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The Principles of Design

Fig. 181 Leonardo da Vinci, Study of Human Proportion The Vitruvian

Man, . 1492, pen and ink drawing

Phote credit Cameraphoto A, Vesice / Ant Besewice, NY / Azademia. Venice, taly

the word design 1s horh a verb and a
noun. To design something, the process
is ro organize the formal clements thar
we have studied in rhe last four chap-
ters—line, space, hight and color, texture, parrern,
ttme and motion—into a unified whole, a composi-
rion or design. Design is also a tield of study and
work within the arts, encompassing graphic, fash-
ton, inrerior, industrial, and producr design. The

design tield is the subject of Chapter 16; here we

will focus on design principles that can apply ro all
works of art.

The principles of design are usually discussed in
terms of the qualivies of balance, emphasis, proportion

and scale, thyrhm and reperition, and unity and variery.

For the sake of clarity, we must discuss these qualities
one by one, bur araists unire them. For example,
Leonardo’s famous Study of Hluman Proportion: The
Viurnvian Man (Fig. 181) embodies them all. The figure
18 perfectly balanced and symmerrical. The very cencer
of the composirion is rhe igure's navel, a focal poine that
represents the source of lite nself, the ferus’s connecrion
by the umbidical cord to 1ts morher’s womb. Each of the
figure's hunbs appears twice, once t fic in the square,
symbol of the finire, carrthly world, and once ro fir in the
circle, symbol of the heavenly world, the infinite and
the universal. Thus, the various aspects of existence—
mind and matrer, the material and the transcendental—

arc unificd by rhe design into a coherent whole.
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By wav of contrast, architeer Frank Gehry's 1977-78
redesien of his house v Sunta Monica, Cahitornia
(Fig. 182), seems anything bur unified. He surrounded
the original strucrure with an outer shell conseructed of
plywood, concrete blocks, corrugared meral, and chain-
link fence. The result shocked and hewildered his neigh-
bors. They could not understand whar principles of
design had guided the archirect in hoth his choice of
marcrals and thetr construction. To many, it scemed
that he had destrayed a perfecrly good house, and in the
process destroyed the neighborhoaod.

Certam principles of design did, of course, guide
Gehry. A closer look ar the house reveals rhat he has in
fact used many of the taditional principles of design—
most notably rhythim and repetirion, balunce, scale and
proportion, and unity and varicty—all of which we will
consider i more detail later in the chaprer. Bur for now
1t seems obvious that he has deployed these principles in
startling ways. The architecrural B lance of the older,
pink house 1s challenged by the apparently off-kilrer con-
struction of the new surrounding structure, a face thar is
emphasized by his use of common, everyday materials. 1t
was important to him to establish a sense of discontinu-
iy hevween the orgimal house and its addition; rhey
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Fig. 182 Frank Gehry residence, Santa Mo, ca, Califoima, 1977-78

were not meant o blend o a harmonious, unified
whole. Rather, n was varnety—and change—ihat most
ineerested him. The house 1s ditferent from irs neghbors.
It does not fir in—willfully, almost glecfully so.

Leonardo’s study is a remarkable example of the
“rules” of proportion, yet the invenriveness and origi-
nality of Gehry's work reaches us, from the ourser, that
the “rules” guiding the creative process are, perhaps,
made ro be broken. In fact, thevery idea of creanviry
implies o cereain willingness on the part of artists ro go
heyond the norm, to extend the rules, and to discover
new ways to express themselves. As we have seen,
artists can easily create visual interest by purposcfully
breaking with conventions such as the rradicional
rules of perspecrives likewise, any artist can stimulate
our inrerest by purposefully manipulating the princi-
ples of design.

In the remainder of this chaprer, we discuss the way
artists combine the formal elements with design princi-
ples to create invenuive, onginal work. Onee we have
seen how the formal clemenes-and rheir design come
together, we will be ready ro survey the various materi-
als, or media, that arasts employ o make their art.



BALANCE

As adesign principle, balance refers to the even distribu-
ton of weight in a composition. In sculprure and archi-
recture, actual weight, or the physical weight of materials
1 pounds, comes into play, bue all are deals with visual
weight, the apparent “heaviness” or “lightness” of the
shapes and forms arranged in the composition. Artists
achicve visual balance in compositions by one of three
means—syminetrical balance, asymmerrical balance, or
racial halance. THey may alse leliberately create a work
that appears to lack balance, knowing that instability is
rhreatening and makes rhe viewer uncomfortahle.

Symmetrical Balance

It vou were ro draw a line down rhe middle of your
body, cach side of it would be, more or less, @ mirror
retlection of the other. When children make “angels”
in the snow, they are creating, almost instinctively,
symmetrical representations of themselves thar recall

Fig. 183 Ta) Mahal, Agra, India, Mughal penied, c. 1632-48
Srata | ArtRescurce NY,

Leonardo’s Suady of Human Proportion. When cach
side is exactly the same, we have absolute symmetry.
Bur even when it is not, as is true of most human bod-
ies, where there are minor discrepancies between one
side and the other, the overall effect is still one of sym-
metry, whac we call bilateral symmetry. The two sides
scem ro line up.

One of the most symmetrically bulanced—and
arguably one of the most beautiful—huildings mn the
world of architecrure is the Taj Mahal, builr on the
banks of the Jumna River at Agra in northern India
(Fig. 183). Built as a mausolcum tor the favorite wite
of Shah Jahan {pictured heside his farher, Shah

Jahangir, in Fig. 6), who died giving birth to thaorr

tourteenth child, it is basically a square, alrhough
cach corner is cur off in order to create a subtle
octagon. Each facade is identical, featuring a central
arched poreal, flanked by two stories of smaller
arched openings. These voids in the facade con-
tribure to a sense of weightlessness in the building,
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Fig. 184 Enguerrand Quarton, Coronation of ihe Virgin, 145354
Panel painting. 77 < B/ n. Musée de 'Hospive, Villeneuve-les-Avignon.

jnaudan [ Art Regource, NY

which rises to a central onion dome. The facades are
inlaid with elaborate decorations of semi-precious
stones—carnelian, agare coral, rurquaise,
garnet, lapis, and jasper—but they are so del-
icate and lacelike thar rhey emphasize the
whiteness of the whole rather than-calling arrenrion
to themselves. The sensc of overall symmerry is further
enhanced by the surrounding gardens and reflecting
pO(JlS.

Once of the dommant images of symmetty 1n
Western art is the crucifix, which s, 1 oieself, a
construction of absolute symmerry. In Engucrrand
Quarton’s remarkable  Coronation of the Virgin
(Fig. 184), the crucifix at the lower cenrer of

144 Part 2 The Formal Flements and Their Design

A World of At Sixth Edition by Heriy M Sayre Publizhed hy Prentice Hall. Copyright © 2010 by Pearson Education, tnc.

the composition is a comparatively small dewail in the
overall compuosition. Nevertheless, its cruciform shape
dommates the whole, and all the formal elements in
the work are organized ardund it Thus, God, the
Father, and Jesus, the Son, flank Mary in almost per-
fect symmetry, identical in their major fearures
{though the robes of cach fall a licele ditferently). On
carth below, the rwo centers of the Christian fairh
flank rhe cross, Rome on the left and Jerusalem on the
right. And at the very bottom of the paintng, below
ground level, Purgatory, on the lefe, out of which an
angel assists a newly redeemed soul, balances Hell on
the right. Each elemenr balances out another, depict-
ing a unified theological universe.



Asymmetrical Balance

Balance con be achieved even when the vwo sides of the
composition tack symmetry, if they scem to possess the
same visual weight. A composition of this nature 1s sud

to be asymmetrically balanced. You probably remember

from childhood whar happeaed when an older and
larger child got on the other end of the seesaw. Up you
shot, like o catapult. In order to rnight the balance, the
larger child had to move toward the fulerum of the sce-
saw, giving your smaller self more leverage and allowing
the plank to balance. The illustrations (Fig. 185) show,
m visual terms, some of the ways this halance can be

Fig. 185 Some ditferent vaneties of asymmetrical balance.

@ ©
A
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(h)

(d)

atrained (in o work of art, the center axis of the work 1s
cquivalent ro the fulerum):

(a) A large area closer to the fulcvim s halanced by a
smaller area faviher away. We imstincrively sce some-
thing large as heavier than something small.

(b) Tawo small areas balance one large area. We sce
the combined weighr of the rwo small arcas as equiva-
lent ro the farger mass.

(¢c) A dark avea closer to the fidevwm is balanced by a
hght avea of the same size farther away. We instincrively
see light-colored areas as light in weight, and dark-
colored arcas as dense and heavy.

{d) A large light area is balanced by a small dark one.
Because it appears to weigh less, the tight area can he
far larger than the dark one that halances ir.

(¢} A textwred area closer to the fulerum is balanced
by a smooth, even arca farther away. Visually, rextured
surfaces appear heavier than smooth ones because tex-
tire lends the shape an appearance of added densivy—
it seems “thicker” or more substanrinl.

These are only a few of the possible ways in which
works might appear balanced. There are, however, no
“laws” or “rules” abour how to go abour visually bal-
ancing a work of art. Artists generally rrust their own
eyes. When a work looks halanced, ir 1s balanced.

®@ O

(c)
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Fig. 186 Jan Vermeer, Woman Holding a Balance, © 1664.
Ol on canvas, 157 X 14 1., framed 24% X 23 X 3. Widener Collection, National Gallery of Ar,
Washington, [).C.

image © 2003 Board of Trustees, Natonal Gallery of At
Phota Bub Grove
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Fig. 187 Childe Hassam, Boston Common at Twilight, 188586

Qi on canvas, 42 X 60 in. Muscum of Fing Aits, Boston. Gift of Miss Maud L. Appleton, 1931, 31.952.
Phote © 2004 Museum ¢ bz Aris Boston Al “ights resesvad,

Jan Vermeers Woman Flolding a Balance (Fig. 186)
15 an asymmetrically balanced composition whose sub-
ject 1s the halance between the marterial and spiritual
worlds. The center axis of the compasition runs through
the fulerum of the scales thar the woman is holding.
Arcas of hght and dark on each side halance the design.
The woman is evidently in the process of weighing her
jewelry, which 15 scattered on the wable before her.
Behind her is a pammnng depicting the Last Judgment,
when Christ weighs the worrh of all souls for entry into
heaven. The viewer 1s invited ro think abour rhe con-
nection between the image in the owo sides of the
painting and how they relate to the woman'’s life.

Childe Hassam's Boston Common at Twilight
{Fig. 187) is a good example of asymmetrical bal-
ance functioning in yet another way. The central
axis around which this painiing is balanced is nor in
the middle, bue to che lefr. The setting is a snowy
sidewalk on Tremont Street at dusk, as the gaslights
arc coming on. A fashionably dressed woman and

her daugheers are feeding birds av rhe edge of the
Boston Common. The lefr side of this painting is
much heavier than che righe. The dark bulk of rhe
butldings along Tremont Streer, along with rhe
horse-drawn carriages and streetcars and the darkly
clad crowd walking down the sidewalk, contrast
with the expanse of white snow thar strerches to the
right, an empry space broken only by the dark trunks
of the trees rising ro rhe sky. The rension berween
the serenity of the Common and the bustle of the
street, between lighr and dark—cven as night comes
on and daylight fades—reinforces our sense of asym-
metrical balance. If we were to imagine a fulcrum
beneath the painting that would balance the com-
postrion, 1t would m effeer divide rhe sereer from the
Common, dark from lighe, exactly, as 1t turns out,
below rhe vanishing poinr established by the build-
ings, the street, and the lines of the trees extending
down the park. Instinctively, we place ourselves ar
this fulcrum.
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Fig. 188 Ida Applebroog, Emetie Fields, 1989
Uil on canvas, 8 panels, 102 < 204" ir. Collection of the Whitngy Museum of American Arl, Now York

Courtesy Ronald Feld nan Hng Arts, Naw York.

As Hassam's painting suggests, formal halance (or
lack of ir) can conrribure to a worl of art’s cmotional
or psychological impacr. Ida Applebroag's Emerie
Fields (Fig. 188) is once of a number of works from
a series of paintings called Nostrums. A nosteum s
medicine (in this case an emeric, designed to induce
vomiung) recommended by its preparer bur usually
without scientific proot of cftecriveness. Ir is also the
Larm word tor “ours.” These works represent, in other
words, the trust we mistakenly place in those who
purport to cure us. Emetc Fields is by and large sym-
metrical i 1s composition, consisting of a central
grouping of four panels dominated hy the color
orange, flanked by a pair of rwo panel images domi-
nated by the colar green. These ourer pancls are
representacions of a surgeon and Queen Elizaheth.
Applebroog explains:

I'love Queen Flizabeth. . . . Heve's this woman
called “Queen” —she gives that little wave—and she
has no power whatsoever. In Emetic Fields, there is
the figire of Queen Elizabeth and theve is the figure
of a surgeon. And that all goes back to my oum sense
of how power works. Queen Elizabeth, wme, is the
epreome of how power works. Not oo well . . .
And u's the idea of how power works—male over
female, parents over chiklven, governments over people,
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doctors over patienis—that operates continuously
[in my work].

The symmetry of the painting suggests, in ocher
words, a cerrain “halance of power” excreised by
the two figures who purpore to cure our physical
and social ills—rthe surgeon and the Queen. These
two, 1n turn, dominate the figures in rhe painring's
central panels. In the largest of these, a woman
stands above a pile of rotren fruit, her shoes
atrached to platforms, cffecrively impeding her
ability to move. Hanging from the tree ubove her is
other fruir, some of which contains images of orher
peaple, presumably about to rot on the branch
themselves. Surrounding her are other images
couple embracing, a lincup of girls apparently.
dressed tor gym class, a man swinging an ax, a
wother and child, a male figure carrying another
who seems wounded, and a figure bending down to
pick up a stone, as if, David-like, he is abour to
bring down the Goliath surgeon whose space he
crosses into at the bottom left. Finally, the psycho-
logical imbalance suggested in rhe relacion of the
outer pancls to the inner is underscored by the
words thar are repeated down the panel in front of
Queen Elizabeth: “You are the patient. 1 am the
real person.” '

fal



Fig. 189 Rose window, south transept, Chartres Cathedral, £, 171
Chartres, France.
trzh Lesaing / Art Hesouce, MY

Radial Balance

A final type of balance is
radial balance, in which
cveryrhing radiates ourward
fram a central point. The
large, dominating, and round
stained-glass window above
the south portal of Chartres
Cathedral in France (Fig. 189)
is a perfect example. Called a
rose window because of irs domi-
nant color and its flowerlike strue-
ture, it represents the Last Judgment.
Al its center is Jesus, surrounded by
the symbols of Matthew, Mark, Luke, and
John, the writers of the Gospels, and of
angels and seraphim. The Apostles, depicted in
pairs, surround these, and on the outer ring are
scenes from the Book of Revelations. In other words,
the entire New Testament of the Bible emanates from
Jesus in the center.

Perhaps because radial balance is so familiar in
nature—from the petals of a flower to the rays of the
sun—it commonly possesses, as at Chartres, spiricual
and religious significance, a characreristic parodicd by
John Feodorov in his Animal Spivic Channeling Device "
for the Contemporary Shaman (Fig. 190). Feodorov,
who is part Novajo and purt Euro-Awmerican, ofren
uses kirschy objecrs, such as this children's roy rhat
imitaces the sounds of various farm animals, to create
“updared” ritual objects. In Native American cultures, »
animals are powerful totem symbols demanding fear
and respect. Furthermore, the number 12 has decp rit-
ual significance to the Navajo. By adding the word
“spirit” to cach of the 12 animals’ names on this oy,
he implies that the recorded voice creared by pulling
on the tah at the hottom right is now imbued with a
newfound spiritual power.

Fig. 190 John Feoderav, Amimal Spint Channeling Device for
the Contemporary Shaman, 1997

Mixed media, 15 X 12 > 3.

Phoio by te aiust Courtesy of the a tist
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EMPHASIS AND FOCAL POIMT

Artists employ emphasis in order to draw the viewer's
attenton to one area of the work. We refer ro this arca
as the focal point of the composirion. The tocal pomr
of a rachally balanced composition is obvious. The
cenrer of rhe rose window in rthe sourh rransepr of
Chartres Cathedral (see Fig. 189) is its focal point
and, freeigly, an enthroned Christ occupics that spot.
The tacal point of Quarton’s Coronation of the Virgin
(sce Fig 184) 18 Mary, who is also, nor coincidenrally,
rhe object of everyone's attention.

One imporrant way that emphasis can he estab-
lished 1s by creating strong contrasts of light and
color. Sull Life with Lobster (Fig. 191) uscs a comple-
mentary color scheme to focus our attention. The
work was pamnted i the courr of the French king

Fig. 191 Anna Vallayer-Coster, S/l Life with Lobster, 1781,

Lous XVI by Anna Vallayer-Coster, a female mem-
her of the Académic Royale, the official organiza-
tion ot French painters (though it is important to
note that afrer Vallayer-Coster was elecred o the
Académic in 1770, membership by women was lin-
ited to four, perhaps because the male-dominated
Académie felt threatened by women's success). By
painting cverything clse in the composition a shade
of green, Vallayer-Coster focuses our artention on
the delicious red lobster in the foreground. Lush in
its brushwork, and with a sense of luminosity that
we can almost feel, the painting celebrates Vallayer-
Coster's skill as a painrer, her ability to contral hoth
color and light. In essence—and the double mean-
ing is intentional-—the paincing is an cxercise
“good taste.”

il un canvas, 2/% X 35% i Toledo Museum of Art, Toledo, Ohio. Purchased wath funds (rom the Libbey Endowment, Gifi of

Edward Drummond Libbey.
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Fig. 192 Georgesde La
Tour, Joseph the
Carpenter, . 164h

(hl on ranvas., 1875

7545 in.

Phyte Serard Blot, Musée du
Louvra / FMN Reonion des
rusées Nationaux, France
Scola £ At Besaures, NY,

Light can funcrion like a srage spotlighr, as in
Arremista Gentileschi's Judith and Maidservant with the
Head of Holofernes (see Fig. 124), directing our gaze to
a key place within the trame. The light in Georges de
La Tour's Joseph the Carpenter (Fig. 192) draws our

atcention away from the painung’s tcular subject,
Joseph, the father of Jesus, and to the brightly lit visage
ot Christ himsclf. The candlelight here 1s comparable
to the Divine Light, casting an echereal glow across
the young boy's face.
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Similarly, Anselm Kicfer's Parsifal I (Fig. 193)
draws our attention to the brighely lit crib ser under the
window of the artist’s attic studio in a rural school-
house in Odenwald, o forested region of Sourhern
Gernmaony. First in o series of four pointings thar illus-
rrates Richard Wagner’s lase opera and its source
in a thirceenth-century romance by Waolfram von
Eschenbach, the painting represents the young hero
Parsifal's innocent and sheltered childhood. Although
his morther tried ro prorecr him from knowledge of
chivalric warfare, Parsifal would grow up to hecome a
knight. His ultimare rask was to recover, from the
magician Klingsor, the so-called Spear of Destiny—the
very spear, legend had it, that a Roman centurion had
rhrust into the side of Christ on the cross—so that
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peace could be restored o the kingdom of the Grail.
This is onc of the carliest paintings in which Kicter
reflects upon and critiques the myths and chauvinism
that eventually propetled the German Third Reich
into power, in this case Hitler's own obsession with
owning the Spear of Destiny, housed in the Hapshurg
Treasure LHouse in Vienna. When Hitler was 21 years
old, a Treasure House guide had rold him thar whocever

" passessed the spear would hold the destiny of the world

in his hands. Hitler would evenrually invade Vienna
and take possession of the relic. The painting thus
cmbaodics the ambivalence felt by Kiefer and his gener-
ation toward the excessive arrogance of German
nationalism and ies impace on history. les focal point,
reflecting ncross the floor as if across tine, is 2 moment
of innocence, the longing for a
German past hefore war took a rerri-
ble toll on German consciousness.

Finally, it is possible, as the carlier
example of Pollock's No. 29 (see Fig.
174) indicates, to make a work of art
that is afocal-—that is, nor merely a
work in which no single point of the
composition demands our attention
any more or less than any ocher, but
also one in which the eye can find no
place to rest. Diego Velazquez's Las
Meninas is such a work (see Works in
Progress, pp. 154-155). So is Larry
Poons's Orange Crush (Fig. 194). The
painting becomes afocal because the
viewer's eye is continually distracred
from its point of vision. If you stare for
a while at the dots in the painting and
then transfer your attention quickly to
the more solid orange area that sur-
rounds them, dors of an even more
intense orange will appear. Your
vision scems fo want to floar aimlessly
through the space of rhis painting,
focusing on nothing ar all.

Fig. 193 Anselm Kiefer, Parsifal [, 1973
0if on paper. 12775 ~ 86'4 in. Tate Gallery,
London, Great Britain. Purchased 1982, T0340.

Bhetg Tote Gallery, London, Great Britain, Art Rescurra, NY,



Fig. 194 Larry Poons, Oiange Crush, 1963.

Acrylic on canvas, 80 ~ 80 . Albright-Knox Art Gallery, Bulfalo, New York Git of Seymour H. Knox, 1964.
© Lany *oons / Licensed by VAGA, New Yox
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Works in Progress

n his mascerptece Las Meninas ( The Maids of Honor)

(Fig. 197), Dicgo Veldzquez creates competing

points of emphasis. The scene is the Spanish court

of King Philip IV. The most obvious focal point of
the composttion 1s the young princess, the infanta
Margarita, who 1s emphasized by ier position in the
center of the painting, by the light thar shines bril-
liantly on her ulone, and by the implied lines created
by the gazes of the two maids of honor who bracket
her. But the figures outside this central group, that of
the dwarf on the right, who is also a maid of honor,
and the paincer on the left (a self-portrait of
Veldzquez), gaze away from the infanta. In fact, they
seem to be looking at us, and so too is the infanta her-
self. The focal point of their attention, in other
words, lies outside the picture plane. In fact, they are
looking at a spat that appears to be accupicd by the
couple reflected in the mirror at the opposite end of
the room, over the infanta’s shoulder (Fig. 198)—a
couple that turns out to be King Philip IV and Queen
Mariana, recognizable from the two portrair busts

Fig. 195 Diego Velazquez, Phulip IV, King of Spam, 1652-53.

0i on canvas, 17'% X 14%; in. Kunsthistorisches Museum, Vienna,
& Frich Lessing / Art Resource, NY
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painted by Veldzquez at about the same time as Las
Meninas (Figs. 195 and 196). It scems likely that
they are the subject of the enormous canvas on the
left that Veldzquez depicrs himself as painring, since
they are in the position that would be occupied nor-
mally by persons sicting for a portrait. The imfanta
Margarita and her maids of honor have come, it
would scem, to watch the royal couple have their por-
trait painted by the grear Velizquez. And Veldzque:z
has turned the tables on everyone—the focal point of
Las Meninas is not the focal point of whar he is
painting.

Or perhaps the king and queen have entered the
room to see their daughter, the infanta, being panted
by Veldzquez, who is viewing the enrire room, includ-
ing himself, in a mirror. Or perhaps the image on the
far wall is not a mirror at all, but a painting, a double
porrrait. It has, in fact, been suggested thar borh of the
single portraits itlustrated here are studies for just such
a double portrait (which, if it ever existed, 15 now
lost). Or perhaps the mirror reflects not the king and
queen but their double portrait, which Veldzquez is
painting and which the infanta has come to admure.

Fig. 196 Diego Veldzquez, Portrait of Queen Mariana, c. 1656.
0il on canvas, 18% x 17 in. Meadows Museum, Southern Methodist
University, Dallas. Alger H. Meadows Collection. /8.01



*

Diego Velazquez's Las Meninas

Fig. 197 Diego Velazquez,

L as Meninas (The Maids of
Honar], 1656

0il on canvas, 10 ft. 34 1n. >
911, 3/a in. Museo Nacional del
Pradn, Marna.

All nights seserved. @ Musen Nacional
Cel Prato, Madrd

Whatever the case, Velizquez's painting depicts
an actual work in progress. We do nor know, we can
never know, what work he is in the midst of making—
a portrait of the king and queen, or Las Meninas, or
some other work—burt it is the working process he
describes. And fundamental to chat process, it would
appear, is his interaction with the royal family ieself,
who are not merely his patrons, but the very measure
ot the nobility of his art.

Fig. 198 Diego Velazquez,
Las Meninas, 1656, detall.
Museo Nacional del Prado,
Madnd.

@ Erch Lessing / At Fesource, NY
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SCALE AND PROPORTION

Scale is the word we use to describe the dimensions of
an art object in relation 1o rhe origmal object that 1t
depices or m relation to the objects around e, Thus,
we speak of o miniature as a “small-scale” portrait, or
of a big mural as a “large-scale” work. Scale is an issuc
that is important when you read a te :thook such as chis.
You must always remember that the reproductions you
look at do nor usually give you much sense of the
acrual size of the work. The seale is by no means
consistent throughout. That is, a relatively small
painting might be reproduced on a full page, and a
very large painting on a half page. In order to make
the arcwork fit on the book page we must—however
unintentionally—manipulate its scale.

In borh Do-Ho Sul's Public Figures (Fig. 199)
and Claes Oldenburg and Coosje van Bruggen's
Spoonbridge and Cherry (Fig. 200), the artists have
intentonally manipulated rhe scale of the object
deprcred. In Do-Ho Suh’s case, the scale of the people
carrying the sculptural pediment has heen dimin-
ished i relation ro rthe pedimenr 1self, which is
purposefully lacking the expecred starue of o public
hero standing on top of 1t “Ler’s say it there's one
statuc at the plaza of a hero, who helped or protected
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our country,” Do-Ho Sulv explaims, “there are hun-
dreds of thousands of individuals who helped him
and worked wich him, and rhere’s no recognition for
them. So in my sculprure, Public Figures, I had around
six hundred small figures, twelve inches high, six
different shapes, both male and female, of ditferent
cthnicities"—the “little people”™ hehind the heroic
gesture. Oldenburg and van Bruggen's Spoonbridge
and Cherry, in contrast, is gigantic in scale. It is an
intentional exaggeration rhar parodies the idea of
garden sculpture even as it wryly comments on are as
the “maraschino cherry™ of culture, the useless and
artificial topping on the cultural sundac.

Proportion refers to rhe relationship herween
rthe parts of an object and the whole, or to the rela-
rionship between an objecr and- its surroundings.
In Do-Hao Suh’s Public Figires, the relationship
herween the pares of the work—berween figures and
the pedestal—works against our expectations of pro-
portion in a monument. In Oldenburg and van
Bruggen's Spoonbridge and Cherry, i is the unusual
relationship between the object and its surroundings
that gives the work its element of delight.

Artists also manipulate scale by the way they
depice the relative size of ohjects. As we know from
our study of perspecrive, one of the
MOSE IMPOrcant wiys o represent
recessional space is ro depicr a thing
closer to us as larger than o thing the
same size farther away. This change in
scale helps us ro measure visuatly the
space in rhe scene before us. When a
mountain fills a siwall percentage of
the space of a painting, we know that
it lies somewhere in the distance. We
judge its acrual size relative to orher
clements in the painting and our
sense of the average real mountain’s

size.

Fig. 199 Do-Ho Suh, Public Figures, 1338-93.
Installation view at Metrotech Center Commons,
Brooklyn, New York. Fiherglass/resin, steel pipes,
pipe fittings, 10 X 7 X 91t

Saurtesy of the artist and L ebmars MaLpin Gallery New York



Fig. 200 Claes Oldenburg and
Coosje van Bruggen,
Spoonbnidge and Cherry, 1988,
Stamless steel and alumimnum
painted with polyurethane cnamel,
79 f. 600 < 51 E i % 13

6 . Collection Walker Art Center,
Minneapolis. Gift of Frederick R.
Weisman in honor o his parents,
William and Mary Weisman, 1988,

@ Claes Gldentury & d Covspe ver Briggen

|
i
|

Because everybody in Jupan knows just how large
Mount Fuji is, many of Hokusai's various views of the

* mountain take advantage of this knowledge and, hy
manipulating scale, play with the viewer's expecta-
tions. His mosc famous view of the mountain
(Fig. 201} is a case in point. In the foreground, two
bouts descend into a trough beneath a great crashing
wave that hangs aver the scene like a giant, menac-
ing claw. In the distance, Fuji rises above the hori-
zon, framed in a vorrex of wave and foam. Hokusat

has echoed its shape in the foremost wave of the
composition. While the wave 15 visually larger than
the distant mountain, our sense of scale
causes us to diminish s imporrance. The
wave will immimently collapse, yet Fup will
remain. For the Japanese, Fuyi symbolizes not only
the everlasting, bur Japan wself, and the print juxta-
poses the perils of the moment wirth the enduring life
of the nation.

Take a
Closer Look on
MyArtsLab

Fig. 201 Hokusai, /he
Greal Wave of!l
Kanagawa, from the
senes [hirty Six Views of
Mount Fupi, 1823-29.
Color woodcut, 1%~
15in.

& Historical Pirtire Archie
Corgis.
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In the work of political acnivist artises like Felix
Gonzolez-Torres, shifts in scale mie designed o draw
arrenuion to the magnirude of global socio-political
crises. In 1991, as part of an exhibinon at the Museum
of Modern Arvin New York, Gonzolez-Torres installed
24 hillboards across New York Ciry with an image of
an cmptry, unmade bed (Fig. 202). The image evoked
feclings of emptiness, loss, loncliness, and, ultimarcly,
death. Its enormous scale was designed, above all, to
suggest the enormity of the AIDS cpidemic, not anly
the number of people affected by i, bue also the per-
sonal and private cost that it had inflicted on both the
ciry’s gy community and its hererosexual population.
By bringing to light and making large what was other-
wise hidden, as muralist Judith F Baea docs in her
work (sec Works in Progress, pp. 160-161), Gonzalez-
Torres meant to heighten New York's awareness of the
problem that he himself faced. He would dic of AIDS
in 1996, at the age of 38.

h e i
Fig. 203 Polykleitas, Doryphoros, 450 875,

Marble, Roman copy after lost bronze ongmal, height 84 in. Nalional
Archaeological Muscum, Naples
Dagh Ortr # Archaeciogical Mussum | Fizture Desk, 1-c., wobal Collention.

When the proportions of a figure scem normal, on
the other hand, the representation is more likely to
seem harmonious and balanced. The classical Greeks,
in face, believed that heaury 1tself was a function of
proper proportion. In rerms of the human body, these
perfect proportions were determined by the sculpror
Polykleitos, who not only described them in a now-
lost rexr called the canon (from the Greek kanon, or
“rule”) but who also exccured a sculpture ro embody
them. This is the Doryphoros, or “spear carrier,” the
original of which is also lost, although numerous

Fig. 202 Felix Gonzalez-Tarres, Untitlod, 1991,

Billhoard, overall dimensions vary with installation.
Cowtesy of Ancrea Rosen Gallery hew York and RMusenm of Madern )
Art, hows York. @ The Telv. Gonzalez-To s foundztan copies survive (Fig. 203). The perfection of this
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Fig. 204 FParthenun, 447-438 ser.

Pentelic marble, 111 737 fi. at base. Athens, Greece. D.A. Hanssiadis, Athens,
Studio Kontos / Pagtosis

frzure 1s based on rhe facr thar cach part of the body is
a common fracrion of the figure's toral heighr.
According to the canon, the height of the head ought
to be one-cigheh and the hreadeh of the shoulders one-
fourth of the total height of the hady.

This sense of mathematical harmony was uti-
lized by the Greeks in rheir architecrure as well.
The proportions of the tacade of the Parthenon,
constructed in the fifth century BCE on the rop of
the Acropolis in Athens (Fig. 204), arc based on
the so-called golden section: The widih of the
building is 1.618 rimes the heighr. In rerms of pro-
portions, the height is to the width as 1is to 1.618,
or in less precise terms, approximatcely a ratio of
5:8. Plato regarded this proportion as the key ro

understanding the cosmos and, many years lacer, in
the thirceenth century CE, the marchematician
Leonardo Fibonacci discovered that this ratio is
part of an infinice sequence (1, 2, 3, 5, &,
13, 21, 34, 55, 89, ctc.) in which cach
number is the sum of the rwo numbers
before it, and cach pair of numbers is a ravio thac,
as the numbers incrcase, more and more closcely
approximates 1:1.618. Thar the Parthenon should
be constructed according to this proportion is
hardly accidental. [t is a temple to Athena, not
only the prorectress of Athens bur also the goddess
of wisdom, and the golden section represents to
the ancienr Greeks not merely beauty, bur the ulu-
mare wisdom of the universe.

Tzke 8
Clussr Luuk on
MyArtsLab
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Works In Progress

n 1933, Mexican artist David Alfaro Siqueiros
painted a mural, America Tropical, on Olvera Street,
the historic center of Chicano and Mexican culture
in Los Angeles. It was quickly painted over by ciry
fathers, who objected to its portrayal of the plight of
Mexicans and Chicanos in California. Currently under
restoration  with funds provided by the Gerry
Foundarion, the mural depicts a mestizo (a person of
mixed European and Native American ancestry) shoot-
ing ar an Amcrican cagle and a crucitied Chicano, one
of the inspirations for Guillermo Gémez-Peia’s Cruci-
fiction Project (see Fig. 55). Siquetros's mural, and the
work of the other great Mexican muralists of the twen-
tieth century, Dicgo Rivera and Clc.aente Orozco—1Los
Tres Grandes, as they are known—has also inspired
activist artist Judy Baca, who has dedicated her carcer
to “giving voice” to the marginalized communities of
California.
In 1996, at the University of Southern California
in Los Angeles, Baca was commisstoned to create a
mural (Fig. 206) for the student center, designed o
embody the Chicano presence on campus and to

Fig.

205 Judith F. Baca, /a Memornia de Nuesira Tierra, 1996

Preliminary drawing, acrylic on canvas, 9 > 23 ft USC Student Topping Center

£ 1397 Juthih F Baca, Courtesy of t5e artist
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symbolize the long struggle of USC'’s Chicana com-
munitty to gain acknowledgment ac the university.
The project illustraces her working method. She
begins with a group effort, gathering interested stu-
dents together to research the historical events that
took place around the site. This “excavation of the
land,” as she calls it, is the foundation for the collab-
orative venture to follow. Layers of information and
historical data in the form of photographs, newspaper
clippings, and old letrers are gathered by students.
Like layers of paint, the informarion is blended to
become the imagery of the art—an imagery that will
cxpress, Baca hopes, the truth of the place where
the work will be housed. She then creates a drawing
(Fig. 205) based on the students' research, and the
drawing is transferred to the wall.

The USC mural was conceived as a history of the
Chicano community in Los Angeles, from the earliest
houses in Senora town to the destruction of the large
community at Chavez Ravine—the line of blue
houses under the freeway—ro make way for Dodger
Stadium. At the bottom center of the painting is a




Judith F Baca's
La Memoria de Nuestra Tierra

Acrylic on canvas, 9 X 73 . USC Student lopping Center.
11557 Justh b Baca Coprtesy of the artist

kiva, che cradivional ceremonial cenrer of narive
American culeure in the Southwest, from which flows
the river of hfe, wself transtormed into a treeway
betore it leads out into the ficlds beyond. At the righe,
an Aztec goddess rises in protest from the land, and
from her hand flows a river of blood, that is irself
transtormed into a cadre of Chicano Civil Righes
acrivists. Like the mural by Siqueiros, it ariginally
included a lynching, visible under rhe white S-curve
of the freeway in the drawing. This uny ¥s-inch
unage, a reference to che lynching of Mexican-
American workers in California before and during the
Mexican-American Civil Rights Movement, was
deemed “absolurely unacceprable” by the president of

WATCH VIDED

the university, causing work on the project to come to
a stop. It was subsequently removed from rhe final
mural, a compronuse that allowed Baca to complete
the rest of the project as she had originally planned.
Scale is everywhere an 1ssue in Baca’s mural.
The mural is, in the first place, a “large-scale” work,
dominating the room 1t occupies. In the process of
its creation, the picce changes scale us well, from
drawing to wall, from the intimare view to the pub-
lic space. Most interesting of all 1s the controversy
surrounding the hanging man. The image was itself
very small, but it became emouonally large in
scale—absolurely unacceprable, Baca agreed, but
not as an image, as u fact. j )

Watch Judith F. Baca as she both installs La Memoria de Nuestra Tierra on the University of Seuthern California campus and directs another

project at California State University at Monterey Bay i the Works in Progress video series.
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REPETITION AND RHYTHM

Repetition often implies monotony. If we see the same
rhing over and over agaimn, it tends to got boring.
Nevertheless, when the same or like elements—
shapes, colors, or a regular parrern of any kind—are
repeated over and over again in a composition, a cer-
tain visual rhythm will result. In Jacoh Lawrence's
Barber Shop (Fig. 207), this rhythm is established
through the repetition of both shapes and colors. One
pattern is based on the diamond-shaped figures sitring
in the barber chairs, cach of which is covered with a
differenr-colored apron: one lavender and white, one

red, and one hlack and green. The eolor and pattern of

the left-hand patron's apron is el wed in the shirs of
the vwo barbers on the right, while the pattern of the
right-hand pacron’s apron is repeated in the vest of the
harber on the lefe. Hands, shoulders, feet—all work
into the wriangulated formar of the design. “The painting,”
Lawrence explained mn 1979, “is onc of rhe many

Fig. 207 Jacob Lawrence, Barber Shep, 19186,
Gouache on paper, 21% X 29% in. (53.6 X 74.6 cm). The Toledo Museum of Art, Teledo, Ohio. Purchased with funds
{rom 1he Libbey Endewment, Gift of Edward Drummond Libbey.

Ariwork © 2003 Gwendolyn <night Lawience, couttasy of the Jacob and Gwendaly s Lawiancs Foundation, & 2007 Gwerdalyn Knight Fawseace /
Arlists #ignts Sozicty (ARS), Mew Yoy
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works . . . execured out of my expericnce . ..oy
cveryday visual encounters.” Tt is meant to caprure the
thythm of life in Harlem, where Lawrence grew up in
the 1930s. “le was inevitable,” he says, “that the barber
shop with its daily gathering of Harlemives, it clip-
pers, mirror, razors, the overall pareern and rhe many
conversations thar took place there . .. was o
hecome the subject of many of my paintings. Even
now, in my imagination, whenever 1 relive my early
years in the Harlem communiry, rhe barber shop, in
both form and content . . .
I'still see and remember.”

is one of the scenes that

As we all know from listening ro music, and as
Lawrence's painting demonstrates, repetition is not
necessarily boring, The Gates of Flell (Fig. 208), hy
Auguste Rodin, was conceived in 1880 as the entry for
the Museum of Decorative Arts in Paris, which was
never butde. The work is based on the Inferno seetion
of Dante’s Divine Comedy and is filled with nearly 200




Fig. 208 Auguste Rodin, Gates of Hell with
Adam and £ve, 1880-1917.

Bronze, 250% % 158 > 33% in. Stanford
University Museum of Art,

Phota Frans Wing,

figures who swirl v hellfire, reaching out as if
conttnually striving ro escape the surface

ot the door. Radin’s tamous Thinker sits
atop the door pancels, lookimg down as
it in contemplation of man's fare, and
to cach side of the door, 10 1ts original
concepuon, stand Adam and Eve. At
the very rop of the door s a group of
three  figures, rhe Three Shades,
guardians  of rthe dark inferno
hencath.
What is starthing s that the
Three Shades are not difterent, bur,
in facr, all rhe same (Fig. 209).
Rodin cast his Shade three oimes and
arranged the three casts i the format
of a semicircle. (As with The Thinker
and many other figures on the Gates,
he also exhibiied them as a separate,
independent sculprure.)  Though
cach  figure 15 idencical, thus
arranged, and viewed from ditferent

Fig. 208 Auguste Rodin The
Thiee Shades, 1881-86.
Bronze Coubertin Foundry,
posthumous cast avthorized by
Musée Rodin, 1980, /5% >
75% x 47 in. {1955 X 1955
X 108.8 cm). Iris & B. Geralg
Cantor Centre for Visual Arts
al Stanford University.
Gift of the B. Gerald
Cantor Collections.
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sides, cach appears to be o unique  figure.
Furthermore, in the Gates, rhe posture of the figure
of Adam, in fronr and to the lefr, echoes that of the
Shades above. This formal repetition, and the down-
ward pull that unites all four figures, implies that
Adam is not merely the father of us all, but, i his
sin, the very man who has brought us to the Gates of
Flell.

In Laylah Al’s most famous and longest-running
series of paintings, depicting the brown-skinned and
gender-neutral Greenheads (Fig. 210), repetition plavs
a crucial role. Her figures are the archetypal *Other,” a
sort of amalgam of extracereestrial Marrians wich rheir
green heads and the dark-skinned denizens ot the
Third World. In the image reproduced here, three
almost identical bur masked Greenheads are being
hung in front of an unmasked fourth vicrin. The
hanged Greenheads hold in their hands the amputated
leg and army, as well as the bele (for Ali, belis connote
power) of the figure awaiting his or her fate. As Ali
says, “The repetition is what | think is so striking. It's
not like one thing happens and you say, ‘Wow! That
was just so terrible,” and it will never happen again. You
know e will happen again.” The horror of her images,
m other words, resides exactly in their repetition.

UNITY AND VARIETY

Repeution and rhythm are employved by arrists in
order ro unify the different elemenes of their works, In

Fig. 210 Laylah Al, Untitled 2000.
Gouache on paper, 13 X 190,
Cosntesy 303 Gallery, New York
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Barber Shop (sce Fig. 207), Jacob Lawrence gives the
pamnting a sense of coherence by repeating shapes and
color patterns. Each of the principles of design thar we
have discussed leads ro this idea of organizacion, the
sense that we are looking ot o unified whole—
halanced, focused, and so on. Even Lawrence’s figures,
with therr strange, clumsy hands, ther oversimplificd
features, and therr oddly extended legs and feet, are
unttorm rhroughout. Such consistency lends the pic-
ture 1os feeling of being complere.

It s as if, in Barber Shop, Lawrence s painting the
wlea of comununity iself, bringing together the diver-
sity of the Harlem streers through rhe unifying patrerns
of his art. In fact, if everything were the same, i art as
m life, there would be no need tor us to discuss the
concept of “unity.” But things are nor the same. The
visual world is made up of ditferent lines, forms, colors,
textures—rhe various visual clements themselves—
and they must be made to wark together. Sull, Rodin's
Three Shades atop the Gates of Hell (see Fig. 209)
teaches us an important lesson. Even when cach cle-
ment of a composition is identical, it 1s variety - in this
case, the facr that our point of view changes with cach
of the Shades—that sustains our interest. In gencral,
unity and varicty must coexist in a work of art. The
arrist must strike a halance herween the rwo.

James Lavadour’s The Seven Valleys and the Five
Valleys (Fig. 211) is a seylistically unified composi-
tion of 12 landscape views, but cach of the views is
quite different from the others. Lavadour's paintings

constantly negotinre  the
boundaries berween realism
and abstracrion—bectween
the landscape of his Nacive
Amcrican heritage and his
graining as a contemporary

artist. Close up, they seem
to dissolve into a scraped,
dripped, and brushed abs-
rract surface, but scen from
a distance, they become
expansive landscape views,
capturing  the  lighr and
weather of the Pacific Norrh-
west platcau counery where
Lavadour lives. Viewing a
painting such as this is like
viewing a series of Monet
grain  stacks, all  rolled
into ong.



Fig. 211 James Lavadour, The Seven Valleys and the [ive Valloys, 1988

(il on canvas, 54 x 96 . Collection of 1da Cole
irtland, Arogon

virtesy of the arst aed Fiix §

In the rwentierh century, artists have increas-
ingly embraced and exploited tensions such as those
found in Lavadour’s work. Rather than secking a
means to unify the composition, they have sought 1o
expose not just variery, bur opposition and conrradic-
rton. A photograph by Louise Lawler, Pollock and
Tureen (Fig. 212) nor only brings two radically con-
tradicrory ohjects into a state of opposirion but
demonstrates how, by placing them side by side, they

Fig. 212 Louise Lawler, Pollock and Tureon,
1984,

Cibachrome, 28 X 39 in.

Courtesy of the arbist and Metro Pictwes, NY

influence the ways in which we understand them.
Thus, the Pollock pamting in this photograph is
cransformed inro o decorative or ornamental objecr,
much like the rureen cenrered on the table in front
of 1t. Lawler not only underscores the fact char the
painting s, like the wircen, a markerable object, but
also suggests thar the expressive qualities of Pollock’s
original work have been emptied, or at least nearly
so, when looked at in this context.
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gow.

Fig. 213 Las Vegas, Nevada

[t is this sense of disjunction, the sense that the
parts can never form a unified whole, that we have
come ro identify with what 15 commeonly called
postmodernism. The discontinuity between the old
and the new rhar marks Frank Gehry's house (see Fra.
182), discussed at the heginning of rhis chaprer, 15 an
example of this postmodern sensibiliey, a sensibilicy
defined particularly well by another archirect, Robert
Venturi, in his important 1972 hook, Learning from
Las Vegas. written with Denise Scoatr Brown and
Sreven znour. For Venrturi, the collision of styles,
signs, and symbols that marks the American “strip,”
especially the Las Vegas strip (Fig. 213), could be
scen in lighe of a new sort of unity. “Disorder,”
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Venturi writes, “[is] an order we cannot see . . . The
commercial strip with the urban sprawl . . . [is an
order that] includes; it includes ar all levels, from the
mixture of seemingly incongruous land uses ro the
mixture of scemingly incongruous adverrising media

plus a system of neoorganic . . . restaurant motifs in
Walnut Formica.” The strip declares thar anything
can be put nexrt to anyrhing else. While rradirional
art has tended o exclude things that it deemed unare-
ful, postmaodern art lers everything in. In this sense, it
is democraric. It could even he said to achieve a uniry
larger than the comparatively elitist arc of high cul-
cure could ever imagine.



Elizabeth Murray'’s shaped canvas Just in Time
(Fig. 214) is, at first glance, a two-panel abstract con-
struction of rhythmic curves, oddly and nor quire
evenly cut in half. Bur on sccond glance, it
announces its postmodernity. For the
construction is also an ordinary tea
cup, with a pink cloud of steam
rising above its rim. In a move
that calls to mind Clacs
Oldenburg and Coosje van
Bruggen's Spoonbridge and
Cherry (see Fig, 200), the
scale of rthis cup—it s
nearly @ feer high—monu-
mentalizes  the  hanal,
domesric subject matrer.
Animal forms secem to
arise out  of the
design—a rabbit on
the left, an ani-
mated, Disney-like,
laughing tcacup in
profile on the right.
The ritle recalls pop
lyrics—"Just in time, |
found you jusr in time.”
Yet it remains an ahstracr painr-

ing, interesting as painong and as
design. lv is even, for Murray,
deeply serious. She defines ihe
significance of the break down
the middle of the painting by ciring
astanza from W, H. Auden'’s poem,
“As I walked our one evening':

The glacier knocks in the cupboard,
The desert sighs in the bed,

And the crack in the tea-cup opens

A lane o the land of the deacl. Fig. 214 Elizabeth Murray, Just in lime, 1981.
il on canvas in two sections, 106 X 97 in. Phidadelphia Museum of Art,
Wha knows whar meanings are rising up out of Purchased: The Edward and Althea Budd Fund, the Adele Haas Tuiner and

Bealnice Pastorius Fund, and funds contributed by Marion Stioud and

o erack i - al van? Murray's
this crack in the cup, this structural gap? Murray’s Lorine E. Vogl, 1961-1394-12.0.

painting is at once an ordinary teacup and an image
rich in possible meanings, stylistically coherent and
physically fragmented. The endless play of unity and
varicty is whar it's about.
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THE CRITICAL PROCESS

Thinking about the Principles of Design

y way of concluding this pare of the hook, ler's

consider how the various clements and princi-

ples inform a parricular work, Monet’s The

Railroad Bridge, Argenteuil (Fig. 215). Line
comes into play here in any number of ways. How
would you describe Monet's use of line? Is it classical or
expressive! Two strong diagonals—the near bank and
the bridge irself~—cross the picture. What architecrural
clement depicred in the picture echoes this structure?
Now note the two opposing directional lines in the
painting-—the train’s and the boat's. In fact, the hoat is
apparently tacking against o strong wind thar blows
from righr ro left, as the smoke coming trom the train’s
engine indicates. Where else in the painting is rhis
sense of oppasition apparent? Consider the relation-
ships of light ro dark in the composition and the com-
plementary color scheme of orange and blue that is

S eyt i ;‘& “

Fig. 215 Claude Monet, /he Railroad Bridge, Argentcuil, 1874

espectally used in the reflections and in the smoke
above. Can you detect opposing and contradicrory
senses of symmetry and asynunctry? Whae about oppos-
ing focal points?

What appears ac first ro he a simple landscape
view, upon analysis reveals ieselt to be a much more
complicated painung. In the same way, what at first
appears to be a cloud hecomes, rather disturhingly, a
cloud of smoke. Our of the dense growth of the near
hank, o trom cmerges. Monct seems meent on deserib-
g what larger 1ssues here? We know thar when
Monet painred 1r, the railroad bridge ar Argenreuil
was a new bridge. How does this painting caprure
the dawn of a new world, a world of opposition and

- conrradiction? Can you make a case that almost cvery

formal element and principle of design at work in the
painting supports this reading?

Uil on canvas, 21% X 29°%% n. The John G. Johnson Collection, Philadelphia Museum of Ait. J#1050.
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