and the moon


(C)so that boats can dock alongside it


(D)to be viewed both by day and night


62.This work draws inspiration from works like


(A)the Great Stupa at Sanchi


(B)the Serpent Mound in Ohio


(C)Machu Picchu in Peru


(D)the ruins of the city of Pompeii
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63.Daumier’s Nadar Raising Photography to the Height of Art indicates a tone of


(A)admiration because Daumier felt that photography could achieve a kind of greatness formerly known only to painting


(B)condemnation in that the artist feels that a photograph is a mechanical device and not worthy of being classified as an art form


(C)gentle mockery because Nadar is made to look foolish and funny in his situation


(D)indifference because Daumier felt that photography was not an art form


64.The Harlem Renaissance refers to a period that


(A)rejected any art as inspiration that was political in nature


(B)aggressively rejected modernism


(C)promoted African-American aesthetics in all the arts


(D)encouraged African-Americans to conform to white standards of art production


65.Feathers were often used in Mesoamerican royal regalia because


(A)exotic birds were plentiful and easy to catch


(B)the feathers symbolized birds and hence freedom; kings felt they symbolically flew over other people


(C)feathers made both lightweight and durable garments


(D)the rareness of certain kinds of feathers indicated the wealth of the kings


66.Etchings are different from engraving in that etchings


(A)require a metal plate as a ground


(B)use a tool to cut into a surface


(C)must be realized by passing paper over the impression


(D)must be immersed in acid to achieve an image


67.Leonardo da Vinci’s Last Supper is in a ruined condition today because


(A)Leonardo experimented with different types of paint


(B)the patrons were angry at the outcome and had the work mutilated


(C)tastes change, and the work was going to be replaced because it looked out of fashion


(D)the Nazis tried to remove it in World War II and damaged it


Questions 68 and 69 refer to Figure 19.
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Figure 19


68.Contextually, the figures on the Great Portals of Chartres


(A)physically and morally support the church behind them


(B)act as an interpreter for those who are not Christian


(C)are in the spot where royalty must pray


(D)are symbols of the revival of the Catholic faith during the Counter-Reformation


69.This kind of grouping of sculpture and architecture can be found also at


(A)the Taj Mahal


(B)Dome of the Rock


(C)Hagia Sophia


(D)Lakshmana Temple


Question 70 refers to Figure 20.
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Figure 20


70.The visual evidence in this work indicates that it is


(A)a dedication page for a moralized Bible


(B)an icon for religious worship


(C)a cross-carpet page in a manuscript


(D)the opening Gospel page in a manuscript


71.Quoins are architectural features used primarily


(A)around a pediment


(B)in Asian building traditions


(C)on the edges of buildings


(D)along stringcourses and cornices


72.Etruscan architecture is largely known to us today through the


(A)writings of Vitruvius


(B)excavations at Pompeii


(C)books of Palladio


(D)descriptions made by Greek historians


73.Baroque ceiling paintings, like those by Giovanni Battista Gaulli,


(A)compartmentalize the ceiling into equal units


(B)include general scenes in the main vault to symbolize everyday life


(C)focus the attention of the viewer down the aisle to the altar


(D)symbolically open up the ceiling as if looking into the sky


74.Graywacke was favored by ancient Egyptian sculptors because


(A)the color symbolized royalty


(B)its rarity symbolized royal wealth and trade


(C)its denseness made it suitable for architectural elements


(D)its hardness symbolized eternity


75.The exterior and interior decoration of the Houses of Parliament, or Palace of Westminster, shows a cultural identification with


(A)Romanesque architecture, with its spaces designed to accommodate relics


(B)Renaissance design principles as articulated in Italy


(C)developments in cast-iron architecture, as a modern way to construct large-scale buildings


(D)the symbolism of Perpendicular Gothic and its history as an English architectural style


76.A manuscript that is a moralized Bible is one in which


(A)only excerpts from the Bible that end with morals are represented


(B)the Old Testament stories are juxtaposed to New Testament stories


(C)the Bible has added pages with modern commentaries


(D)the Bible is thoroughly footnoted and researched


77.Jan Vermeer’s paintings suggest that he had knowledge of


(A)lithography


(B)the daguerreotype


(C)the camera obscura


(D)the orrery


78.The material used to make bandolier bags relies on


(A)trade with European settlers


(B)manufactured goods available during the Industrial Revolution


(C)the reuse of older material in a new context


(D)the recycling of older bags for more modern use


79.In Claude Monet’s Saint-Lazare Station, the artist represented the


(A)effect of light and air on a given subject


(B)breakdown of reality into its composite forms


(C)rearranging of reality into different geometric shapes


(D)sharp contrast of light and dark areas


Question 80 refers to Figure 21.
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Figure 21


80.This painting can be attributed to Jan van Eyck because of the


(A)broad open brushwork


(B)meticulous detail


(C)symmetrical composition


(D)use of contrapposto



SECTION II


TIME: TWO HOURS


6 QUESTIONS




DIRECTIONS: You have two hours to answer the six questions in this section.


Questions 1 and 2 are long essay questions, and you are advised to spend one hour on both.


Questions 3 through 6 are short essay questions, and you are advised to spend 15 minutes on each.


During the actual exam, the proctor will announce when each question’s time limit has been reached, but you may proceed freely from one question to another.


Some of the questions refer to images; some do not.


Read the questions carefully. You can receive full credit only by directly answering all aspects of the question.





Question 1: 35 minutes suggested time


Books have been created not only to preserve the written word but also to illustrate important concepts that the words represent. Often books have become highly decorated works of art in their own right, as much treasured for their illustrations as for their words.
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This book shows a section from the last judgment of Hunefer from the Book of the Dead, c. 1275 B.C.E., painted papyrus scroll.


Select and identify another work of art that is a selection from a book. You may select a work from the list or any other relevant work.


For both the last judgment of Hunefer and your selected work, describe the scene in the work.


Analyze how the illustrations add meaning to the written content of each work.


Using at least one example of visual evidence, explain how each book is an important illustration of the culture that produced it.


Explain at least one difference in how these books function.


You may either select a work from the list below or select one of your own choosing. You are not limited to the works in the official image set.


The Court of Gayumars, folio from Shah Tahmasp’s Shahnama


Frontispiece of the Codex Mendoza


Golden Haggadah (The Plagues of Egypt, Scenes of Liberation, and Preparation for Passover)


Question 2: 25 minutes suggested time


In Northern Renaissance art, artists often used symbolism to create meaning in a work of art.


Select and completely identify a work of art from the list below, or any other relevant work from the Northern Renaissance.


Explain how the artist used symbolism to create meaning in the work you have selected.


In your answer, make sure to:




[image: images]Accurately identify the work you have chosen with at least two identifiers beyond those given.


[image: images]Respond to the question with an art historically defensible thesis statement.


[image: images]Support your claim with at least two examples of visual and/or contextual evidence.


[image: images]Explain how the evidence that you have supplied supports your thesis.


[image: images]Use your evidence to corroborate or modify your thesis.





Arnolfini Portrait


Annunciation Triptych (Merode Altarpiece)


Allegory of Law and Grace


Question 3: 15 minutes suggested time
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This work is Laocoön and his sons from the early first century C.E. by three artists from the Rhodes School.


Describe at least two visual characteristics of the work.


Using specific visual evidence, explain at least two techniques that the artists used to create a sense of drama in this work.


Explain how this work is part of the Hellenistic tradition of sculpture.


Question 4: 15 minutes suggested time
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This work is the Funeral banner of Lady Dai (Xin Zhui), 180 B.C.E., painted silk.


Where was this work found?


Using specific visual evidence, discuss how the original context influenced the choice of materials and imagery.


Using at least two examples of contextual evidence, discuss how this work represents aspects of Chinese philosophy.


Question 5: 15 minutes suggested time
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Attribute this building to the architect who designed it.


Discuss at least two specific details that justify your attribution by comparing this work to another work by the same architect in the required course content.


Discuss at least two developments in the history of architecture that this architect used in the design of this building. Use both the photograph and the plan in your discussion.


Question 6: 15 minutes suggested time
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On the left is a ndop, a portrait figure of King Mishe miShyaang maMbul. On the right is a contextual image of Kuba Nyim (ruler) Kot a Mbweeky III in state dress with royal drum in Mushenge, Congo. The sculpture and the photograph represent a continuing tradition of the Kuba people that extends to today.


Explain the purpose of ndop figures.


Discuss at least two specific visual elements in this work that illustrate its purpose.


Explain at least two reasons how these elements continue to represent the Kuba king today, as seen in the contextual photograph.
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ANSWER EXPLANATIONS



Section I


1.(A)Abakanowicz’s hollow sculptures symbolize, among other things, the emptiness of modern life, and the shallowness of people.


2.(C)The artist has said on occasion that the use of burlap has the texture of human skin and therefore symbolizes it.


3.(B)When placed in the center of the room, the emptiness of the insides of the sculpture become apparent. Many of this artist’s works are placed in open spaces or in the center of rooms so they can be appreciated from all sides.


4.(B)The Ikenga (shrine figure) is an abstracted human form. The other three are very or fairly realistic in comparison.


5.(C)Marble has traditionally been used to “set in stone” the reputations of great figures in ancient history. The use of marble in this sculpture equates Washington with hallowed men from the classical past.


6.(D)The David Vases were originally meant to be placed on the altar of a Chinese Daoist temple.


7.(A)The artists were inspired by the decorations on Chinese bronzes.


8.(A)American Indian pottery had begun to decline when Europeans, with mass-produced pots, began to arrive. Martinez revived pottery making as an art form.


9.(D)The David Vases on the left have no known artist, but the work on the right was done by Maria and Julian Martínez. There are no matte surfaces on the David Vases, nor are they dominated by geometric or zigzag motifs. On the other hand, they both have abstracted forms derived from nature.


10.(B)Although all of these works are Mexican in origin, only the painting Virgin of Guadalupe has an image, on the bottom center, of the eagle perched on a cactus—a symbol of Mexico itself.


11.(B)The hypostyle hall, with its numerous columns forming a dense interior, can be paralleled only with the Mosque at Córdoba, which has a forest of columns. The interior of the Altar of Zeus and Athena has not survived, and the last two choices have open and airy interiors.


12.(C)The ideals of the Roman Republic, with an early version of a democratic system of government, were seen as models for the American republic. For example, both the Romans and the Americans had a senate. Jefferson’s building combines an ancient Greek portico with a Roman dome, as does the Pantheon in Rome.


13.(A)The Venetian Renaissance took religious and historical themes and made them more human, personal, and earthly than their Florentine counterparts.


14.(A)Francesco Borromini built a number of innovative and highly original churches in downtown areas of Rome. Hence, it was not possible to have extensive landscaping around his buildings. He preferred working in shades of white so that the dominant features of his building designs could stand out and not be camouflaged by brilliant colors. There is no evidence he used glass other than in windows.


15.(C)Egyptian writing is read left to right; Japanese writing is traditionally read right to left.


16.(D)The work on the top depicts the weighing of the soul of Hunefer.


17.(A)The work on the bottom is a depiction of an historical episode from Japanese history—specifically, a civil war culminating in the burning and looting of the Sanjô Palace.


18.(B)The work on the bottom, as is true with almost all Japanese scrolls, was never meant to be on permanent display. It was meant to be taken out, appreciated, and then stored away in scroll cabinets.


19.(C)Mende masks were worn by the Sande society of women, who prepared girls for adulthood and their subsequent roles in society through a ceremony in which the masks, along with appropriate costumes, were worn during a private ceremony without males.


20.(B)In the Last Judgment, Jesus comes at the end of the world to dictate who will go to heaven and who will go to hell. The human population on the planet will come to an end. The other choices do not reference global destruction.


21.(B)The Cranach print on the left is meant to promote Protestantism at the expense of Catholicism during the early stages of the Reformation.


22.(D)One of the many features of prints is that multiple original images can be mass produced and marketed.


23.(C)Angular and stiff figures are often rendered in woodcuts.


24.(D)The Kollwitz work on the right depicts the mourning over a deceased member of the Communist party.


25.(A)Santa Sabina has columns that were taken from the ruined Temple of Juno in Rome, the temple that occupied this site before Santa Sabina was built. The other choices were buildings made without reused elements.


26.(D)The Church of Sainte-Foy was built along a pilgrimage road to Santiago de Compostela in northwestern Spain.


27.(C)The huge number of pilgrims were accommodated by using an ambulatory around the apse. This architectural structure moved people from chapel to chapel without interfering with the main services held in the altar area.


28.(C)The Great Stupa at Sanchi was another point of pilgrimage.


29.(A)A reliquary is an object that houses sacred objects within it. Often the shape of the reliquary reflects the shape of the object it contains.


30.(C)Vigée Le Brun is at work at an easel in which the image of Marie Antoinette can be seen looking at her with admiration. She kept the queen’s memory alive well after her beheading during the French Revolution.


31.(D)The rulers at Great Zimbabwe kept food in large grain silos to be distributed in times of need. This solidified their position as powerful providers in times of want.


32.(A)Daumier’s exaggeration of Nadar’s efforts to photograph Paris from a hot-air balloon qualifies as caricature. None of the other images seek to humorize the subject.


33.(A)Iconoclasm is the destruction of images. The Bamiyan Buddhas were blown up in 2001 by the Taliban in Afghanistan as an act of iconoclasm.


34.(C)The imperial portraits of Justinian and Theodora are housed in the church of San Vitale in Ravenna.


35.(C)The bas-reliefs on the walls of the Palace of Persepolis depict the imperial guard of the Persian king, Darius. Their numbers always held at 10,000, and were thus called the Immortals.


36.(B)The stiffness of kouros figures is similar to the erect stance of Egyptian sculptures.


37.(C)Both male and female Greek Archaic sculptures are painted, young, and had large human heads, but only the males are nude.


38.(B)The sculpture probably represents a heroic male warrior.


39.(C)Stylistically, a French Gothic manuscript such as Blanche of Castile and Louis IX shows a great affinity for compartmentalizing narratives into squares as well as for showing elegant, richly decorated figures and scenes, much as the Golden Haggadah does.


40.(B)The patron of the Hagia Sophia was Emperor Justinian.


41.(D)This building offered the first large-scale use of a pendentive, a triangular structure that transitions the space between the round dome and a square base.


42.(C)This work is by Fragonard. The similarities to The Swing are striking, including the use of atmospheric perspective, the soft pastel colors, and the fête galante theme.


43.(D)Colophons are commentaries written at the end of Chinese scrolls. They can also be publication data and commentary that appear on manuscripts from around the world.


44.(B)The Golden Stool is the symbol of the Ashanti nation. It cannot touch the ground; therefore, it is not used as part of a throne. It is not decorated with royal symbols but does have bells attached to warn people if it is being touched. It is not used in coming-of-age ceremonies; in fact, it is rarely exhibited at all, and its whereabouts is generally unknown.


45.(C)The navigation charts of the Marshall Islands are intensely personal objects whose interpretation is known only to their creator. For others, the exact meaning of the diagonal lines is not easily understood, although generally it is believed they represent ocean and wind currents.


46.(C)Vassily Kandinsky was noted for his sweeping gestural work that initiated the world of modern abstract art.


47.(A)This work is from the Amarna period of Egyptian art. Indicators for this include the soft, supple shapes given to the human form, the slack jaws, the thin arms, epicene bodies, and low-hanging bellies.


48.(B)The artist signed his name six times on this bowl, indicating a certain degree of pride in his work.


49.(A)Architects of this period, Le Corbusier among others, favored streamlined, even, and sleek spaces that avoided decoration and ornamentation.


50.(C)Vassily Kandinsky wrote extensively on art theory. His writings were extremely influential on the history of modern art.


51.(C)Kirchner was a member of an art movement called The Bridge, so-called because the movement saw itself as a bridge between traditional and modern painting.


52.(D)The work on the left is used in Islamic prayer rituals.


53.(A)Weaving traditionally has been thought of as a female art form.


54.(C)The works in the background are three paintings by the Renaissance artist Leonardo da Vinci. These paintings are on display in the Louvre museum.


55.(A)The active Muslim and Jewish ban on images influenced the Byzantine ban on Christian images in the ninth and tenth centuries.


56.(B)Northern Renaissance altarpieces, like the Isenheim altarpiece, are cupboards that open and close.


57.(D)The prehistoric cave paintings were thought by some to be forgeries until the caves of Lascaux were discovered.


58.(D)The lost wax process is a way of creating bronze or brass sculptures.


59.(D)Islam does not have statues of holy figures, nor does this shrine have an east end to house relics. There are no animal sacrifices. Muslims worship at the Kaaba by circumambulating the shrine seven times as an act of devotion.


60.(D)In situ is a Latin expression that means “in its original place.”


61.(A)This work is located in a remote section of the Utah desert on the Great Salt Lake.


62.(B)Spiral Jetty resembles the curvilinear forms found at Great Serpent Mound in Ohio.


63.(C)Daumier was generally not happy about the invention of the photograph and tried to minimize its artistic impact by gently poking fun at Nadar and his photographic achievements.


64.(C)The Harlem Renaissance was a rich period that celebrated African-American culture in all artistic avenues.


65.(D)The rareness of certain birds with their colorful plumage meant that many birds had to be captured, plucked, and traded to create the garments. These garments, expensive and time consuming to make, thus carried great esteem.


66.(D)Etchings are dipped in acid after being covered in a wax ground. The acid eats into the surface and produces grooves filled with ink so that images can be reproduced on paper.


67.(A)Leonardo da Vinci was an endless experimenter, particularly in the types of paints he used. He combined watercolor, oil, and tempera paint in the creation of the Last Supper.


68.(A)The Great Portal figures symbolically hold up and support the church and its teachings.


69.(D)Like the Great Portals, the Lakshmana Temple has sculpture carved on its façade.


70.(D)This illustration comes from the medieval manuscript called The Book of Kells. Like the Book of Lindisfarne, this book has author portraits, cross pages, and decorative opening pages called incipit pages. This page does not have a dedication page with figures acting as a patron for the book, as in the dedication page with Blanche of Castile and Louis IX. Nor does it function as an iconic image as done in Byzantine art. Cross-carpet pages are dominated by large crosses that are filled in with elaborate interlacing patterns. This page has both text and image, with the opening words being emphasized. This signals the opening of a gospel book.


71.(C)Quoins are architectural features that are prominently placed on the edges of buildings to emphasize their perimeter.


72.(A)Most architecture from the Etruscan period did not survive. We know about it through the writings of the Roman author, Vitruvius.


73.(D)The ceilings by many Baroque masters open up the barrel vault of the church to a huge display of an infinite sky with figures, seen from below, hovering above the viewer’s eyes.


74.(D)Graywacke is an unusually hard stone, meant to last forever and maintain the spirit of an Egyptian’s ka indefinitely.


75.(D)Westminster Hall, adjacent to the Houses of Parliament, survived an early-nineteenth-century fire and formed the source of inspiration for the new building. Westminster Hall is a surviving example of Perpendicular Gothic, a native English architectural style.


76.(B)A moralized Bible compares the Old and New Testament stories, by placing them side by side.


77.(C)Scholars have demonstrated that Vermeer’s paintings were influenced by the use of the camera obscura.


78.(A)The beads used in bandolier bags were obtained by trading with the Europeans.


79.(A)Impressionist paintings, particularly those by Claude Monet, are especially concerned with the atmospheric effects of light and air on objects.


80.(B)The meticulous use of detail is a hallmark of the style of Jan van Eyck. None of the other characteristics apply to him.



Section II


MODEL RESPONSE FOR QUESTION 1


Throughout history, written works have often been accompanied by illustration to add meaning and further explain the text. This is evident in the last judgment of Hunefer, from his tomb, which is a page from the Book of the Dead. This papyrus scroll is from the ancient Egyptian New Kingdom. It clearly utilizes text hand in hand with illustration to gets its full meaning across; it is the final judgment of the scribe, Hunefer, before he can go to heaven.


Similar to pyramid and coffin texts, this scroll text was a set of instructions that Hunefer would need in the afterlife. The writing would help lead Hunefer through his judgment so that his soul could finally be weighed and he could go to heaven. The writing also includes prayers. These prayers were to aid the dead in getting through their final judgment. Lastly, the writing allows us to identify who Hunefer is in the first place. We can follow the story of the ancient scribe using the text; however, the illustration helps us to visualize it.


The illustration helps to further explain what the text is saying. It fully shows the trip that Hunefer took to be judged. The illustration also helps to clarify what Hunefer may have somewhat looked like, as well as how important Hunefer was. He is dressed in a white robe, white being a pure color associated with high status in art. In one scene on the top left, Hunefer is kneeling in front of many figures. He is pleading with them and telling them that he is in fact a good person, worthy of heaven. On the bottom far left, the man in the white robe, the god, Anubis, leads Hunefer. Hunefer’s heart is being weighted against a feather to find the purity of soul. Thoth stands on the other side of the scale, recording what is going on to see if Hunefer has truly lived an ethical life. In one final scene on the right, Hunefer is introduced to one of the supreme gods, Osiris, by Osiris’s son, Horus, with the falcon head. Osiris sits in front of a lotus, a flower that represents eternal life.


Another important book is the Frontispiece of the Codex Mendoza, c. 1542, done on pigment on paper. Although named after the viceroy of New Spain, the work actually shows scenes of the founding of Tenochtitlan in Mexico City.


The work uses two different kinds of writing: Spanish, to explain the story to a European audience, and Aztec pictograms that illustrate the story in a native language.


The purpose of the book is to show life in New Spain to an audience that would probably never go there. To that end, Aztecs carry out events in daily life, as well as military conquests, both legible in their language and in the European tongue. Skulls, for example, represent sacrificial victims offered up in Aztec ceremonies. They are also words that symbolize this sacrifice. Therefore in the case of the Codex Mendoza, the words and pictures are actually one.


So powerful has this imagery become, that the current Mexican flag has some of the symbols seen on this frontispiece: an eagle, a cactus, and a rock.


[image: Images]


[image: Images]


MODEL RESPONSE FOR QUESTION 2


The Arnolfini Portrait by Jan van Eyck is an oil on wood painting created in the fifteenth century, more specifically done in the 1430sC.E.


A common distinguishing feature of artists in the Northern Renaissance is the presence of symbolism to create meaning in a work of art. For artists such as Jan van Eyck, this symbolism comes from “disguised symbols” or objects that appear as though they are everyday items, but hold a symbolic meaning that was quite recognizable at the time it was created.


For this piece in particular, there are many pieces of visual and contextual evidence that support the claim of symbolism being typical in the Northern Renaissance. In the foreground of the scene, a small dog stands between the couple, and while it appears as though the dog has no relevance in regards to the subject matter of the painting, the small creature holds an abundance of meaning. Not only does that particular breed of dog represent a load of wealth during the Northern Renaissance, a theme represented by many objects in this piece such as fabrics and furnishings, but it also represents marital fidelity.


While the actual action in the scene is not known entirely, one main theory is that the couple in the frame are in the middle of a betrothal ceremony, which aligns with symbol of faithfulness embodied by the dog. Another one of these disguised symbols is the lack of shoes worn by the man. This alone represents the idea of the “holy ground” and in combination of symbols such as the convex mirror and the burning candle in the background all demonstrate the omniscience and omnipresence of God. These religious symbols being disguised in works of art through everyday objects that hold meaning is common in the Northern Renaissance. The Arnolfini Portrait is just one example of the use of these disguised symbols to convey messages received by those present at the time of completion of the piece.


—Hannah B.


[image: Images]



MODEL RESPONSE FOR QUESTION 3


The sculpture is made out of marble. There are three figures in agony and it looks like they are being constricted by a snake. They are nude and idealized and are showing a lot of emotion. They are attached to a piece of stone at the bottom, and they have some cloth being draped from them.


One technique that the artists used to create a sense of drama in this work is the crisscrossing diagonals that run all throughout the sculpture. The diagonal lines make the figures in this work look like they are moving. Another technique the artists used is the comparison between light and dark. The comparison adds perspective and depth and makes it also feel more dramatic. The figure in the middle looks like he is jumping out at the viewer because he is the lightest. The facial expressions and the movements also make it appear more dramatic. It is obvious that they are in pain by not only their face but their bodies. They are twisting all over in agony.


This work is part of the Hellenistic tradition for multiple different reasons. First of all, it is showing intense violence and overwhelming, raw emotion. The figures are very expressive and it is showing a dramatic theatricality. This was a big change from the earlier Greek Classical period which demonstrated a calmness and rationality. It is a snapshot of a scene, which is obvious by the twisting and straining bodies, the crisscrossing diagonals, and the vigorous movement. Lastly, it is showing a strong contrast of light and dark.


—Ellie C.


[image: Images]



MODEL RESPONSE FOR QUESTION 4


The Funeral banner of Lady Dai was found in China laid on top of her innermost of four coffins.


An example of visual evidence that shows influence on materials is the use of silk. During the Han Dynasty, only wealthy people could afford silk garments. By using silk, Lady Dai was showing her wealth and power.


An example of visual evidence that shows influence on imagery is the artist’s use of symbols. For example, of the use of bi: symbol of heaven. This shape is seen twice on the banner: on the bottom where it is created by the intertwining of fish, and in the middle where the dragons intertwine. The bi shape has also been found with the jade congs in early Chinese graves. The symbol has continuously been connected with funerary art.


One example of contextual evidence that represents aspects of Chinese philosophy is the use of the banner. The banner was used to attract the spirit of Lady Dai to her tomb where she could begin her journey in the afterlife.


Another example of contextual evidence representing aspects of Chinese philosophy is where the banner was placed. The Funeral banner of Lady Dai was encompassed by three other coffins that were filled with offerings she would use in the afterlife. Confucianism is represented by Lady Dai’s relatives showing her respect with offerings and rituals. This is seen in the lower middle part of the banner where Lady Dai’s funeral is being held. Her body is on a platform with a table full of vessels holding food and wine offered by her family.


—Ava N.


[image: Images]



MODEL RESPONSE FOR QUESTION 5


This building can be attributed to Louis Sullivan.


One specific detail that justifies my attribution is the inclusion of strips of vertical windows covering each side of this building and Sullivan’s Carson, Pirie, Scott and Company Building.


Another detail that justifies my attribution is the break from traditional architecture evident in the design of this building and the Carson, Pirie, Scott building. Sullivan’s motto became “Form Follows Function,” asserting that the building’s architecture should reflect its function or purpose. In addition, Sullivan utilizes terra cotta cladding in between the long strips of window to further emphasize the building’s function by revealing its structural system.


In his buildings, Sullivan uses steel girder framing which is best known in the development of architectural history for enabling buildings to have large, glass windows. As visible in the image of the plan, the steel framing allows for large windows to pour light and ventilation into the building, a concern of modern architects.


Sullivan also uses an elevator in his building. This is what allowed architects to create higher buildings that more efficiently fulfilled the needs of citizens.


—Allie C.


[image: Images]



MODEL RESPONSE FOR QUESTION 6


This Ndop on the left is one of numerous other commemorative portraits portraying a Kuba ruler’s idealized spirit that celebrates the success and achievements contributed by each respective African ruler’s reign. Since these wooden figures were commissioned posthumously, they replaced deceased kings and acted as containers for their spirit. The Kuba people believed in the secular value of material possessions and the Ndop reflects this through the usage of royal regalia.


The king is shown sitting cross-legged on a base instead of directly on the surface, suggesting his high status. His facial expression appears disinterested, reflecting a detachment from worldly affairs. The peace knife in his left hand has its handle turned outward, symbolizing the peace that Kuba enjoyed under his authority.


The amount of accessories the artist included in this statue, such as the headdress or necklace, serves to communicate the economic prosperity of the rule and affluence of the king. His stiff posture evokes an aura of dignity to the audience.


The photo of Kuba King Nyim in regal dress on the right was taken during a royal event. Just as the Ndop figure, the king in the picture stands on a platform as opposed to directly on the ground with his subjects. As seen in the photograph, this ruler also wears an excessive amount of royal regalia. This method of conveying wealth, status, and power through costume and dress is a continuation within African art. Lastly, the amount of effort put into this event reveals the lasting tradition of honoring the Kuba kings with grand festivity and many celebratory objects.


[image: Images]



EVALUATION OF DIAGNOSTIC TEST


NOTE: Because the AP Art History exam has been redesigned, there is no way of knowing exactly how the raw scores on the exams will translate into a 1, 2, 3, 4, or 5. The formula provided below is based on past commonly accepted standards for grading the AP Art History exam. Additionally, the score range corresponding to each grade varies from exam to exam, and thus the ranges provided below are approximate.


Section I: Multiple-Choice (50% of grade)


Your diagnostic test score can now be computed. The multiple-choice section of the actual test is scored by computer, but it uses the same method you will use to compute your score manually. Each correct answer earns one point. Each incorrect answer has no value, and cannot earn or lose points. Omitted questions or questions that the computer cannot read because of smudges or double entries are not scored at all. Go over your answers and mark the ones correct with a “C” and the ones incorrect with an “X.”


Enter the total number of correct answers:_________


Conversion of Raw Score to Scaled Score


Your raw score is computed from a total of 80 questions. In order to coordinate the raw score of the multiple-choice section with the free-response section, the multiple-choice section is multiplied by a factor of 1.25. For example, if the raw score is 65, the weighted score is 81.25. Enter your weighted score in the box on the right.




Enter your weighted multiple-choice score: ___________





Section II: Essay (50% of grade)


When grading your essay section, be careful to follow the rubric so that you accurately assess your achievement. The highest point total for this section is 34.














	Essay 1: (Total score: 8 points)


	________







	Essay 2: (Total score: 6 points)


	________







	Essay 3: (Total score: 5 points)


	________







	Essay 4: (Total score: 5 points)


	________







	Essay 5: (Total score: 5 points)


	________







	Essay 6: (Total score: 5 points)


	________







	Total Raw Score on Essay Section:


	_________








In order to weight this section appropriately, the raw score is multiplied by 2.942, so that the highest weighted score is 100.




Enter your weighted essay score: ___________






Final Scoring


Add your weighted scores. A perfect score is 200. Although the weighting changes from year to year, a general rule of thumb is that 75% correct is a 5, 66% is a 4, and 55% is a 3. Use the following table as an estimate of your achievement.




Enter your total weighted score: ___________





5150–200 points


4132–149 points


3110–131 points


275–109 points


10–74 points




Enter your AP score: ___________







EXAMPLE


Section I: Multiple-Choice:


Number correct:  60   (out of 80)


Number correct × 1.25:   75   (out of 100)


Section II: Scores on the six essays could be:
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Section I score: 75


Section II score: 64.7


Total score: 139.7


This test would likely score a 4.












PART THREE







Content Review










Content Area: Global Prehistory, 30,000–500 B.C.E.


1


Prehistoric Art


TIME PERIOD




Paleolithic Art 30,000–8000 B.C.E. in the Near East; later in the rest of the world


Neolithic Art 8000–3000 B.C.E. in the Near East; later in the rest of the world





ENDURING UNDERSTANDING: The culture, beliefs, and physical settings of a region play an important role in the creation, subject matter, and siting of works of art.


Learning Objective: Discuss how the culture, beliefs, or physical setting can influence the making of a work of art. (For example: Stonehenge)


Essential Knowledge:


[image: images]Prehistoric art existed before writing.


[image: images]Prehistoric art has been affected by climate change.


[image: images]Prehistoric art can be seen in practical and ritual objects.


[image: images]Prehistoric art shows an awareness of everything from cosmic phenomena (astronomy and solstices) to the commonplace (materials such as clay and stone).


ENDURING UNDERSTANDING: Art making is influenced by locally available materials and processes.


Learning Objective: Discuss how material, processes, and techniques influence the making of a work of art. (For example: Jade cong)


Essential Knowledge:


[image: images]The oldest objects are African or Asian.


[image: images]The first art forms appear as rock paintings, geometric patterns, human and animal motifs, and architectural monuments.


[image: images]Ceramics are first produced in Asia.


[image: images]The people of the Pacific are migrants from Asia, who bring ceramic-making techniques with them.


[image: images]European cave paintings and megalithic monuments indicate a strong tradition of rituals.


[image: images]Early American objects use natural materials, like bone or clay, to create ritual objects.


[image: images]Similarities with Asian shamanic religious practices can be found in ritual ancient American objects.


ENDURING UNDERSTANDING: Art history is best understood through an evolving tradition of theories and interpretations.


Learning Objective: Discuss how works of art have had an evolving interpretation based on visual analysis and interdisciplinary evidence. (For example: Running horned woman)


Essential Knowledge:


[image: images]Scientific dating of objects has shed light on the use of prehistoric objects.


[image: images]Archaeology increases our understanding of prehistoric art.


[image: images]Basic art historical methods can be used to understand prehistoric art, but our knowledge increases with findings made in other fields.


PREHISTORIC BACKGROUND


Although prehistoric people did not read and write, it is a mistake to think of them as primitive, ignorant, or even nontechnological. Some of their accomplishments, like Stonehenge, continue to amaze us forty centuries later.


Archaeologists divide the prehistoric era into periods, of which the two most relevant to the study of art history are Paleolithic (the Old Stone Age) and Neolithic (the New Stone Age). These categories roughly correspond to methods of gathering food: In the Paleolithic period people were hunter-gatherers; those in the Neolithic period cultivated the earth and raised livestock. Neolithic people lived in organized settlements, divided labor into occupations, and constructed the first homes.


People created before they had the ability to write, cipher math, raise crops, domesticate animals, invent the wheel, or use metal. They painted before they had anything that could be called clothes or lived in anything that resembled a house. The need to create is among the strongest of human impulses.


Unfortunately, it is not known why these early people painted or sculpted. Since no written records survive, all attempts to explain prehistoric motivations are founded on speculation. From the first, however, art seems to have a function. These works do not merely decorate or amuse; they are designed with a purpose in mind.


Prehistoric Sculpture


Most prehistoric sculpture is portable; indeed, some are very small. Images of humans, particularly female, have enlarged sexual organs and diminutive feet and arms. Carvings on cave walls make use of the natural modulations in the wall surface to enhance the image. More rarely, sculptures are built from clay and lean upon slanted surfaces. Some sculptures are made from found objects such as bones, some from natural material such as sandstone, and some carved with other stones. Early forms of human-made materials, such as ceramics, are also common.


[image: Images]


Figure 1.1: Camelid sacrum in the shape of a canine, from Tequixquiac, central Mexico, c. 14,000–7000 B.C.E., bone, National Museum of Anthropology, Mexico City, Mexico


Camelid sacrum in the shape of a canine, from Tequixquiac, central Mexico, 14,000–7000 B.C.E., bone, National Museum of Anthropology, Mexico City, Mexico (Figure 1.1)


Materials


[image: images]Bone sculpture from a camel-like animal.


[image: images]The bone has been worked to create the image of a dog or wolf.


Content


[image: images]Carved to represent a mammal’s skull.


[image: images]One natural form used to take the shape of another.


[image: images]The sacrum is the triangular bone at the base of a spine.


Context


[image: images]Mesoamerican idea that a sacrum is a “second skull.”


[image: images]The sacrum bone symbolizes the soul in some cultures, and for that reason it may have been chosen for this work.


History


[image: images]Found in 1870 in the Valley of Mexico.
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Web Source http://research.famsi.org/aztlan/uploads/papers/stross-sacrum.pdf


[image: images]Cross-Cultural Comparisons for Essay Question 1: The Depiction of Animals


–Tuffery, Pisupo Lua Afe (Corned Beef 2000) (Figure 29.16)


–Muybridge, The Horse in Motion (Figure 21.5)


–Cotsiogo (also known as Cadzi Cody), Hide Painting of a Sun Dance (Figure 26.13)


Anthropomorphic stele, Arabian Peninsula, 4th millennium B.C.E., sandstone, National Museum, Riyadh, Saudi Arabia (Figure 1.2)


[image: Images]


Figure 1.2: Anthropomorphic stele, Arabian Peninsula, 4th millennium B.C.E., sandstone, National Museum, Riyadh, Saudi Arabia


Form and Content


[image: images]Anthropomorphic: resembling human form but not in itself human.


[image: images]Belted robe from which hangs a double-bladed knife or sword.


[image: images]Double cords stretch diagonally across body with an awl unifying them.


Function


[image: images]Religious or burial purpose, perhaps as a grave marker.


Context


[image: images]One of the earliest known works of art from Arabia.


[image: images]Found in an area that had extensive ancient trade routes.
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Web Source https://www.nytimes.com/2010/07/24/arts/24iht-melik24.html?_r=0


[image: images]Cross-Cultural Comparisons for Essay Question 1: Anthropomorphic Images


–Mutu, Preying Mantra (Figure 29.25)


–Female deity from Nukuoro (Figure 28.2)


–Braque, The Portuguese (Figure 22.6)


Jade cong from Liangzhu, China, c. 3300–2200 B.C.E., carved jade, Shanghai Museum, Shanghai, China (Figure 1.3)


[image: Images]


Figure 1.3: Jade cong from Liangzhu, China, c. 3300–2200 B.C.E., carved jade, Shanghai Museum, Shanghai, China


Form


[image: images]Circular hole placed within a square.


[image: images]Abstract designs; the main decoration is a face pattern, perhaps of spirits or deities.


[image: images]Some have a haunting mask design in each of the four corners—with a bar-shaped mouth, raised oval eyes, sunken round pupils, and two bands that might indicate a headdress—resembles the motif seen on Liangzhu jewelry.


Materials and Techniques


[image: images]Jade is a very hard stone, sometimes carved using drills or saws.


[image: images]The designs on congs may have been produced by rubbing sand.


[image: images]The jades may have been heated to soften the stone, or ritually burned as part of the burial process.


Context


[image: images]Jades appear in burials of people of high rank.


[image: images]Jades are placed in burials around bodies; some are broken, and some show signs of intentional burning.


[image: images]Jade religious objects are of various sizes and found in tombs, interred with the dead in elaborate rituals.


[image: images]The Chinese linked jade with the virtues of durability, subtlety, and beauty.


[image: images]Many of the earliest and most carefully finished examples (the result of months of laborious shaping by hand) are comparatively compact.


[image: images]Made in the Neolithic era in China.


Theory


[image: images]Later works have these characteristics: rectilinear quality symbolizes the earth; central circular hole represents the sky. It is not known if these characteristics apply to these earlier works as well.
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Web Source https://www.metmuseum.org/art/collection/search/72376?ft=cong&amp;offset=0&amp;rpp=40&amp;pos=1


[image: images]Cross-Cultural Comparisons for Essay Question 1: Geometric Designs


–Mondrian, Composition with Red, Blue and Yellow (Figure 22.14)


–Relief Sculpture from Chavín de Huántar (Figure 26.1c)


–Martínez, Black-on-black ceramic vessel (Figure 26.14)


The Ambum Stone from Ambum Valley, Enga Province, Papua New Guinea, c. 1500 B.C.E., graywacke, National Gallery of Australia, Canberra (Figure 1.4)


[image: Images]


Figure 1.4: The Ambum Stone from Ambum Valley, Enga Province, Papua New Guinea, c. 1500 B.C.E., graywacke, National Gallery of Australia, Canberra


Form


[image: images]Composite human/animal figure; perhaps an anteater head and a human body.


[image: images]Ridge line runs from nostrils, over the head, between the eyes, and between the shoulders.


Theories


[image: images]Masked human.


[image: images]Anteater embryo in a fetal position; anteaters thought of as significant because of their fat deposits.


[image: images]May have been a pestle or related to tool making.


[image: images]Perhaps had a ritual purpose; considered sacred; maybe a fertility symbol.


[image: images]Maybe an embodiment of a spirit from the past, an ancestral spirit, or the Rainbow Serpent.


History


[image: images]Stone Age work; artists used stone to carve stone.


[image: images]Found in the Ambum Valley in Papua New Guinea.


[image: images]When it was “found,” it was being used as a ritual object by the Enga people.


[image: images]Sold to the Australian National Gallery.


[image: images]Damaged in 2000 when it was on loan in France; it was dropped and smashed into three pieces and many shards; it has since been restored.
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Web Source https://searchthecollection.nga.gov.au/object/40724


[image: images]Cross-Cultural Comparisons for Essay Question 1: Animal Forms


–Detail from the Lakshmana Temple (Figure 23.7c)


–Tuffery, Pisupo Lua Afe (Corned Beef 2000) (Figure 29.16)


–Buk (mask) (Figure 28.9)


Tlatilco female figurine, Central Mexico, site of Tlatilco, c. 1200–900 B.C.E., ceramic, Princeton University Art Museum, Princeton, New Jersey (Figure 1.5)


[image: Images]


Figure 1.5: Tlatilco female figurine, Central Mexico, site of Tlatilco, c. 1200–900 B.C.E., ceramic, Princeton University Art Museum, Princeton, New Jersey


Form


[image: images]Flipper-like arms, huge thighs, pronounced hips, narrow waists.


[image: images]Unclothed except for jewelry; arms extending from body.


[image: images]Diminished role of hands and feet.


[image: images]Female figures show elaborate details of hairstyles, clothing, and body ornaments.


Technique


[image: images]Made by hand; artists did not use molds.


Function


[image: images]May have had a shamanistic function.


Context and Interpretation


[image: images]Some show deformities, including a female figure with two noses, two mouths, and three eyes, perhaps signifying a cluster of conjoined or Siamese twins and/or stillborn children.


[image: images]Bifacial images and congenital defects may express duality.


[image: images]Found in graves, and may have had a funerary context.


Tradition


[image: images]Tlatilco, Mexico, an area noted for pottery.
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Web Source http://artmuseum.princeton.edu/collections/objects/39164


[image: images]Cross-Cultural Comparisons for Essay Question 1: Human Figure


–Veranda post (Figure 27.14)


–Power figure (Figure 27.6)


–Reliquary of Sainte-Foy (Figure 11.6c)


Terra cotta fragment, Lapita, Reef Islands, Solomon Islands, 1000 B.C.E., incised terra cotta, University of Auckland, New Zealand (Figure 1.6)


[image: Images]


Figure 1.6: Terra cotta fragment, Lapita, Reef Islands, Solomon Islands, 1000 B.C.E., incised terra cotta, University of Auckland, New Zealand (Photo: plaster copy in the Metropolitan Museum of Art, New York)


Form


[image: images]Pacific art is characterized by the use of curved stamped patterns: dots, circles, hatching; may have been inspired by patterns on tattoos.


[image: images]One of the oldest human faces in Oceanic art.


Materials


[image: images]Lapita culture of the Solomon Islands is known for pottery.


[image: images]Outlined forms: they used a comb-like tool to stamp designs onto the clay, known as dentate stamping.


Technique


[image: images]Did not use potter’s wheel.


[image: images]After pot was incised, a white coral lime was often applied to the surface to make the patterns more pronounced.


Tradition


[image: images]Continuous tradition: some designs found on the pottery are used in modern Polynesian tattoos and tapas.
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Web Source for Lapita Pottery http://www.metmuseum.org/toah/hd/lapi/hd_lapi.htm


[image: images]Cross-Cultural Comparisons for Essay Question 1: Motifs in Pacific Art


–Hiapo (Figure 28.6)


–Malagan mask (Figure 28.8)


–Lindauer, Tamati Waka Nene (Figure 28.7)


Prehistoric Painting


Most prehistoric paintings that survive exist in caves, sometimes deeply recessed from their openings. Images of animals dominate with black outlines emphasizing their contours. Paintings appear to be placed about the cave surface with no relationship to one another. Indeed, cave paintings may have been executed over the centuries by various groups who wanted to establish a presence in a given location.


Although animals are realistically represented with a palpable three-dimensionality, humans are depicted as stick figures with little anatomical detail.


Handprints abound in cave paintings, most of them as negative prints, meaning that a hand was placed on the wall and paint blown or splattered over it, leaving a silhouette. Since most people are right-handed, the handprints are generally of left hands, the right being used to apply the paint. Handprints occasionally show missing joints or fingers, perhaps indicating that prehistoric people practiced voluntary mutilation. However, the thumb, the most essential finger, is never harmed.


Apollo 11 stones, c. 25,500–25,300 B.C.E., charcoal on stone, State Museum of Namibia, Windhoek, Namibia (Figure 1.7)


[image: Images]


Figure 1.7: Apollo 11 stones, c. 25,500–25,300 B.C.E., charcoal on stone, State Museum of Namibia, Windhoek, Namibia


Form


[image: images]Animal seen in profile, typical of prehistoric painting.


[image: images]Perhaps a composite animal rather than a particular specimen.


Materials


[image: images]Done with charcoal.


Context


[image: images]Some of the world’s oldest works of art, found in Wonderwerk Cave in Namibia.


[image: images]Several stone fragments found.


[image: images]Originally brought to the site from elsewhere.


[image: images]Cave is the site of 100,000 years of human activity.


History


[image: images]Named after the Apollo 11 moon landing in 1969, the year the cave was discovered.
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Web Source http://metmuseum.org/toah/hd/apol/hd_apol.htm


[image: images]Cross-Cultural Comparisons for Essay Question 1: Figures in Profile


–Grave stele of Hegeso (Figure 4.7)


–Tomb of the Triclinium (Figure 5.3)


–Akhenaten, Nefertiti, and three daughters (Figure 3.10)


Great Hall of the Bulls, Paleolithic Europe, 15,000–13,000 B.C.E., rock painting, Lascaux, France (Figure 1.8)


[image: Images]


Figure 1.8: Great Hall of the Bulls, Paleolithic Europe, 15,000–13,000 B.C.E., rock painting, Lascaux, France


Content


[image: images]650 paintings: most common animals are cows, bulls, horses, and deer.


Form


[image: images]Bodies seen in profile; frontal or diagonal view of horns, eyes, and hooves; some animals appear pregnant.


[image: images]Twisted perspective: many horns appear more frontal than the bodies.


[image: images]Many overlapping figures.


Materials


[image: images]Natural products were used to make paint: charcoal, iron ore, plants.


[image: images]Walls were scraped to an even surface; paint colors were bound with animal fat; lamps lighted the interior of the caves.


[image: images]No brushes have been found.


–May have used mats of moss or hair as brushes.


–Color could have been blown onto the surface by mouth or through a tube, like a hollow bone.


Context


[image: images]Animals placed deep inside cave—some hundreds of feet from the entrance.


[image: images]Evidence still visible of scaffolding erected to get to higher areas of the caves.


[image: images]Negative handprints: are they signatures?


[image: images]Caves were not dwellings, as prehistoric people led migratory lives following herds of animals; some evidence exists that people did seek shelter at the mouths of caves.


Theories


[image: images]A traditional view is that they were painted to ensure a successful hunt.


[image: images]Ancestral animal worship.


[image: images]Represents narrative elements in stories or stories or legends.


[image: images]Shamanism: a religion based on the idea that the forces of nature can be contacted by intermediaries, called shamans, who go into a trancelike state to reach another state of consciousness.


History


[image: images]Discovered in 1940; opened to the public after World War II.


[image: images]Closed to the public in 1963 because of damage from human contact.


[image: images]Replica of the caves opened adjacent to the original.
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Web Source https://archeologie.culture.gouv.fr/lascaux/en


[image: images]Cross-Cultural Comparisons for Essay Question 1: Mural Paintings


–Tomb of the Triclinium (Figure 5.3)


–Leonardo da Vinci, Last Supper (Figure 16.1)


–Walker, Darkytown Rebellion (Figure 29.21)


Running horned woman, 6000–4000 B.C.E., pigment on rock, Tassili n’Ajjer, Algeria (Figure 1.9)


[image: Images]


Figure 1.9: Running horned woman, 6000–4000 B.C.E., pigment on rock, Tassili n’Ajjer, Algeria


Form


[image: images]Composite view of the body.


[image: images]Many drawings exist—some are naturalistic, some are abstract.


[image: images]The female horned figure suggests attendance at a ritual ceremony.


Content


[image: images]Depicts livestock (cows, sheep, etc.); wildlife (giraffes, lions, etc.); humans (hunting, harvesting, etc.).


[image: images]Dots may reflect body paint applied for ritual or scarification; white patterns in symmetrical lines may reflect raffia garments.


Context


[image: images]More than 15,000 drawings and engravings were found at this site.


[image: images]At one time the area was grasslands; climate changes have turned it into a


[image: images]The entire site was probably painted by many different groups over large expanses of time.
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Web Source http://whc.unesco.org/en/list/179


[image: images]Cross-Cultural Comparisons for Essay Question 1: Masks and Headdresses


–Aka elephant mask (Figure 27.12)


–Ikenga (shrine figure) (Figure 27.10)


–Malagan mask (Figure 28.8)


Beaker with ibex motifs, Susa, Iran, 4200–3500 B.C.E., painted terra cotta, Louvre, Paris (Figure 1.10)


[image: Images]


Figure 1.10: Beaker with ibex motifs, Susa, Iran, 4200–3500 B.C.E., painted terra cotta, Louvre, Paris


Form and Content


[image: images]Frieze of stylized aquatic birds on top, suggesting a flock of birds wading in a Mesopotamian river valley.


[image: images]Below are stylized running dogs with long narrow bodies, perhaps hunting dogs.


[image: images]The main scene shows an ibex with oversized abstract and stylized horns.


Materials and Techniques


[image: images]Probably made on a potter’s wheel, a technological advance; some suggest instead that it was handmade.


[image: images]Thin pottery walls.


Context and Interpretation


[image: images]In the middle of the horns is a clan symbol of family ownership; perhaps the image identifies the deceased as belonging to a particular group or family.


[image: images]Found near a burial site, but not with human remains.


[image: images]Found with hundreds of baskets, bowls, and metallic items.


[image: images]Made in Susa, in southwestern Iran.
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Web Source https://www.metmuseum.org/art/collection/search/324917


[image: images]Cross-Cultural Comparisons for Essay Question 1: Ceramics


–Martínez, Black-on-black ceramic vessel (Figure 26.14)


–The David Vases (Figure 24.11)


–Koons, Pink Panther (Figure 29.9)


Prehistoric Architecture


Prehistoric people were known to build shelters out of large animal bones heaped in the shape of a semicircular hut. However, the most famous structures were not for habitation but almost certainly for worship. Sometimes menhirs, or large individual stones, were erected singularly or in long rows stretching into the distance. Menhirs cut into rectangular shapes and used in the construction of a prehistoric complex are called megaliths. A circle of megaliths, usually with lintels placed on top, is called a henge. These were no small accomplishments, since these Neolithic structures may have been built to align with the important dates in the calendar. Prehistoric people built structures in which two uprights were used to support a horizontal beam, thereby establishing post-and-lintel (Figure 1.11) architecture, the most fundamental type of architecture in history.


[image: Images]


Figure 1.11: Post-and-lintel construction


Stonehenge, c. 2500–1600 B.C.E., sandstone, Neolithic Europe, Wiltshire, United Kingdom (Figures 1.12a and 1.12b)


[image: Images]


Figures 1.12a and 1.12b: Stonehenge, c. 2500–1600 B.C.E., sandstone, Neolithic Europe, Wiltshire, United Kingdom


Technique


[image: images]Post-and-lintel building; lintels grooved in place by the mortise and tenon system of construction.


[image: images]Large megaliths in the center are over 20 feet tall and form a horseshoe surrounding a central flat stone.


[image: images]A ring of megaliths, originally all united by lintels, surrounds a central horseshoe.


[image: images]Hundreds of smaller stones of unknown purpose were placed around the monument.


[image: images]Builders did not have the wheel or pulleys. Stones may have been rolled on logs or on a sleigh greased with animal fat to get them to the site.


Context


[image: images]Some stones weigh more than 50 tons; the size of each stone reflects the intended permanence of the structure.


[image: images]Some stones were imported from over 150 miles away, an indication that the stones must have had a special or sacred significance.


History


[image: images]Perhaps took 1,000 years to build; gradually redeveloped by succeeding generations.


[image: images]Probably built in three phases:


–First Phase: circular ditch 36 feet deep and 360 feet in diameter containing 56 pits called Aubrey Holes, named after John Aubrey who found them in the eighteenth century. Today the holes are filled with chalk.


–Second Phase: wooden structure, perhaps roofed. The Aubrey Holes may have been used as cremation burials at this time. Adult males were buried at these sites, generally men who did not show a lifetime of hard labor, signifying it was a site for a select group of people.


–Third Phase: stone construction.


Tradition


[image: images]May have been inspired by previously erected wood circles; the British Isles are rich in forested areas.


[image: images]Stone circles are a common sight, even today, in Great Britain, indicating great popularity in the Neolithic world.


Theories


[image: images]Generally thought to be oriented toward sunrise at the summer solstice (the longest day of the year) and sunset at the winter solstice; may also predict eclipses, acting as a kind of observatory.


[image: images]A new theory posits that Stonehenge was the center of ceremonies concerning death and burial; elite males were buried here.


[image: images]An alternate theory suggests it was a site used for healing the sick.
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Web Source http://www.english-heritage.org.uk/visit/places/stonehenge/


[image: images]Cross-Cultural Comparisons for Essay Question 1: Ritual Centers


–Chavín de Huántar (Figures 26.1a, 26.1b)


–Pantheon (Figures 6.11a, 6.11b)


–Great Mosque of Djenné (Figure 27.2)


VOCABULARY


Anthropomorphic: having characteristics of the human form, although the form itself is not human (Figure 1.2)


Archaeology: the scientific study of ancient people and cultures principally revealed through excavation


Cong : a tubular object with a circular hole cut into a square-like cross section (Figure 1.3)


Henge: a Neolithic monument, characterized by a circular ground plan. Used for rituals and marking astronomical events (Figure 1.12b)


Lintel: a horizontal beam over an opening (Figure 1.12)


Megalith: a stone of great size used in the construction of a prehistoric structure


Menhir: a large uncut stone erected as a monument in the prehistoric era; a standing stone


Mortise and tenon: a groove cut into stone or wood, called a mortise, that is shaped to receive a tenon, or projection, of the same dimensions


Post-and-lintel: a method of construction in which two posts support a horizontal beam, called a lintel (Figure 1.11)


Shamanism: a religion in which good and evil are brought about by spirits that can be influenced by shamans, who have access to these spirits


Stele (plural: stelae): an upright stone slab used to mark a grave or a site (Figure 1.2)


Stylized: a schematic, nonrealistic manner of representing the visible world and its contents, abstracted from the way that they appear in nature (Figure 1.2)


SUMMARY


Prehistoric works of art have the power to amaze and intrigue viewers in the modern world, even though so little is known about their original intention, creation, or meaning. The creative impulse exists with the earliest of human endeavors, as is evidenced by the cave paintings from Lascaux and sculptures such as the anthropomorphic stele. The first type of construction, the post-and-lintel method, was developed during the Neolithic period to build monumental structures like Stonehenge.


PRACTICE EXERCISES


Multiple-Choice


1.A number of theories have been proposed about the purpose of the Lascaux Cave paintings. Among the likely theories is


(A)prehistoric kings believed they absorbed the power of the animals


(B)the drawings reflected primitive masks used for ritual purposes


(C)shamans perhaps entered into a trancelike state before the paintings


(D)they illustrate the first occurrence of ritual tattooing


2.The unusual anatomical shapes of the Tlatilco female figures probably indicate


(A)a cluster of unusual congenital abnormalities


(B)the influence of similar works produced in Southeast Asia


(C)a reliance on artistic traditions going back to cave paintings


(D)their placement in ritual centers that emphasized the triumph of death over the mundane world of the living


3.Prehistoric images of people wearing masks, such as the “running horned woman,” indicate an ancient interest in


(A)coronation of royalty and a sophisticated power structure


(B)a formal hierarchy of religious leaders, including women


(C)ceremonial centers and designated performers


(D)ritual presentations in which the participants paint their bodies and dance


4.The beaker with ibex motifs was found at a site in the city of Susa, indicating that it was used


(A)as part of a burial tradition


(B)in business transactions


(C)in a domestic setting


(D)for governmental correspondence


5.Many works of prehistoric art had a funerary purpose as can be seen in


(A)the running horned woman who is escaping an enemy


(B)the Ambum Stone, which represents a sacred animal in a deathlike pose


(C)the camelid sacrum, which is carved from a dead animal


(D)the jade cong , which is found in a burial site


Short Essay


Since the global prehistoric unit is such a small proportion of the testing material, the College Board has indicated that it is not likely that a short essay question will appear on this subject. However, an essay question is presented here so that students can practice a contextual analysis essay.


Practice Question 4: Contextual Analysis


Suggested Time: 15 minutes


This jade cong was made in Neolithic China. It has a function that can be surmised from the site it is associated with.


[image: Images]


Where were jade congs found?


What symbolic associations did jade have to the Chinese?


What can be understood about jade congs given the context of their find spots?


Describe the images done in relief on the cong, and interpret their contextual meanings.


ANSWER KEY


1.C
 

2.A
 

3.D
 

4.A


5.D


ANSWER EXPLANATIONS


Multiple-Choice


1.(C) Shamans may have been involved in trancelike experiences before the paintings. Since there is only one human on the walls, a stick figure at that, there is no evidence of tattooing. No aristocracy is known in the prehistoric world in England and France. Prehistoric masks from this time do not survive.


2.(A) According to modern theories, the unusual anatomical shapes may have been a reflection of a fascination with several congenital abnormalities centered in the Tlatilco in Mexico. There is no cave painting tradition in this area, nor are there influences from other parts of the world. Their original placement is unknown.


3.(D) Rituals were important aspects of prehistoric culture; hence, they are depicted fairly regularly in the prehistoric art that survives in Africa.


4.(A) The beaker was found at a burial site and was used for mortuary purposes, although no trace of human remains was found inside.


5.(D) The Chinese jade cong was found in a burial site. There is no indication that any of the other works were used for funerary purposes.


Short Essay Rubric


















	Task


	Point Value


	Key Points in a Good Response









	Where were jade congs found?


	1


	
Answers could include:


[image: images]Jades appear in burials of people of high rank.


[image: images]Jade religious objects found in tombs; interred with the dead in elaborate rituals.








	What symbolic associations did jade have to the Chinese?


	1


	
Answers could include:


[image: images]Jade was treasured by the Chinese for its durability and its color.


[image: images]Jade buried along with the dead indicates a special reverence for the dead.


[image: images]Chinese linked jade with virtues: durability, subtlety, beauty.


[image: images]Jade must have possessed a special spiritual quality since it was found in so many burials.








	What can be understood about jade congs given the context of their find spots?


	1


	
Answers could include:


[image: images]Placed in burials around bodies; some are broken, and some show signs of intentional burning.


[image: images]Jade congs have a spiritual significance.








	

Describe the images done in relief on the cong…



	1


	
Answers could include:


[image: images]Abstract designs; main decoration is a face pattern, perhaps of spirits or deities.eities.


[image: images]Four corners of the cong usually carry masklike images with pronounced eyes and a fanged mouth.


[image: images]Some have a haunting mask design in each of the four corners—with a bar-shaped mouth, raised oval eyes, sunken round pupils, and two bands that might indicate a headdress—which resembles the motif seen on Liangzhu jewelry.ewelry.








	

…and interpret their contextual meanings.



	1


	
Answers could include:


[image: images]Designs represent human, animal, or spiritual faces in a stylized manner.
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95 The Virgin of Guadalupe (Virgen de Guadalupe). Miguel Gonzalez. c. 18.4 345
1698 c.E. Based on original Virgin of Guadalupe. Basilica of Guadalupe,

Mexico City. 16th century c.E. Oil on canvas on wood, inlaid with
mother-of-pearl.

96 Fruit and Insects. Rachel Ruysch. 1711 c.E. Oil on wood. 1711 337

97 Spaniard and Indian Produce a Mestizo. Attributed to Juan Rodriguez 18.5 346
Judrez. c. 1715 c.E. Oil on canvas.

98 The Téte a Téte, from Marriage a la Mode. William Hogarth. c. 1743 C.E. 19.3 357
Oil on canvas.
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99 Portrait of Sor Juana Inés de la Cruz. Miguel Cabrera. c. 1750 c.E. Oil on 18.6 347
canvas.

100 | A Philosopher Giving a Lecture on the Orrery. Joseph Wright of Derby. 19.4 358
¢. 1763-1765 c.E. Oil on canvas.

101 The Swing. Jean-Honoré Fragonard. 1767 c.E. Oil on canvas. 19.1 356

102 Monticello. Virginia, U.S. Thomas Jefferson (architect). 1768-1809 c.E. 19.5 359
Brick, glass, stone, and wood.

103 The Oath of the Horatii. Jacques-Louis David. 1784 c.E. Oil on canvas. 19.6 360

104 George Washington. Jean-Antoine Houdon. 1788-1792 c.E. Marble. 19.7 361

105 Self-Portrait. Elisabeth Louise Vigée Le Brun. 1790 c.E. Oil on canvas. 19.2 357

106 | And There’s Nothing to Be Done (Y no hai remedio), from The Disasters 20.2 371
of War (Les Desastres de la Guerra), plate 15. Francisco de Goya. 1810-

1823 c.E. (published 1863). Etching, drypoint, burin, and burnishing.

107 La Grande Odalisque. Jean-Auguste-Dominique Ingres. 1814 c.E. Oil on 20.3 372
canvas.

108 Liberty Leading the People. Eugéne Delacroix. 1830 c.E. Oil on canvas. 20.4 372

109 The Oxbow (The View from Mount Holyoke, Northampton, 20.6 374
Massachusetts, after a Thunderstorm). Thomas Cole. 1836 c.E. Oil on
canvas.

110 Still Life in Studio. Louis-Jacques-Mande Daguerre. 1837 C.E. 20.8 375
Daguerreotype.

111 Slave Ship (Slavers Throwing Overboard the Dead and Dying, Typhoon 20.5 373
Coming On). Joseph Mallord William Turner. 1840 c.E. Oil on canvas.

112 Palace of Westminster (Houses of Parliament). London, England. 12.5: 261,
Charles Barry and Augustus W. N. Pugin (architects). 1840-1870 c.E. 20.1 369,
Limestone masonry and glass. 370

113 The Stone Breakers. Gustave Courbet. 1849 c.E. (destroyed in 1945). 214 385
Oil on canvas.

114 Nadar Raising Photography to the Height of Art. Honoré Daumier. 21.2 386
1862 c.E. Lithograph.

115 Olympia. Edouard Manet. 1863 c.E. Oil on canvas. 21.3 387
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Task: Select and completely identify a work of art from the list below, or any other relevant work from

the Northern Renaissance.

Two identifiers are needed in addi-
tion to the name supplied above.
Hannah B. gives the artist, date,
and medium.

“The Arnolfini Portrait by Jan van
Eyck is an oil on wood painting cre-
ated in the fifteenth century, more
specifically done in the 1430s c.E”

Task: Respond to the question with

an art historically defensible thesis statement.

It is important when answering
this question to clearly state the
purpose of the essay, as reflected
in the prompt.

“For artists such as Jan van Eyck,
this symbolism comes from ‘dis-
guised symbols’ or objects that
appear as though they are everyday
items, but hold a symbolic meaning
that was quite recognizable at the
time it was created.”

1

Task: Support your claim with at lea.

st two examples of visual and/or contextual evidence.

A connection must be firmly made | “Not only does that particular breed 2 9
between the thesis statement of dog represent a load of wealth...,
and examples of where this can but it also represents marital
be seen in the work. The Arnolfini | fidelity.”
Portrait has many symbols.
Hannah gives several examples. “Another one of these disguised

symbols is the lack of shoes worn

by the man. This alone represents

the idea of the ‘holy ground’..”
Task: Explain how the evidence that you have supplied supports your thesis.
This point is earned when the “While the actual action in the 1 0
student analyzes the work of art. | scene is not known entirely, one
This essay introduces a second main theory is that the couple in
thesis rather than elaborating on the frame are in the middle of a
the first. betrothal ceremony, which aligns

with symbol of faithfulness embod-

ied by the dog.”
Task: Use your evidence to corroborate or modify your thesis.
The student must show an under- 1 0
standing of the complexity of the
issues involved to earn this point.
This is not in evidence here.

Total points | This essay
possible: earned:
6 4

Remarks: The chosen object is a solid example of Northern Renaissance symbolism, and the list of
symbols in this work could be long. This essay starts with some wise choices, but does not address

the complexity of the issue.
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178 Aka elephant mask. Bamileke (Cameroon, western grassfields region). 27:12 511
c. 19th to 20th century c.e. Wood, woven raffia, cloth, and beads.

179 Reliquary figure (byeri). Fang peoples (southern Cameroon). 27.13 512
c. 19th to 20th century c.e. Wood.

180 Veranda post of enthroned king and senior wife (Opo Ogoga). Olowe of 27.14 512
Ise (Yoruba peoples). c. 1910-1914 c.E. Wood and pigment.

CONTENT AREA 7: WEST AND CENTRAL ASIA

181 Petra, Jordan: Treasury and Great Temple. Nabataean Ptolemaic and 6.9 178,
Roman. c. 400 B.c.E.~100 c.E. Cut rock. 179

182 Buddha. Bamiyan, Afghanistan. Gandharan. c. 400-800 c.E. (destroyed 23.2 433,
in 2001). Cut rock with plaster and polychrome paint. 434

183 The Kaaba. Mecca, Saudi Arabia. Islamic. Pre-Islamic monument; 9.11 223
rededicated by Muhammad in 631-632 c.E.; multiple renovations.

Granite masonry, covered with silk curtain and calligraphy in gold and
silver-wrapped thread.

184 | Jowo Rinpoche, enshrined in the Jokhang Temple. Lhasa, Tibet. Yarlung 23.3 434
Dynasty. Believed to have been brought to Tibet in 641 c.E. Gilt metals
with semiprecious stones, pearls, and paint; various offerings.

185 Dome of the Rock. Jerusalem. Islamic, Umayyad. 691-692 c.E., with 9.12 223;
multiple renovations. Stone masonry and wooden roof decorated with 224
glazed ceramic tile, mosaics, and gilt aluminum and bronze dome.

186 Great Mosque (Masjid-e Jameh). Isfahan, Iran. Islamic, Persian: Seljuk, 9.13 224,
Il-Khanid, Timurid, and Safavid Dynasties. c. 700 c.E.; additions and 225
restorations in the 14th, 18th, and 20th centuries c.E. Stone, brick,
wood, plaster, and glazed ceramic tile.

187 Folio from a Qur'an. Arab, North Africa, or Near East. Abbasid. c. 8th to 9.5 218
9th century c.E. Ink, color, and gold on parchment.

188 Basin (Baptistére de Saint Louis). Muhammad ibn al-Zain. c. 1320-1340 9.6 218
C.E. Brass inlaid with gold and silver.

189 Bahram Gur Fights the Karg, folio from the Great Il-Khanid Shahnama. 9.8 221
Islamic; Persian, II'Khanid. c. 1330-1340 c.E. Ink and opaque water-
color, gold, and silver on paper.

190 The Court of Gayumars, folio from Shah Tahmasp’s Shahnama. Sultan 9.9 221
Muhammad. c. 1522-1525 c.E. Ink, opaque watercolor, and gold on
paper.

191 The Ardabil Carpet. Magsud of Kashan. 1539-1540 c.E. Silk and wool. 9.7 219

CONTENT AREA 8: SOUTH, EAST, AND SOUTHEAST ASIA

192 Great Stupa at Sanchi. Madhya Pradesh, India. Buddhist; Maurya, late 23.4 435,
Sunga Dynasty. c. 300 B.c.E.~100 c.E. Stone masonry, sandstone on 436
dome.

193 Terra cotta warriors from mausoleum of the first Qin emperor of China. 24.8 457

Qin Dynasty. c. 221-209 B.C.E. Painted terra cotta.
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36 Grave stele of Hegeso. Attributed to Kallimachos. c. 410 B.c.E. Marble 4.7 147
and paint.

37 Winged Victory of Samothrace. Hellenistic Greek. c. 190 B.C.E. Marble. 4.8 148

38 Great Altar of Zeus and Athena at Pergamon. Asia Minor (present- 4.9,4.18 | 149,
day Turkey). Hellenistic Greek. c. 175 B.c.E. Marble (architecture and 154,
sculpture). 155

39 House of the Vettii. Pompeii, Italy. Imperial Roman. c. 2nd century 6.7,6:18 | 176;
B.C.E.; rebuilt c. 62-79 c.E. Cut stone and fresco. 177,

182

40 Alexander Mosaic from the House of Faun, Pompeii. Republican Roman. 4.20 157
¢. 100 B.c.E. Mosaic.

41 Seated boxer. Hellenistic Greek. c. 100 B.C.E. Bronze. 4.10 150

42 Head of a Roman patrician. Republican Roman. c. 75-50 B.c.E. Marble. 6.14 183

43 Augustus of Prima Porta. Imperial Roman. Early 1st century c.e. Marble. 6.15 184

44 Colosseum (Flavian Amphitheater). Rome, Italy. Imperial Roman. 70-80 6.8 178
C.E. Stone and concrete.

45 Forum of Trajan. Rome, Italy. Apollodorus of Damascus. Forum and 6.10, 179,
markets: 106-112 c.E.; column completed 113 c.E. Brick and concrete 6.16 180,
(architecture); marble (column). 185

46 Pantheon. Imperial Roman. 118-125 c.E. Concrete with stone facing. 6.11 180,

181

47 Ludovisi Battle Sarcophagus. Late Imperial Roman. c. 250 c.E. Marble. 6.17 185

CONTENT AREA 3: EARLY EUROPE AND COLONIAL AMERICAS

48 Catacomb of Priscilla. Rome, Italy. Late Antique Europe. c. 200-400 71 194
C.E. Excavated tufa and fresco.

49 Santa Sabina. Rome, Italy. Late Antique Europe. c. 422-432 c.E. Brick 7.3 196
and stone; wooden roof.

50 Rebecca and Eliezer at the Well and Jacob Wrestling the Angel, from 8.7 208,
the Vienna Genesis. Early Byzantine Europe. Early 6th century c.E. 209
llluminated manuscript (tempera, gold, and silver on purple vellum).

51 San Vitale. Ravenna, Italy. Early Byzantine Europe. c. 526-547 c.E. Brick, | 8.4,8.5, | 205,
marble, and stone veneer; mosaic. 8.6 207,

208

59 Hagia Sophia. Constantinople (Istanbul). Anthemius of Tralles and 8.3 204
Isidorus of Miletus. 532-537 c.E. Brick and ceramic elements with
stone and mosaic veneer.

53 Merovingian looped fibulae. Early medieval Europe. Mid-6th century c.E. 10.1 237
Silver gilt worked in filigree, with inlays of gamets and other stones.

54 Virgin (Theotokos) and Child between Saints Theodore and George. Early 8.8 209

Byzantine Europe. 6th or early 7th century c.E. Encaustic on wood.
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160 Maize cobs. Inka. c. 1440-1533 c.E. Sheet metal/repoussé, metal 26.7 488
alloys.

161 City of Machu Picchu. Central highlands, Peru. Inka. c. 1450-1540 c.E. 26.9 489,
Granite (architectural complex). 490

162 All-T'ogapu tunic. Inka. 1450-1540 c.e. Camelid fiber and cotton. 26.10 490

163 Bandolier bag. Lenape (Delaware tribe, Eastern Woodlands). 26.11 491
c. 1850 c.E. Beadwork on leather.

164 Transformation mask. Kwakwaka'wakw, Northwest Coast of Canada. 26.12 492
Late 19th century c.E. Wood, paint, and string.

165 Painted elk hide. Attributed to Cotsiogo (Cadzi Cody), Eastern 26.13 492
Shoshone, Wind River Reservation, Wyoming. c. 1890-1900 c.E. Painted
elk hide.

166 Black-on-black ceramic vessel. Maria Martinez and Julian Martinez, 26.14 493
Tewa, Puebloan, San Ildefonso Pueblo, New Mexico. ¢. mid-20th cen-
tury c.E. Blackware ceramic.

CONTENT AREA 6: AFRICA

167 Conical tower and circular wall of Great Zimbabwe. Southeastern 271 502
Zimbabwe. Shona peoples. c. 1000-1400 c.E. Coursed granite blocks.

168 Great Mosque of Djenné. Mali. Founded c. 1200 c.E.; rebuilt 1906- 27:2 503
1907. Adobe.

169 Wall plaque, from Oba'’s palace. Edo peoples, Benin (Nigeria). 16th cen- 27.3 504
tury c.E. Cast brass.

170 Golden Stool (Sika dwa kofi). Ashanti peoples (south central Ghana). 27.4 505
c. 1700 c.E. Gold over wood and cast-gold attachments.

171 Ndop (portrait figure) of King Mishe miShyaang maMbul. Kuba peoples 275 506
(Democratic Republic of the Congo). c. 1760-1780 c.E. Wood.

172 Power figure (Nkisi n’kondi). Kongo peoples (Democratic Republic of 27.6 507
the Congo). c. late 19th century c.e. Wood and metal.

173 Female (Pwo) mask. Chokwe peoples (Democratic Republic of the 27.8 508
Congo). Late 19th to early 20th century c.E. Wood, fiber, pigment, and
metal.

174 Portrait mask (Mblo). Baule peoples (Céte d'Ivoire). Early 20th century 27.7 507
c.E. Wood and pigment.

175 Bundu mask. Sande society, Mende peoples (West African forests of 27.9 509
Sierra Leone and Liberia). 19th to 20th century c.E. Wood, cloth, and
fiber.

176 lkenga (shrine figure). Igbo peoples (Nigeria). c. 19th to 20th century 27.10 510
C.E. Wood.

177 Lukasa (memory board). Mbudye Society, Luba peoples (Democratic 279 510

Republic of the Congo). c. 19th to 20th century c.e. Wood, beads, and
metal.
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Criteria

Student Response

Task: Describe at least two visual characteristics of the work.

Point Value

Points
Earned

There are many visual charac-
teristics of this work; nudity and
idealization are two of them, as
Ellie suggests. Remember that
while the prompt asks for at least
two, you can supply as many
valid responses as you like. Also
remember that the prompt asks
the student to describe, not just
list.

“They are nude and idealized and
are showing a lot of emotion.”

Task: Using specific visual evidence, explain at [east two techniques that t

sense of drama in this work.

he artists used to create a

Ellie points out the diagonal lines
that create a sense of movement
in the work. The observation
about light and dark in a sculpture
is less valid. Perhaps it would

be better expressed as negative
space.

“One technique that the artists used
to create a sense of drama in this
work is the crisscrossing diagonals
that run all throughout the sculp-
ture. The diagonal lines make the
figures in this work look like they
are moving. Another technique

the artists used is the comparison
between light and dark.”

Task: Explain how this work is part of the Hellenistic tradition of sculpture.

This prompt requires the student
to know what the chief character-
istics of the Hellenistic period are,
and how they can be seen in this
work.

“First of all, it is showing intense
violence and overwhelming, raw
emotion. The figures are very
expressive and it is showing a dra-
matic theatricality.”

Total points
possible:
5

This essay
earned:
3

Remarks: This response shows how the student has carefully analyzed a new image by using tech-
niques learned in class. Prompts that use expressions like “describe” or “explain” require a fuller
development.
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55 Lindisfarne Gospels: Saint Matthew, cross-carpet page; Saint Luke 10.2 238,
portrait page; Saint Luke incipit page. Early medieval (Hiberno-Saxon) 239
Europe. c. 700 c.k. llluminated manuscript (ink, pigments, and gold on
vellum).

56 Great Mosque. Cérdoba, Spain. Umayyad. c. 785-786 c.E. Stone 9.14 225,
masonry. 226

57 Pyxis of al-Mughira. Umayyad. c. 968 C.E. Ivory. 9.4 217

58 Church of Sainte-Foy. Conques, France. Romanesque Europe. Church: 11.4, 248,
c. 1050-1130 c.E.; Reliquary of Saint Foy: 9th century c.E., with later 116 249,
additions. Stone (architecture); stone and paint (tympanum); gold, silver, 250
gemstones, and enamel over wood (reliquary).

59 Bayeux Tapestry. Romanesque Europe (English or Norman). 11.2 251
c. 1066—1080 c.E. Embroidery on linen.

60 Chartres Cathedral. Chartres, France. Gothic Europe. Original construc- 12.4, 260,
tion c. 1145-1155 c.E.; reconstructed c. 1194-1220 c.E. Limestone, 12.6, 262,
stained glass. 12.8 263

61 Dedication Page with Blanche of Castile and King Louis IX of France, 12.9 264
Scenes from the Apocalypse from Bibles moralisées. Gothic Europe.

c. 1225-1245 c.k. llluminated manuscript (ink, tempera, and gold leaf
on vellum).

62 Réttgen Pieta. Late medieval Europe. c. 1300-1325 c.E. Painted wood. 12.7 263

63 Arena (Scrovegni) Chapel, including Lamentation. Padua, Italy. Unknown 13.1 275,
architect; Giotto di Bondone (artist). Chapel: c. 1303 c.E.; Fresco: 276
c. 1305. Brick (architecture) and fresco.

64 Golden Haggadah (The Plagues of Egypt, Scenes of Liberation, and 12.10 265,
Preparation for Passover). Late medieval Spain. c. 1320 c.E. Illuminated 266
manuscript (pigments and gold leaf on vellum).

65 Alhambra. Granada, Spain. Nasrid Dynasty. 1354-1391 C.E. 9.15 227,
Whitewashed adobe stucco, wood, tile, paint, and gilding. 228

66 Annunciation Triptych (Merode Altarpiece). Workshop of Robert 14.1 286
Campin. 1427-1432 c.. Oil on wood.

67 Pazzi Chapel. Basilica di Santa Croce. Florence, Italy. Filippo 15.1 299
Brunelleschi (architect). c. 1429-1461 c.E. Masonry.

68 Arnolfini Portrait. Jan van Eyck. c. 1434 c.E. Oil on wood. 14.2 287

69 David. Donatello. c. 1440-1460 c.E. Bronze. 15:5 302

70 Palazzo Rucellai. Florence, Italy. Leon Battista Alberti (architect). 152 300
c. 1450 c.E. Stone, masonry.

71 Madonna and Child with Two Angels. Fra Filippo Lippi. c. 1465 C.E. 15.3 301
Tempera on wood.

72 Birth of Venus. Sandro Botticelli. c. 1484-1486 c.E. Tempera on canvas. 15.4 302

73 The Last Supper. Leonardo da Vinci. c. 1494-1498 C.E. 16.1 312
0Oil and tempera.

74 Adam and Eve. Albrecht Diirer. 1504 c.E. Engraving. 14.3 288
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CONTENT AREA 9: THE PACIFIC

Nan Madol. Pohnpei, Micronesia. Saudeleur Dynasty. c. 700-1600 C.E.
Basalt boulders and prismatic columns.

Moai on platform (ahu). Rapa Nui (Easter Island). c. 1100-1600 C.E.
Volcanic tuff figures on basalt base.

‘Ahu ‘ula (feather cape). Hawaiian. Late 18th century c.E. Feathers
and fiber.

Staff god. Rarotonga, Cook Islands, central Polynesia. Late 18th to early
19th century c.E. Wood, tapa, fiber, and feathers.

Female deity. Nukuoro, Micronesia. c. 18th to 19th century c.E. Wood.

Buk (mask). Torres Strait. Mid- to late 19th century c.E. Turtle shell,
wood, fiber, feathers, and shell.

Hiapo (tapa). Niue. c. 1850-1900 c.E. Tapa or bark cloth, freehand
painting.

Tamati Waka Nene. Gottfried Lindauer. 1890 c.E. Oil on canvas.

Navigation chart. Marshall Islands, Micronesia. 19th to early 20th cen-
tury c.e. Wood and fiber.

Malagan display and mask. New Ireland Province, Papua New Guinea.
c. 20th century c.E. Wood, pigment, fiber, and shell.

Presentation of Fijian mats and tapa cloths to Queen Elizabeth II. Fiji,
Polynesia. 1953 c.E. Multimedia performance (costume; cosmetics,
including scent; chant; movement; and pandanus fiber/hibiscus fiber
mats), photographic documentation.

CONTENT AREA 10: GLOBAL CONTEMPORARY

The Gates. New York City, U.S. Christo and Jeanne-Claude. 1979-2005
c.E. Mixed-media installation.

Vietnam Veterans Memorial. Washington, D.C., U.S. Maya Lin. 1982 C.E.
Granite.

Horn Players. Jean-Michel Basquiat. 1983 c.E. Acrylic and oil paintstick
on three canvas panels.

Summer Trees. Song Su-nam. 1983 c.E. Ink on paper.

Androgyne Ill. Magdalena Abakanowicz. 1985 c.E. Burlap, resin, wood,
nails, string.

A Book from the Sky. Xu Bing. 1987-1991 c.E. Mixed-media installation.

Pink Panther. Jeff Koons. 1988 c.E. Glazed porcelain.

Untitled #228, from the History Portraits series. Cindy Sherman. 1990
C.E. Photograph.

Dancing at the Louvre, from the series The French Collection, Part I;
#1. Faith Ringgold. 1991 c.E. Acrylic on canvas, tie-dyed, pieced fabric
border.
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Task: Explain at least one difference in how these books function.

The function of
each book must
be explained.

“This scroll text was a set of instruc-
tions that Hunefer would need in the
afterlife.”

“The purpose of the book is to show
life in New Spain to an audience that
would probably never go there.”

Total points
possible: 8

This essay
earned: 6
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Work of Art

CONTENT AREA 1: GLOBAL PREHISTORY

Figure
Number

Apollo 11 stones. Namibia. c. 25,500-25,300 B.C.E. Charcoal on stone.

Great Hall of the Bulls. Lascaux, France. Paleolithic Europe.
15,000-13,000 B.C.E. Rock painting.

Camelid sacrum in the shape of a canine. Tequixquiac, central Mexico.
14,000-7000 B.C.E. Bone.

Running horned woman. Tassili n'Ajjer, Algeria. 6000-4000 B.C.E.
Pigment on rock.

Beaker with ibex motifs. Susa, Iran. 4200-3500 B.c.E. Painted terra cotta.

Anthropomorphic stele. Arabian Peninsula. 4th millennium B.C.E.
Sandstone.

Jade cong. Liangzhu, China. 3300-2200 B.C.E. Carved jade.

Stonehenge. Wiltshire, UK. Neolithic Europe. c. 2500-1600 B.C.E.
Sandstone.

The Ambum Stone. Ambum Valley, Enga Province, Papua New Guinea.
c. 1500 B.C.E. Graywacke.

Tlatilco female figurine. Central Mexico, site of Tlatilco. 1200-900
B.C.E. Ceramic.

Terra cotta fragment. Lapita. Solomon Islands, Reef Islands. 1000 B.C.E.
Terra cotta (incised).

CONTENT AREA 2: ANCIENT MEDITERRANEAN

White Temple and its ziggurat. Uruk (modern Warka, Iraq). Sumerian.
¢. 3500-3000 B.c.E. Mud brick.

Palette of King Narmer. Predynastic Egypt. c. 3000-2920 B.C.E.
Graywacke.

Statues of votive figures, from the Square Temple at Eshnunna (modern
Tell Asmar, Iraq). Sumerian. c. 2700 B.C.E. Gypsum inlaid with shell and
black limestone.

Seated scribe. Saqqara, Egypt. Old Kingdom, 4th Dynasty.
. 2620-2500 B.C.E. Painted limestone.

Standard of Ur from the Royal Tombs at Ur (modern Tell el-Muqayyar,
Irag). Sumerian. c. 2600-2400 B.c.E. Wood inlaid with shell, lapis lazuli,
and red limestone.
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194 Funeral banner of Lady Dai (Xin Zhui). Han Dynasty, China. c. 180 B.C.E. 24.4 454
Painted silk.

195 Longmen Caves. Luoyang, China. Tang Dynasty. 493-1127 c.E. Limestone. 24.9 458

196 Gold and jade crown. Three Kingdoms period, Silla Kingdom, Korea. 5th 24.10 458
to 6th century c.E. Metalwork.

197 Todai-ji. Nara, Japan. Various artists, including sculptors Unkei and 251 468,
Keikei, as well as the Kei School. 743 c.E; rebuilt c. 1700. Bronze and 469
wood (sculpture); wood with ceramic-tile roofing (architecture).

198 Borobudur Temple. Central Java, Indonesia. Sailendra Dynasty. 235 436,
c. 750-842 c.E. Volcanic stone masonry. 437

199 Angkor, the temple of Angkor Wat, and the city of Angkor Thom, 23.8 440,
Cambodia. Hindu, Angkor Dynasty. c. 800-1400 c.E. Stone masonry, 441
sandstone.

200 Lakshmana Temple. Khajuraho, India. Hindu, Chandella Dynasty. 23.7 439,
c. 930-950 c.E. Sandstone. 440

201 Travelers among Mountains and Streams. Fan Kuan. c. 1000 c.E. Ink and 24.5 455
colors on silk.

202 Shiva as Lord of Dance (Nataraja). Hindu; India (Tamil Nadu), Chola 23.6 438
Dynasty. c. 11th century c.E. Cast bronze.

203 Night Attack on the Sanjé Palace. Kamakura period, Japan. 25.3 471
¢. 1250-1300 c.E. Handscroll (ink and color on paper).

204 The David Vases. Yuan Dynasty, China. 1351 c.E. White porcelain with 24.11 459
cobalt-blue underglaze.

205 Portrait of Sin Sukju (1417-1475). Imperial Bureau of Painting. 24.6 455
c. 15th century c.e. Hanging scroll (ink and color on silk).

206 Forbidden City. Beijing, China. Ming Dynasty. 15th century c.E. and later. 24.2 452,
Stone masonry, marble, brick, wood, and ceramic tile. 453

207 Ryoan-ji. Kyoto, Japan. Muromachi period, Japan. c. 1480 c.E.; current 25.2 469,
design most likely dates to the 18th century. Rock garden. 470

208 Jahangir Preferring a Sufi Shaikh to Kings. Bichitr. c. 1620 C.E. 23.9 442
Watercolor, gold, and ink on paper.

209 Taj Mahal. Agra, Uttar Pradesh, India. Masons, marble workers, mosa- 9.17 229
icists, and decorators working under the supervision of Ustad Ahmad
Lahori, architect of the emperor. 1632-1653 c.E. Stone masonry and
marble with inlay of precious and semiprecious stones; gardens.

210 White and Red Plum Blossoms. Ogata Korin. c. 1710-1716 C.E. Ink, 254 472
watercolor, and gold leaf on paper.

211 Under the Wave off Kanagawa (Kanagawa oki nami ura), also known 25.5 473
as the Great Wave, from the series Thirty-six Views of Mount Fuji.

Katsushika Hokusai. 1830-1833 c.E. Polychrome wood-block print; ink
and color on paper.
212 Chairman Mao en Route to Anyuan. Artist unknown; based on an oil 24.7 456

painting by Liu Chunhua. c. 1969 c.e. Color lithograph.
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17 Great Pyramids (Menkaura, Khafre, Khufu) and Great Sphinx. Giza, 3.6 129
Egypt. Old Kingdom, 4th Dynasty. c. 2550-2490 B.c.E. Cut limestone.

18 King Menkaura and queen. Old Kingdom, 4th Dynasty. 3.7 130
c. 2490-2472 B.C.E. Graywacke.

19 The Code of Hammurabi. Babylon (modern Iran). Susian. 2.4 114
¢. 1792-1750 B.C.E. Basalt.

20 Temple of Amun-Re and Hypostyle Hall. Karnak, near Luxor, Egypt. New 3.8 131
Kingdom, 18th and 19th Dynasties. Temple: c. 1550 B.C.E.; hall: c. 1250
B.C.E. Cut sandstone and mud brick.

21 Mortuary temple of Hatshepsut. Near Luxor, Egypt. New Kingdom, 18th 3.9 132,
Dynasty. c. 1473-1458 B.C.E. Sandstone, partially carved into a rock 133
cliff, and red granite.

22 Akhenaten, Nefertiti, and three daughters. New Kingdom (Amarna), 18th 3.10 133
Dynasty. c. 1353-1335 B.C.E. Limestone.

23 Tutankhamun’s tomb, innermost coffin. New Kingdom, 18th Dynasty. 311 134
c. 1323 B.C.E. Gold with inlay of enamel and semiprecious stones.

24 Last judgment of Hunefer, from his tomb (page from the Book of the 312 135
Dead). New Kingdom, 19th Dynasty. c. 1275 B.c.E. Painted papyrus scroll.

25 Lamassu from the citadel of Sargon Il, Dur Sharrukin (modern 25 115
Khorsabad, Iraq). Neo-Assyrian. c. 720-705 B.C.E. Alabaster.

26 Athenian agora. Archaic through Hellenistic Greek. 600 B.c.E.~150 C.E. 4.15 152
Plan.

27 Anavysos Kouros. Archaic Greek. c. 530 B.c.E. Marble with remnants 4.1 143
of paint.

28 Peplos Kore from the Acropolis. Archaic Greek. c. 530 B.C.E. Marble, 4.2 144
painted details.

29 Sarcophagus of the Spouses. Etruscan. c. 520 B.C.E. Terra cotta. 5.4 166

30 Audience Hall (apadana) of Darius and Xerxes. Persepolis, Iran. 26 116
Persian. c. 520-465 B.C.E. Limestone.

31 Temple of Minerva (Veii, near Rome, Italy) and sculpture of Apollo. 5155 165,
Master sculptor Vulca. c. 510-500 B.c.E. Original temple of wood, mud 167
brick, or tufa (volcanic rock); terra cotta sculpture.

32 Tomb of the Triclinium. Tarquinia, Italy. Etruscan. c. 480-470 B.C.E. Tufa 5.3 166
and fresco.

33 Niobides Krater. Anonymous vase painter of Classical Greece known as 4.19 156
the Niobid Painter. c. 460-450 B.c.E. Clay, red-figure technique (white
highlights).

34 Doryphoros (Spear Bearer). Polykleitos. Original 450-440 B.c.E. Roman 4.3 145
copy (marble) of Greek original (bronze).

35 Acropolis. Athens, Greece. lktinos and Kallikrates. c. 447-410 B.C.E. 4.4,4.5, | 146,
Marble. 4.6,4.16, | 147,

417 153,

154
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Criteria

Task: Where was this work found?

Student Response

Point Value

Points
Earned

The name of the tomb is unneces-
sary, but it is important to show
that this was a funerary object
that was placed in the tomb
sanctuary.

“The Funeral banner of Lady Dai
was found in China laid on top of
her innermost of four coffins.”

Task: Using specific visual evidence, discuss how the original context influenced the choice of materi-

als and imagery.

The student needs to respond

to how the context of being a
funerary object is reflected in the
choice of materials used in the
banner and the imagery depicted
onit.

“By using silk, Lady Dai was show-
ing her wealth and power.”

“For example, of the use of bi: sym-
bol of heaven. This shape is seen
twice on the banner: on the bottom
where it is created by the intertwin-
ing of fish, and in the middle where
the dragons intertwine.”

Task: Using at least two examples of contextual evidence, discuss how this work represents aspects
of Chinese philosophy.

A connection must be firmly made
between this work and Chinese
philosophy, particularly concern-
ing the afterlife. This response
targets imagery on the funerary
banner with Confucianism. It
could also respond to the yin and
yang images depicted on the ban-
ner, and their meaning within the
context of Chinese philosophy.

“Confucianism is represented by
Lady Dai's relatives showing her
respect with offerings and rituals.
This is seen in the lower middle
part of the banner where Lady Dai's
funeral is being held. Her body is on
a platform with a table full of ves-
sels holding food and wine offered
by her family.”

Total points
possible:
5

This essay
earned:
4

Remarks: This response proves to the reader that the student has carefully studied the image and is

aware of the contextual issues behind the object’s placement and imagery.
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Criteria

Task: Explain the purpose of ndop f

Student Response

igures.

Point Value

Points
Earned

The essay must express an
awareness of the purpose of a
ndop figure.

“Since these wooden figures were
commissioned posthumously, they
replaced deceased kings and acted
as containers for their spirit.”

Task: Discuss at least two specific visual elements in this work that illustrate its purpose.

The essay needs to fully articulate
at least two elements in the work
that help express its purpose.

“The king is shown sitting cross-
legged on a base instead of directly
on the surface, suggesting his

high status. His facial expression
appears disinterested, reflecting a
detachment from worldly affairs.
The peace knife in his left hand has
its handle turned outward, symbol-
izing the peace that Kuba enjoyed
under his authority.”

2

Task: Explain at least two reasons h
seen in the contextual photograph.

ow these elements continue to represent the Kuba king today, as

The essay must meaningfully con-
nect the contextual photograph
with the ndop figure.

“Just as the ndop figure, the king in
the picture stands on a platform as
opposed to directly on the ground
with his subjects. As seen in the
photograph, this ruler also wears an
excessive amount of royal regalia.
This method of conveying wealth,
status, and power through costume
and dress is a continuation within
African art.”

Total points
possible:
5

This essay
earned:
5

Remarks: This essay firmly makes the connection between the work of art and the contextual
photograph. Students should make sure to definitely point out exactly where the answers lie in

each image.
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116 The Saint-Lazare Station. Claude Monet. 1877 c.E. Oil on canvas. 21.6 389

117 The Horse in Motion. Eadweard Muybridge. 1878 c.E. Albumen print. 21.5 388

118 The Valley of Mexico from the Hillside of Santa Isabel (El Valle de 214 387
Meéxico desde el Cerro de Santa Isabel). Jose Maria Velasco. 1882 c.E.
Oil on canvas.

119 The Burghers of Calais. Auguste Rodin. 1884-1895 c.E. Bronze. 21.15 396

120 Starry Night. Vincent van Gogh. 1889 c.E. Oil on canvas. 21.8 390

121 The Coiffure. Mary Cassatt. 1890-1891 c.E. Drypoint and aquatint. 21.7 390

122, The Scream. Edvard Munch. 1893 c.E. Tempera and pastels on 2474 393
cardboard.

123 Where Do We Come From? What Are We? Where Are We Going? Paul 21.9 391
Gauguin. 1897-1898 c.E. Oil on canvas.

124 Carson, Pirie, Scott and Company Building. Chicago, Illinois, U.S. Louis 21.14 395
Sullivan (architect). 1899-1903 c.E. Iron, steel, glass, and terra cotta.

125 | Mont Sainte-Victoire. Paul Cézanne. 1902-1904 c.E. Oil on canvas. 21.10 392

126 Les Demoiselles d’Avignon. Pablo Picasso. 1907 c.E. Oil on canvas. 225 407

127 The Steerage. Alfred Stieglitz. 1907 c.E. Photogravure. 22.8 409

128 The Kiss. Gustav Klimt. 1907-1908 c.E. Oil and gold leaf on canvas. 21.12 394

129 The Kiss. Constantin Brancusi. 1907-1908 c.E. Stone. 227 408

130 The Portuguese. Georges Braque. 1911 c.E. Oil on canvas. 22.6 408

131 Goldfish. Henri Matisse. 1912 c.E. Oil on canvas. 221 404

132 Improvisation 28 (second version). Vassily Kandinsky. 1912 c.E. 222 405
Oil on canvas.

133 Self-Portrait as a Soldier. Ernst Ludwig Kirchner. 1915 c.E. Oil on canvas. 22.3 405

134 Memorial Sheet for Karl Liebknecht. Kathe Kollwitz. 1919-1920 c.E. 22.4 406
Woodcut.

135 Villa Savoye. Poissy-sur-Seine, France. Le Corbusier (architect). 2217 116
1929 c.E. Steel and reinforced concrete.

136 Composition with Red, Blue and Yellow. Piet Mondrian. 1930 c.E. Oil on 2214 413
canvas.

137 lllustration from The Results of the First Five-Year Plan. Varvara 22118 113
Stepanova. 1932 c.E. Photomontage.

138 Object (Le Déjeuner en fourrure). Meret Oppenheim. 1936 c.E. Fur- 22.10 411
covered cup, saucer, and spoon.

139 Fallingwater. Pennsylvania, U.S. Frank Lloyd Wright (architect). 22.16 414,
1936-1939 c.E. Reinforced concrete, sandstone, steel, and glass. 415

140 The Two Fridas. Frida Kahlo. 1939 c.t. Oil on canvas. 2211 11

141 The Migration of the Negro, Panel no. 49. Jacob Lawrence. 1940-1941 22.19 417

C.E. Casein tempera on hardboard.
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Trade (Gifts for Trading Land with White People). Jaune
Quick-to-See Smith. 1992 c.E. Oil and mixed media on canvas.

Earth’s Creation. Emily Kame Kngwarreye. 1994 c.E. Synthetic polymer
paint on canvas.

Rebellious Silence, from the Women of Allah series. Shirin Neshat
(artist); photo by Cynthia Preston. 1994 c.E. Ink on photograph.

En la Barberia no se Llora (No Crying Allowed in the Barbershop). Pepon
Osorio. 1994 c.e. Mixed-media installation.

Pisupo Lua Afe (Corned Beef 2000). Michel Tuffery. 1994 c.E. Mixed
media.

Electronic Superhighway. Nam June Paik. 1995 c.E. Mixed-media instal-
lation (49-channel closed-circuit video installation, neon, steel, and elec-
tronic components).

The Crossing. Bill Viola. 1996 c.E. Video/sound installation.

Guggenheim Museum Bilbao. Spain. Frank Gehry (architect). 1997 c.E.
Titanium, glass, and limestone.

Pure Land. Mariko Mori. 1998 c.E. Color photograph on glass.

Lying with the Wolf. Kiki Smith. 2001 c.E. Ink and pencil on paper.

Darkytown Rebellion. Kara Walker. 2001 c.E. Cut paper and projection on
wall.

The Swing (after Fragonard). Yinka Shonibare. 2001 c.E.
Mixed-media installation.

Old Man’s Cloth. El Anatsui. 2003 c.. Aluminum and copper wire.

Stadia II. Julie Mehretu. 2004 c.E. Ink and acrylic on canvas.

Preying Mantra. Wangechi Mutu. 2006 c.e. Mixed media on Mylar.

Shibboleth. Doris Salcedo. 2007-2008 c.E. Installation.

MAXXI| National Museum of XXI Century Arts. Rome, Italy. Zaha Hadid
(architect). 2009 c.E. Glass, steel, and cement.

Kui Hua Zi (Sunflower Seeds). Ai Weiwei. 2010-2011 c.E. Sculpted and
painted porcelain.
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Criteria

Student Response

Point
Value

’ Points Earned

Task: Select and identify another work of art that is a selection from a book.

The response must
have two valid
identifications
other than the title
already given.

“Another important book is the
Frontispiece of the Codex Mendoza, c.
1542, done on pigment on paper.”

1

Task: For both the last judgment of Hunefer and your selected work, describe the scene in the work.

The essay must
describe the
action taking place
in the book.

“The illustration helps to further
explain what the text is saying. It fully
shows the trip that Hunefer took to be
judged..etc.”

“The work actually shows scenes of
the founding of Tenochtitlan in Mexico
City.”

2

1; the Hunefer example
is complete; the Codex
Mendoza example states
the scene, but does not
describe it.

Task: Analyze how the illustrations add meaning to the written content of each work.

A strong connec-
tion has to be
made between the
written text and
the illustrations in
the book.

“The writing would help lead Hunefer
through his judgment so that his soul
could finally be weighed and he could
go to heaven. The writing also includes
prayers...etc.”

“The work uses two different kinds of
writing: Spanish to explain the story

to a European audience, and Aztec
pictograms that illustrate the story in a
native language... ”

2

Task: Using at least

one example of visual evidence, explain h

of the culture that produced it.

ow each book

is an important illustration

The essay must
analyze how visual
elements form a
connection with
the culture.

0; although there are
many examples of visual
evidence pointed out
in the essay, it does
not address how they
reflect the culture that
produced it.
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Criteria

Student Response

Task: Attribute this building to the architect who designed it.

Point Value

Points
Earned

Louis Sullivan is the correct
response, although just Sullivan
would be accepted as well.

“This building can be attributed to
Louis Sullivan.”

Task: Discuss at least two specific details that justify your attribution by comparing this

er work by the same architect in the required course content.

work to anoth-

The work in the required course
content is the Carson, Pirie, Scott,
which Allie correctly identifies.
The prompt asks the student to
justify the attribution with details
that both buildings have in com-
mon. Allie responds with three
reasons, although only two are
required. This is a good strategy,
because it convinces the reader
that the student has a solid grasp
of the content.

“One specific detail that justifies my
attribution is the inclusion of strips
of vertical windows covering each
side of this building and Sullivan’s
Carson, Pirie, Scott and Company
Building.”

“In addition, Sullivan utilizes terra
cotta cladding in between the long
strips of window to further empha-
size the building’s function by
revealing its structural system.”

Task: Discuss at least two developments in the history of architecture that this architect

design of this building. Use both the photograph and the plan in your discussion.

used in the

Since the prompt requires the
student to respond to the plan
as well as the photo, it is wise

to signal to the reader that you
have used both, in case there is
any ambiguity. Here, Allie clearly
states, “As visible in the image of
the plan..”

“In his buildings, Sullivan uses steel
girder framing which is best known
in the development of architectural
history for enabling buildings to
have large, glass windows. As vis-
ible in the image of the plan, the
steel framing allows for large win-
dows to pour light and ventilation
into the building, a concern of mod-
ern architects. Sullivan also uses an
elevator in his building. This is what
allowed architects to create higher
buildings that more efficiently ful-
filled the needs of citizens.”

2

Total points
possible:
5

This essay
earned:
5)

Remarks: Students generally perform very poorly on architecture questions on the AP Art History
exam. You would do well to follow a model like this in which the student addresses each section
of the prompt one at a time. Make sure to point out the references both to the photograph and

the plan.
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142 The Jungle. Wifredo Lam. 1943 c.E. Gouache on paper mounted on 2212 412
canvas.

143 Dream of a Sunday Afternoon in the Alameda Park. Diego Rivera. 22.20 118
1947-1948 c.E. Fresco.

144 Fountain (second version). Marcel Duchamp. 1950 c.E. (original 1917). 229 410
Ready-made glazed sanitary china with black paint.

145 Woman, I. Willem de Kooning. 1950-1952 c.E. Oil on canvas. 22.21 419

146 Seagram Building. New York City, U.S. Ludwig Mies van der Rohe and 22.18 416
Philip Johnson (architects). 1954-1958 c.E. Steel frame with glass cur-
tain wall and bronze.

147 Marilyn Diptych. Andy Warhol. 1962 c.E. Oil, acrylic, and silkscreen 22.23 421
enamel on canvas.

148 Narcissus Garden. Yayoi Kusama. Original installation and performance 22125 422,
1966 c.E. Mirror balls. 423

149 The Bay. Helen Frankenthaler. 1963 c.E. Acrylic on canvas. 22.22 420

150 Lipstick (Ascending) on Caterpillar Tracks. Claes Oldenburg. 1969-1974 22.24 421
C.E. Cor-Ten steel, steel, aluminum, and cast resin; painted with polyure-
thane enamel.

151 Spiral Jetty. Great Salt Lake, Utah, U.S. Robert Smithson. 1970 C.E. 22.26 423
Earthwork: mud, precipitated salt crystals, rocks, and water coil.

152 House in New Castle County. Delaware, U.S. Robert Venturi, John 2227 424
Rauch, and Denise Scott Brown (architects). 1978-1983 c.e. Wood
frame and stucco.

CONTENT AREA 5: INDIGENOUS AMERICAS

153 Chavin de Huantar. Northern highlands, Peru. Chavin. 900-200 B.C.E. 26.1 480,
Stone (architectural complex); granite (Lanzdn and sculpture); ham- 481
mered gold alloy (jewelry).

154 Mesa Verde cliff dwellings. Montezuma County, Colorado. Ancestral 26.3 484
Puebloan (Anasazi). 450-1300 c.E. Sandstone.

155 Yaxchilan. Chiapas, Mexico. Maya. 725 c.E. Limestone (architectural 26.2 482,
complex). 483

156 Great Serpent Mound. Adams County, southern Ohio. Mississippian 26.4 484
(Eastern Woodlands). c. 1070 c.E. Earthwork/effigy mound.

157 Templo Mayor (Main Temple). Tenochtitlan (modern Mexico City, 26.5 485,
Mexico). Mexica (Aztec). 1375-1520 c.E. Stone (temple); volcanic 486
stone (Coyolxauhqui Stone); jadeite (Olmec-style mask); basalt
(Calendar Stone).

158 Ruler’s feather headdress (probably of Motecuhzoma Il). Mexica 26.6 487
(Aztec). 1428-1520 c.E. Feathers (quetzal and cotinga) and gold.

159 City of Cusco, including Qorikancha (Inka main temple), Santo 26.8 488,
Domingo (Spanish colonial convent), and Walls at Sagsa Waman 489

(Sacsayhuaman). Central highlands, Peru. Inka. c. 1440 c.E.;
convent added 1550-1650 c.E. Andesite.
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75 Sistine Chapel ceiling and altar wall frescoes. Vatican City, Italy. 16.2 313,
Michelangelo. Ceiling frescoes: c. 1508-1512 c.E.; altar frescoes: 314
c. 1536-1541 c.E. Fresco.

76 School of Athens. Raphael. 1509-1511 c.E. Fresco. 16.3 315

i Isenheim altarpiece. Matthias Griinewald. c. 1512-1516 c.E. Oil on 14.4 289
wood.

78 Entombment of Christ. Jacopo da Pontormo. 1525-1528 c.E. Oil on 16.5 317
wood.

79 Allegory of Law and Grace. Lucas Cranach the Elder. c. 1530 c.E. 14.5 290
Woodcut and letterpress.

80 Venus of Urbino. Titian. c. 1538 c.E. Oil on canvas. 16.4 316

81 Frontispiece of the Codex Mendoza. Viceroyalty of New Spain. 18.1 343
c. 1541-1542 c.E. Ink and color on paper.

82 Il Gesu, including Triumph of the Name of Jesus ceiling fresco. Rome, 16.6, 318,
Italy. Giacomo da Vignola, plan (architect); Giacomo della Porta, fagade 17.6 332
(architect); Giovanni Battista Gaulli, ceiling fresco (artist). Church: 16th
century c.E.; facade: 1568-1584 c.E.; fresco and stucco figures:

1676-1679 c.E. Brick, marble, fresco, and stucco.

83 Hunters in the Snow. Pieter Bruegel the Elder. 1565 c.E. Oil on wood. 14.6 291

84 Mosque of Selim II. Edirne, Turkey. Sinan (architect). 1568-1575 C.E. 9.16 228
Brick and stone.

85 Calling of Saint Matthew. Caravaggio. c. 1597-1601 c.E. Oil on canvas. 17:5 332

86 Henri IV Receives the Portrait of Marie de’ Medici, from the Marie de’ 17.8 334
Medici Cycle. Peter Paul Rubens. 1621-1625 c.E. Oil on canvas.

87 Self-Portrait with Saskia. Rembrandt van Rijn. 1636 c.E. Etching. 17.9 335

88 San Carlo alle Quattro Fontane. Rome, Italy. Francesco Borromini 172 328
(architect). 1638-1646 c.E. Stone and stucco.

89 Ecstasy of Saint Teresa. Cornaro Chapel, Church of Santa Maria della 17, 327,
Vittoria. Rome, Italy. Gian Lorenzo Bernini. c. 1647-1652 c.e. Marble 17.4 331
(sculpture); stucco and gilt bronze (chapel).

90 Angel with Arquebus, Asiel Timor Dei. Master of Calamarca (La Paz 18.2 344
School). ¢. 17th century c.E. Oil on canvas.

91 Las Meninas. Diego Veldzquez. c. 1656 c.E. Oil on canvas. 177 333

92 Woman Holding a Balance. Johannes Vermeer. c. 1664 c.E. Oil on 17.10 336
canvas.

93 The Palace at Versailles. Versailles, France. Louis Le Vau and Jules 17.8 329
Hardouin-Mansart (architects). Begun 1669 c.E. Masonry, stone,
wood, iron, and gold leaf (architecture); marble and bronze (sculpture);
gardens.

94 Screen with the Siege of Belgrade and hunting scene. Circle of the 18.3 344

Gonzélez family. c. 1697-1701 c.E. Tempera and resin on wood, shell
inlay.
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