
 

 

 

DATE DUE: ___________ 

 

 

1. By the early the fourteenth century, Siena was a wealthy and cosmopolitan city. The city’s location on  

the Via __________________________, the main pilgrimage route to Rome, meant that pilgrims from 

all over Europe streamed through its streets. Spread out over three hills, the skyline was dominated by 

the enormous cathedral and by the central seat of government, the  

________________________________. 

2. The communal government was controlled by the “________________________,” a rotating group of 

representatives chosen from the city’s leading families. This group dominated art patronage during the 

period. Ambrogio Lorenzetti’s wall paintings in the Palazzo Pubblico were designed to remind this  

group of the consequences of good and bad _________________________________. 

3. In 1308, the artist _____________________ was asked to create a massive painting for the main altar in 

the middle of the Cathedral. The front of the altarpiece depicted the Madonna and Child sitting on a  

throne and surrounded by saints and angels, a subject known in Italian as a ____________________. 

Originally, the main scene was at the center of a set of stories and figures, all united in an elaborate 

wooden structure of frames covered in gold leaf. The back of the altarpiece was painted with a series of 

scenes from the life of Christ. 

4. In the Allegory of Good Government, the allegorical figure of ______________________ looks up to the 

allegorical figure of Wisdom. A number of figures at the bottom of the fresco hold a cord that is handed  

to them from an allegorical figure of ________________________. The cord then rises and is held by a  

large personification of the ________________________.  Under the cushions that Peace reclines on is a  

collection of black ______________________.  

5. To the right of the Allegory of Good Government fresco is that of the Effects of Good Government. How 

is this fresco unique in the history of western painting? 
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6. Identify at least three details observed in Lorenzetti’s city scene that demonstrates the effects of good 

government. 

(1) 

(2) 

(3) 

7. Identify at least three details seen in the rural landscape outside of the city in Lorenzetti’s mural that 

demonstrates the effects of good government. 

(1) 

(2) 

(3) 

8. The bound figure, located under the figure of Tyranny, on the wall depicting the Allegory of Bad 

Government is that of __________________________. 

 

9. Identify at least three details observed in Lorenzetti’s fresco that demonstrates the effects of bad 

government.  

(1) 

(2) 

(3) 

10. For what reasons do we see Simone Martini’s Maestà fresco when you walk to the center of the room 

and look through a doorway?  

 

11. The Palazzo Pubblico served as a lookout over the city and the countryside around it. Its bell tower, or  

________________________, could ring signals of all kinds for the populace. The heavy walls and 

battlements of the Sienese town hall eloquently express how frequently the city governors needed to 

defend themselves against outsiders and their own citizens. The tower incorporates  

___________________________ galleries (galleries with holes in their floors to enable defenders to   

dump stones or hot liquids on attackers below) built out on __________________ (projecting 

supporting architectural members) for defense of the tower’s base. 



 

 

 

 

DATE DUE: ___________ 

READ THE FOLLOWING: 

The Great Stupa (Sanchi, India) completed first century CE 
 
1. “According to Buddhist texts, when the Buddha died (the Mahaparinirvana), he was cremated, and his ashes were divided and 
enshrined in eight stupas, or burial mounds… Stupas thus came to stand for the Mahaparinirvana, the last of the four great miracles 
of Shakyamuni’s life.  The hemispherical form of the stupa, however, predates Buddhism and, like the monumental pillars, has 
cosmological significance.  Originally, remains or other relics were placed in a hole in the ground, into which a pillar was set, and then 
earth was mounded around the pillar to prevent plundering.  With the development of Buddhism under [the emperor] Ashoka, these 
mounds evolved into monumental stupas” (Adams, Art Across Time 265-266).  
 
2. “The stupa was designed as a mandala, or cosmic diagram” (266). “The stupa’s dome (the anda, meaning ‘egg’) symbolizes the 
dome of heaven.  It supports a square platform (the harmika), enclosing by a railing (the vedika), through which a central axis-pillar 
projects.  Attached to the pillar are three umbrella-shaped chattras, royal symbols that honor the Buddha.  The configuration of the 
enclosure recalls pre-Buddhist nature worship and the ancient South Asian practice of enclosing a sacred tree with a wooden fence” 
(266). “On top of the dome, another stone railing, square in shape, defines the abode of the gods atop the cosmic mountain.  It 
encloses the top of a mast bearing three stone disks, or ‘umbrellas,’ of decreasing size.  These disks have been interpreted in various 
ways.  They may refer to the Buddhist concept of the three realms of existence- desire, form, and formlessness.  The mast itself is an 
axis mundi, connecting the cosmic waters below the earth with the celestial realm above it and anchoring everything in its proper 
place” (Stokstad, Art History 375). 
 
3. “A major stupa is surrounded by a railing that creates a sacred path for ritual circumambulation at ground level.  This ra iling is 
punctuated by gateways called toranas, aligned with the cardinal points; access is through the eastern torana” (375). “The toranas 
rise to a height of 35 feet. Their square posts are carved with symbols and scenes drawn mostly from the Buddha’s life and his past 
lives” (376). The “capitals” of the toranas “consist of four back-to-back elephants on the north and east gates, dwarfs on the south 
gate, and lions on the west gate.  The capitals in turn support a three-tiered superstructure whose posts and crossbars are 
elaborately carved with still more symbols and scenes and studded with freestanding sculpture depicting such subjects as yakshis 
and yakshas, riders on real and mythical animals, and the Buddhist wheel.  As in all known early Buddhist art, the Buddha himself is 
not shown in human form.  Instead, he is represented by symbols such as his footprints, an empty ‘enlightenment’ seat, or a stupa” 
(376).  
 
4. “Forming a bracket between each capital and the lowest crossbar is a sculpture of a yakshi.  These yakshis are some of the finest 
female figures in Indian art, and they make an instructive comparison with the yakshi of the Maurya period.  The earlier figure was 
distinguished by a formal, somewhat rigid pose, an emphasis on realistic details, and a clear distinction between clothed and nude 
parts of the body.  In contrast, the yakshi leans daringly into space with casual abandon” (376). “The swelling forms of her body with 
their lovely arching curves seem to bring this deity’s procreative and bountiful essence to life.  As anthropomorphic symbol of the 
waters, she is the source of life.  Here she personifies the sap of the tree, which flowers at her touch” (377). “Notably different from 
the Augustinian antagonism of flesh and spirit evidenced in the Confessions, and Christianity’s general abhorrence of carnal pleasure, 
Buddhism (like Hinduism) regarded sexuality and spirituality as variant forms of a single, fundamental cosmic force” (Fiero, Medieval 
Europe 38).  
 
5. “The form of the yakshis at Sanchi, like the theme itself, is related to the ancient Indian predilection for sensual, organic sculpture.  
The voluptuous breasts and rounded belly suggest early pregnancy.  The seductive pose is called tribanga, or ‘three bends posture.’ 
Together with the prominently displayed pubic area, this pose promises auspicious abundance to worshipers” (Adams, Art Across 
Time 268).  “At the top of the torana’s post, two Dharmachakra (Wheels of the Law) support tripartite forms symbolizing the 
Triratna- the Three Jewels of Buddhism: the Buddha himself, the Dharma (his Law, or Teaching), and the Sangha (the Buddhist 
monastic community). The architrave sections directly over the gateway sculptures depict Indian folktales, processions, and battles” 
(266). “The ritual of circumambulation was preformed by entering the precinct through the east gate and walking clockwise.  This 
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direction related the devotee’s movements with the passage of the sun (east, south, and west) and put him in harmony with the 
cosmos.  In fact, his involvement with the stupa was a bodily engagement within a gigantic three-dimensional mandala, or sacred 
diagram of the cosmos, which slowly and systematically transported him from the mundane world into the spiritual one” (Craven  71). 
“The stupa, central to Buddhist ritual, was exported with the faith beyond India to evolve into different forms in new lands- the 
pointed pagoda of Burma, the stacked chorten of Tibet, the tiered tower pagoda of China, and the mammoth ‘world mountain’ of 
Borobudur in Central Java, the greatest of all Buddhist stupas” (72). “Carved onto different parts of the Great Stupa, more than six 
hundred brief inscriptions show that the donations of hundreds of individuals made the monument’s construction possible.  The  vast 
majority of them common laypeople, monks, and nuns, they hoped to accrue merit for future rebirths with their gifts” (Kleiner, 
Mamiya, and Tansey 167). 
 

6. “The Buddhist monk became the model of religious life for a faith that remained aloof from dogma.  To this day, religious 
‘services’ consist only of the chanting of Buddhist texts (mainly the Buddha’s sermons), the recitation of hymns and mantras (sacred 
word and sound formulas), meditation, and confession” (Fiero, Medieval Europe 36). “Derived from the prehistoric burial mound, the 
stupa symbolizes at once the World Mountain, the Dome of Heaven, and the hallowed Womb of the Universe” (37). As worshippers 
“pass through the east gate and circle the stupa clockwise, Buddhist pilgrims make the sacred journey that awakens the mind to the 
rhythms of the universe.  While the spiritual journey of the early Christian pilgrim was linear (from narthex to apse), marking the 
movement from sin to salvation, the Buddhist journey was circular, symbolizing the cycle of regeneration and the quest for nirvana” 
(37).  “Originally the focus of a popular cult of the dead, the stupa celebrates the Buddha’s parinirvana, the central message of 
Buddhism, and also symbolizes his eternal body.  Unlike the early stupa at Bharhut and Stupa II at Sanchi, the Great Stupa at Sanchi 
has survived intact, offering us first-hand knowledge of the aims and achievements of early Buddhas architecture.  Situated on a 
major trade route near the city of Vidisa (Madhya Pradesh), Sanchi came to be a great sacred site and was visited by Asoka, who is 
commemorated on the East Gate of the Great Stupa” (Mitter 16-17).  

 

7. “Although it dates mainly from the second and first centuries BC, it is probably an enlargement of a stupa founded by Asoka.  This 
is a symbolic structure, at once a visible manifestation of the Buddha- the contemplation of his natural remains enabling the 
worshipper to think of the Buddha as an immanent reality- and an architectural diagram of the cosmos, precisely oriented and 
designed according to an elaborate system of proportional relationship with mystical significance.  It consists of a solid hemisphere, 
typifying the dome of heaven, leveled at the top to carry a square superstructure with a central mast to represent the world axis 
extending from the infra-cosmic waters to the skies.  On the mast three parasol-like forms called chattras signify the heavens of the 
gods, with that of Brahma at the top, and perhaps also the Three Jewels of Buddhism- the community of monks, the Law and the 
Buddha.  From their resemblance to the parasols carried over the heads of earthly potentates, they also declare the Buddha to be 
the universal ruler.  A palisade more than 10 feet high encircles the mound; it is built of stone but in the form of a wooden fence or 
railing.  Carefully dressed stones were fitted together as if they were stout posts and thick bars.  The four gateways called toranas 
are similarly constructed in stone to simulate wood with their horizontal beams carved so that they appear to pass through the 
uprights- the spirals at their ends suggesting the rings in the section of a tree-trunk and perhaps symbolizing the vegetative stem of 
life. Why wooden prototypes should have been followed so closely despite the technical difficulty of treating heavy stone in such a 
way is a mystery- the same phenomenon is found in other cultures, for example, ancient Egypt, Greece and, less obviously, in 
imperial Rome.  There can be no doubt that the form of the railing at Sanchi, especially of the gates, had some earlier symbolical 
significance perhaps connected with the temporary open-air fire-altars on which the sacrificial ritual of the Brahmins was centered. 
Railings seem also to have been placed round trees venerated in the nature cults of the indigenous population.  The very careful 
orientation of the gates to the cardinal points of the compass, and the walls behind them obliging visitors to turn left on entering and 
thus walk round the stupa following the course of the sun, certainly reflected the Brahmins’ cosmological preoccupations.  But on all 
Brahminical sacrificial implements ornamentation was- and still is- avoided.  The toranas at Sanchi and other stupas, on the other 
hand, are entirely covered with carvings. There are animals and Dravidian yakshis, as well as symbols of the Hindu gods and scenes 
from Buddha’s life on earth- though without his image. Whatever their previous significance may have been, the toranas acquired a 
special meaning for Buddhists.  As they passed through the gate and walked round the stupa, contemplating the holy relic buried at 
its heart, they moved from the world of the senses to that of the spirit, from the temporal to the eternal, approaching the 
enlightenment of cosmic consciousness.  They also passed from the diverse beliefs of the earlier religions of India to the all-
embracing unity of Buddhism.  As a whole the Great Stupa at Sanchi thus demonstrates how a new art emerged out of the Buddha’s 
integration of the metaphysical content of the Vedas and Upanishads with animistic pre-Aryan beliefs, which had remained the 
religion of the masses” (Honour and Fleming 219-221). 
 
8. “An outstanding feature of the narratives of the Great Stupa is its expression of joyful participation in all of life’s activities.  
Sculptors did not present viewers with sermons in stone but with the vibrant everyday world of the first century BC to which they 
could relate with ease, and which would give a sense of immediacy to their viewing of otherwise distant events.  We see processions 
watched by people on balconies, joyous scenes of music and dance, villages where women pound grain and fetch water, and forests 
where elephants bathe in lotus ponds while monkeys and geese frolic on the banks.  In the midst of all these apparently everyday 



surroundings, the Buddha is present.  Processions and dances are in honor of his relic; the village is where he performed one of his 
miracles; the forest is the setting for a tale of his previous life.  In unfolding the story of the Buddha, or the truths of Buddhism, artists 
invariably framed them in the world of the familiar” (Dehejia 58).  “One architrave that presents the story of the Buddha’s 
enlightenment employs a central focus to create an effect very different from the continuous narrative of the Great Departure.  At its 
midpoint is the Buddha, whose presence is indicated by a shrine surrounding the seat beneath the papal tree where he attained 
enlightenment; the distinct heart-like shape of the papal leaves makes it instantly recognizable.  Artists found nothing incongruous 
in including the shrine that was in place by the first century BC, but certainly not there when the events occurred; this was one way of 
giving relevance and immediacy to the enlightenment.  To the right and left of the symbols that indicate the Buddha’s presence are 
the events immediately preceding and succeeding the enlightenment.  The demon armies of Mara, the evil one in Buddhism, 
assailed Siddhartha with every conceivable weapon; finding themselves unable to distract him from his meditation, they fled in fear 
and trepidation.  Then the rejoicing gods appeared to applaud the momentous event of Siddhartha’s enlightenment, which won him 
the title of the Buddha, or the ‘Enlightened One’.  The right half of the architrave portrays Mara’s demons fleeing in d isarray, 
trampling one another in their haste; their rotund bodies and flaccid, thick-lipped faces are most expressive in the exaggerated 
grotesqueness.  Their panic-stricken departure continues on the extension of the architrave.  The left half presents the arrival of the 
gods who, by contrast, are a serene and orderly group offering salutations to the Buddha; their arrival too is continued on the 
architrave’s extension.  Gazing at the striking difference between the halves of the architrave, one cannot help but wonder whether 
they were carved by different sculptors, one being far more creative and fanciful in his treatment than the other.  On the other hand, 
a single artist may have intended to contrast the chaotic world of evil with the ordered world of good” (58-60).  
 
9. “In addition to capitalizing on the lure of storytelling the in propagation of their faith, a second successful Buddhist strategy was to 
incorporate visually, and hence acknowledge, the widespread pre-Buddhist veneration of fertility.  Each of the Great Stupa’s four 
gateways is ornamented with striking female figures, carved in the round and poised as decorative brackets between its pillars and 
the lowest architrave” (64). “On the Sanchi gateways, however, artists, patrons and monastic authorities display their faith in the 
widely held pan-Indian belief that the figure of woman is auspicious.  Woman was associated with fertility and thus, in turn, with 
growth, abundance and prosperity.  What might seem a paradox to modern minds was not so to the ancient Indians.  After all, in the 
Buddhist and Hindu context, woman was not associated with sin” (65).  “Beyond auspiciousness, however, the woman-and-tree 
motif carried an added dimension of meaning due to a widely prevalent ancient belief that by her very touch, woman could cause a 
tree to blossom or bear fruit” (66).  
 
Buddha and Buddhism 
 
1. “Prince Siddhartha Gautama is believed to have been born around 563 BC in what is now Nepal.  According to legend, his mother, 
Queen Maya, gave birth to him through her side, while reaching up to touch a sal tree in the Lumbini Grove.  Siddhartha’s father, the 
head of the Shakya clan, was told in prophecies that his son was destined either to rule the world or become a great spiritual leader.  
In accordance with his own preference, Siddhartha’s father raised his son the sequestered atmosphere of the court.  But at the age of 
twenty-nine, Siddhartha ventured outside the palace walls and encountered the suffering of humanity- disease, old age, and death.  
Disturbed by what he saw, he renounced materialism, left his wife and family, and rode out to save the world” (Adams, Art Across 
Time 262). 
 
2. “At first, Siddhartha became an ascetic and a beggar, devoting himself to meditation.  He practiced extreme austerities while 
continuing his quest for knowledge. But after six years, starving and no closer to his goal, he ended his fast and adopted a moderate 
Middle Way.  Then, in 537 BC, while meditating under a papal tree, Siddhartha, resisted the seductive temptations of the demon 
Mara, and achieved enlightenment.  Henceforth, this tree was known as the sacred bodhi (‘enlightenment’) tree and its site as 
bodhgaya (literally, a ‘place of enlightenment’).  Siddhartha, having become a Buddha (‘one who has awakened’), was now known 
as Shakyamuni (‘the sage of the Shakya clan’). He preached the First Sermon in the Deer Park at Sarnath, which set in motion the 
Wheel (Chakra) of the Law (Dharma) and founded Buddhism.  He spent the remainder of his life traveling and preaching his new 
philosophy.  In 483 BC, the last great miracle of Shakyamuni Buddha’s life, the Mahaparinirvana, occurred: when he died, at the age 
of eighty, the cosmos caused his cremated remains to shine like pearls” (262). “In social terms, Buddhism can be seen as an attempt 
to reform the rigidity of the caste system.  Shakyamuni Buddha taught the Four Noble Truths as the basis of Dharma, according to 
which life is suffering (1), caused by desire (2). But one can overcome desire by conquering ignorance (3), and pursue an upright life 
by following the Eightfold Path (4)” (263). “In order to escape suffering, Shakyamuni Buddha advocated the extinction of all desire 
and all sense of self through meditation and spiritual exercises, which his disciples codified.  Shakyamuni established the world’s first 
monastic communities (the Sangha) and, after his death, Buddhist monasteries proliferated.  Missionary monks spread Buddhist 
doctrine throughout the world” (263). 
 
3. “A momentous change came about with a new school of Buddhist thought called by its adherents the Mahayana or Great Vehicle 
(of Salvation) to distinguish it from the earlier form which they dismissed as Hinayana or Small Vehicle, later to be named by its 
followers as Theravada, the ‘way of the elders’. Early Buddhism had been a literally atheistic philosophy derived from the Buddha’s 



teaching and especially his final injunction that his disciples should work out their own salvation for themselves.  It encouraged 
withdrawal and the contemplative life of a monastery. The Mahayana, however, conceived the Buddhas not as a mortal teacher 
whose precepts and example were to be followed, but as a god who had existed eternally, like Brahma (the creator god, not to be 
confused with Brahman), without beginning or end.  In this form Buddhism became more easily reconcilable with other religious 
beliefs both in India and, as we shall see, China and Japan.  From a transcendental viewpoint, the historical Buddha came to be seen 
as an illusion in an illusory world; this paradoxically permitted him to be represented by images, for all images are illusory too.  At a 
lower intellectual level the Mahayana opened the door to the worship of a Buddhist pantheon of deities visualized 
anthropomorphically like, and sometimes together with, the deities of other religions.  Most important among them were the 
Bodhisattvas or Buddhas-in-the-making, who, for the salvation of humanity, renounced the Nirvana they were capable of attaining” 
(Honour and Fleming 224-225).  
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Identify the torana, the anada, the harmika, the yasti, and the chatras of the stupa. Also, identify their symbolic meaning.  
 
 
 

 
 

 
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 
Using the information provided, and citing specific visual evidence, analyze how the Great Stupa reflects both beliefs and practices 
of Buddhism.  
 

 
 
 
 
 
 
 
 
 
 

 

BELIEFS: (provide at least five) PRACTICES: (provide at least three) 



 

 

 

 

DATE DUE: ___________ 

 
 
 
 
 
 

1. The practices and beliefs of Hindus vary tremendously, but the literary origins date to the  
 
______________ period. From 800 to 500 BCE, religious thinkers composed a variety of texts called the  
 
_____________________. Among the innovative ideas in these texts were the concepts of samsara, 
karma, and nirvana. 

 
2. The goal of ritual sacrifice is to please a deity in order to achieve “moksha” or “nirvana” (which means  

 
“_______________________”) from the endless cycle of birth, death, and rebirth, called  
 
“_________________________.” 

 
3. In one of the major sects of Hinduism, Shaivism, Shiva is the supreme god. His role is that of the  

 
__________________________, but he is also a regenerative force. In the latter role, Shiva can be  
 
represented in the form of a ______________________ (a phallus or cosmic pillar). Shiva rides the bull  
 
_____________________ and often carries a trident, a three-pronged pitchfork.  

 
4. In another major sect of Hinduism, Vaishnavism, Vishnu assumes the role of the  

 
______________________ of the Universe. When the evil forces of the universe become too strong, he 
descends to earth to restore balance and assume different forms of incarnations known as  
 
______________________. What are some of these different incarnations that Vishnu assumes? 

 
5. Devi is the Great Goddess who takes on many forms and has many names. Hindus worship her alone or  

 
as a consort of male gods (__________________ or _____________________, wife of Shiva;  
 
_______________________, wife of Vishnu), as well as ______________________, lover of Krishna. In  
 
one manifestation, she is ______________________ a multiarmed goddess who often rides a lion. Her  
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son is the elephant-headed _____________________, whose auspicious role is to remove obstacles. 

 
6. Identify the following parts of a Hindu temple. Your identification should address both symbolic and 

literal functions. 
 

garbha griha 

 

linga 

 

mandala 

 

sikhara 

 

amalaka 

 

mandapas 

 

vimanas 

 
 

7. Only _____________________________ may enter the inner sanctuary of a Hindu temple and make 
offerings to the gods. Worshipers, however, may stand at the threshold and behold the deity as 
manifest by its image.  

 
8. In the elaborate multi-roomed temples of later Hindu architecture, the worshipers progress through a  

 
series of ever more sacred spaces, usually on an ______________-___________________ axis. 

 
9. The temples at Khajuraho was built by the rulers of the __________________________ dynasty. The  

 
temples were built in a shape that symbolizes the sacred _______________________ mountains, 
believed to be the home of the gods. 

 
10. On the temples at Khajuraho are female figures known as apsaras, meaning that they are  

 
________________________. How do these figures provide a glimpse of life at the palace? 

 
11. Many of the carvings are in the forms of mithunas, meaning “____________________________.” The  

 
concept of “kama” that these mithunas express can be described as ____________________________. 

 



 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 

1. This statue was created in India  
 
under the ________________ 
Dynasty. At this time, sculptors 
had perfected their skill of 
casting images in  
 
________________, as this statue 
attests.  

2. Here the god Shiva dances 
within the cosmic circle of fire 
that is the simultaneous and 
continuous  
 
____________________ and  
 
______________________ of the 
universe. 

9. Shiva’s lower right 
hand, with his palm 
raised and facing the 
viewer is lifted in the 
gesture of the  
 
__________________ 
mudra, which says to 
the supplicant, “Be  
 
not ______________, 
for those who follow 
the path of 
righteousness will 
have my blessing.” 

3. Shiva’s matted locks of 
hair reflect reflects his role 
as a religious ascetic, a  
 
______________, who 
sometimes meditates for 
hundreds of years in the 
Himalayan mountains.  

4. When Hindus 
worship the 
Shiva Nataraja, 
they  
 
_____________
the image, 
cover it with  
 
____________ 
and  
 
____________. 
The only bronze 
part visible is 
the face, 
marked with 
powders and 
scented pastes.  

6. Poised in 
one of Shiva’s 
hands is the  
 
___________, 
the 
destructive 
flame he uses 
to end the 
universe.  

5. Here Shiva holds an 
hourglass-shaped 
damaru  
 
_____________ that 
he beats in order to 
bring the universe into 
creation.  

10. The food given to the god is 
particularly important, as he eats  
 
the “____________________”, 
leaving the remainder for the 
worshiper. The food is then  
 
_____________________ (grace), 
sacred because it came in contact 
with the divine.  

8. Shiva’s lower left hand stretches 
diagonally across his chest with his 
palm facing down towards his 
raised left foot, which signifies 
spiritual grace and fulfillment  
 
through _____________________ 
and mastery over one’s baser  
 
______________________.  In this 
sense, it indicates sanctuary for the 
soul of the devotee.  

11. Shiva’s left foot is lifted 
as part of the dance of 
bliss, raised in elegant 
strength across his body. 
Like a member of royalty, 
his ankles, arms, chest, 
and ears are adorned with 
 
__________________. 

12. Shiva’s right foot 
stands on the demon  
 
____________________, 
the embodiment of  
 
____________________, 
which the god stamps 
out as he dances.  

7. One story of Shiva’s 
triumph recounts how 
he takes on the  
 
_________________ 
hurled at him by 
enraged sages of the 
forest and coils it 
around himself, 
thereby neutralizing it 
as a weapon.  

ADDITIONAL CLASS NOTES ON SHIVA AS NATARAJA 



 

 

 

 

DATE DUE: ___________ 

 
 

1. Jokhang Temple was founded in 647 by King Songtsen Gampo (r. 617-49), the first ruler of a unified  

 

Tibet, and his two foreign wives who are credited with bringing __________________________ to 

Tibet. The temple was constructed to house a sacred image of the Buddha, the  

 

__________________________, which Queen _____________________ brought with her from China as 

a dowry.  

 

2. The exterior of the temple is decorated with deer and wheel motifs, early symbols of Buddhism. Both  

 

represent the Buddha’s first sermon, in which he “turned the wheel of the ______________________ in 

a deer park near Varanasi, India. 

 

3. Jokhang’s interior is a dark and atmospheric labyrinth of chapels dedicated to various gods and  

 

bodhisattvas, illuminated by votive candles and thick with the smoke of _____________________. The  

 

main cloister is ringed with larger prayer ____________________, kept spinning throughout the day by 

pilgrims.  

 

4. The cloister leads to the central hall, which contains Jokhang Temple’s star attraction, the Jowo  

 

Rinpoche ( or Jowo ____________________________). This life-sized statue of the Buddha at age  

 

______________ is the holiest object in Tibet. Probably originating in India, it was brought to the city of  

 

_______________________ as part of a dowry in the year _____________________. The richly gilded  

and bejeweled image is flanked by altars of King Songtsen Gampo and his two wives.  

 

5. Jokhang Temple is a very important pilgrimage destination for Tibetan Buddhists. Pilgrims come from 

all corners of Tibet, usually on foot and often performing austerities for penance along the way. The  

 

most devout cover the last several miles _______________________ on the ground. 
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Stupa at Borobudur (Java), c. 800 
 
1. “Borobudur, the largest Buddhist temple in the world, is found in the heart of the island of Java.  Built during the Sailendra 
dynasty, probably between 760 and 810 AD, it is situated in a plain surrounded by mountains and volcanoes, not far from the shores 
of the Indian Ocean.  The temple is an important document about the kingdoms of Central Java on which there are almost no written 
documents or other materials to help us reconstruct this historic period” (Bourbon 242). 
 
2. “The stupa, built over a crest of a small hill, is about 408 feet on each side, 105 feet tall, and is decorated with over ten miles of 
relief sculptures in open-air galleries.  The stairways that bisect all four sides of the structure are oriented to the cardinal directions.  
Borobudur represents Mount Meru, the centerpiece of the Buddhist and Hindu universes, and the name of this monument may 
mean ‘mountain of the Buddhas.’  The base and first five levels, which are rectangular, represent the terrestrial world.  Reliefs on the 
ground level of the stupa illustrate the plight of mankind moving through endless cycles of birth, death, and reincarnation.  The walls 
of the next four tiers show scenes from the life of the Buddha taken from the jatakas and the sutras (scriptural accounts of the 
Buddha).  The three round, uppermost levels of the structure represent the celestial realm and support seventy-two stupas.  Each of 
them originally contained a statue of the preaching Buddha seated in a yoga position, and they surround the largest, uppermost 
stupa” (O’Riley 82). 
 
3. “Borobudur is the ultimate diagram of the Buddhist cosmos and existence.  Moving around it and ascending to the summit, 
pilgrims can relive their own previous lives and those of the Buddha, and see things to come in the future.  They ascend from the 
human Sphere of Desire to the Sphere of Form, and finally arrive at the uppermost stupas, the Sphere of Formlessness, which 
symbolizes the Buddha’s ultimate achievement in nirvana.  Combined, the symbolism of the architecture and the reliefs to be 
viewed while encircling it outline a microcosm of all earthly and heavenly existence in a consummate statement of the Mahayana 
Buddhist philosophy.  In the physical act of following the galleries clockwise around the monument, ascending upward from reliefs 
representing the world of desire, past the stories of the Buddha who escaped from karma to images of such bodhisattvas as 
Maitreya, the Buddha of the Future, the devotees follow in the Buddha’s footsteps.  Unlike Hinayana Buddhism and the stupa at 
Sanchi, both of which provide a single step toward release from karma, Mahayana Buddhism and Borobudur present the ascent as 
many-leveled, but as capable of being achieved in one lifetime” (82-83). 
 
4. “The first three upper, circular terraces contain 72 stupas, 32 on the first circular level, 24 on the second, and 16 on the third.  The 
anda, or domical section of each stupa, was constructed with stone lattice work, so that one can see the inside of the dome. The 
stupas on the two lower circular levels have diamond-shaped lattice work, with square harmikas (the altar on top of the dome), while 
those on the third level show square lattice work and octagonal harmikas.  Each of the stupas contained a seated Buddha figure, his 
hands forming a mudra… Each Buddha could be seen through the lattice work.  The topmost stupa originally contained a Buddha 
figure, (later stolen), which some scholars believe was of the Adibuddha, hidden within the dome of the structure and thus out of 
view to pilgrims.  The Adibuddha is the primordial Buddha, the primal, non-dual essence, the source of universal mind, from which 
everything emanates, that is, from which the physical universe originates.  Adibuddha is unborn and uncreated, exists 
spontaneously, without cause or dependent origination, and yet is the ultimate cause and originator of everything in the universe” 
(Lundquist 18). 
 
5. “On the lower, gallery levels, five balustrades are formed that look out over the plain in each direction.  Seated within niches 
ranged along each balustrade, facing the four directions, are, in total, 432 Buddhas.  The Buddhas on each side of the temple on the 
first four balustrades all sit in the same posture, with the same mudra.  Those on the east sit in bhumispharsa, ‘touching the earth’, 
and represent the Dhyani or meditation Buddha Akhshobya; those on the south make the gesture of varada, ‘greeting’, 
corresponding to the Dhyani Buddha Ratnasambhava; the Buddhas on the west side sit with the mudra of dhyani, ‘meditation’, and 
represent Amitabha; while those on the north face of the monument express the gesture of abhayamudra, ‘fearlessness’, the mudra 
of the Dhyani Buddha Amoghasiddhi. The Buddhas in the niches of the fifth balustrade level, 64 in all, all form the same mudra in 
each direction, vitarkamudra, ‘teaching’, and represent the Dhyani Buddha Vairocana. The total number of Buddhas in the niches 
along the balustrades is 432, one of the most important numinous numbers with the Indian religious tradition, symbolizing a 
mahayuga, 4, 320,000, the total time of the four world ages” (18).  
 
6. “The Buddhas in the niches of the four faces have the appearance, from a distance, of Siddhas, or hermits, meditating deep within 
caves on the sides of the sacred mountain” (18). “Borobudur has been placed within the context of the Tibetan and Nepalese Tantric 
traditions of Diamond World Mandalas, which have their architectural expression in the Himalayan regions in the so-called 
Adibuddha Stupas… In this conception the Adibuddha, the formless, non-dual center and source of all emanation, is seen at work at 
each level of the temple-mountain: the hell worlds, the form realms of earthly existence, and in his manifestations as the five Dhyani 
Buddhas, who represent the five-fold transcendent wisdom of the Adibuddha.  The five Dhyani Buddhas have each presided over a 



world system.  The pilgrim or initiate comes to the temple to learn the essence of a vast cosmic world-system (thus for example the 
role of the measurement of the Kalpas in temples such as Angkor Wat and Borobudur), and thus ultimately about creation itself.  
One learns also the insubstantiality of all appearance” (19). 
 
7. “Around 1300 years after the life of the historical Buddha, the largest Buddhist building in the world was built in centra l Java: the 
“world mountain,” Borobudur. This architectural vision of a religion grew out of the tropical landscape; it is in essence a petrified 
illustration of the cosmos as seen in the Buddhist thought of Southeast Asia. Three central elements of Buddhism are epxressed here 
in the architectural form of the stupa, the Meru, and the mandala” (Fahr-Becker 308). “The Borobudur, which was erected on the 
side of a natural hill and so has no interior rooms, culminates in the largest stupa in the world. The Meru is a representation of the 
mythical world mountain, Mount Meru, on whose summit the gods live. In order to be nearer to the gods, the builders constructed a 
pyramid whose steps are the natural hill, a terraced holy shrine. With every step pilgrims climb they symbolically achieve one more 
step in their spiritual development and so reach a higher state of consciousness” (308-309). “The architecture of the Borobudur 
reflects the philosophy of the three cosmic spheres of Buddhism: Kamadhatu, the sphere of desire; Rupadhatu, the sphere of form; 
and Arupadhatu, the sphere of formlessness” (309).  
 
8. “A mandala serves as a pattern for meditation and as an aid (yantra) in achieving concentration and the state of meditation. The 
Borobudur is a three-dimensional mandala in which architecture and sculpture work in harmony; the Borobudur-mandala guides 
pilgrims along the stepped path that climbs through the three spiritual realms. The mandala symbolizes that process through which 
the soul is liberated from its earthly life in order to attain perfection at the highest stupa” (309). “The lowest level, Kamadhatu, 
reflects earthly pleasure and suffering; here the predominant elements are sin, vice, war, and suffering. This level merges almost 
imperceptibly into that of the Rupadhatu, the sphere that mediates between the lower and upper levels, between the physical and 
the spiritual. Pilgrims are still more or less tied to the lower level, but before them lies a vision of purification and reform. Perhaps 
this second level could also be described as a sphere of hope. As aids in this process of spiritual ascent there are the four galleries in 
which 1,300 elaborate bas-reliefs in basalt depict the life of the historic Buddha, Siddharta Gautama. It begins with his mother Maja’s 
prophetic dream about a white elephant, and then her death after his birth. Siddharta’s youth in the royal palace is also depicted: he 
is to want for nothing; yet this life imprisons him in a golden cage, and the suffering and misery of the world are withheld from him. 
One day, however, Siddhartha leaves and comes into contact with the harsh outside world. He has four central encounters. First he 
meets an old man and learns that there is no eternal youth. Then he meets a sick man, and learns that good health is not everlasting. 
When he comes face to face with a dead man he sees that life is transitory… The last encounter is with a monk; from him he learns 
how one can transform one’s life through meditation” (309-310). 
 
9. “ The next step leads to the Arupadhatu. This is the sphere of formlessness, the release from human suffering. Whereas the  
terraces of the Rupadhatu, with the many images of the Buddha, are square, the Arupadhatu is in the form of a circle, the ‘perfect’ 
geometrical figure, an image of the absolute, where the states of Buddha remain hidden under open stupas. There are 72 stupas on 
the three upper circles. We do not know whether there was once a statue of the Buddha in the large uppermost stupa. On their 
symbolic path to Nirvana, the devotees have been able to admire 432 Buddhas in high relief in the niches above the gallery passages. 
Each of these has a typical mudra (hand position). On the eastern side is the bhumisparshamudra, indicating reasoning; on the 
south, the waradramudra, meaning granting wishes. On the western side is the dhyanamudra, indicating meditation, and on the 
north the abhayamudra, representing fearlessness. With the 72 stupa Buddhas on the highest circle, we have a total of 504 statues 
of Buddha on this highest spiritual level. 504, 432, 72: the sum of each set of digits gives the number 9. The number of terraces 
including the highest circle is likewise 9. The Borobudur is steeped in such number symbolism, though much of this is not 
understood” (310-311). “Once a year the greatest Buddhist festival, the Waisak, is held at Borobudur and attracts Buddhist monks 
and adherents from the whole of Indonesia. They fetch holy water from the source of the Progo River on Mount Sindoro, and fire 
from Mount Merapi. Two days later they all meet at the Gandi Mendut to perform the ceremony and walk in procession to the 
Borobudur past the Candi Pawon. Recently there have been fruitless attempts on the part of the Buddhists for permission to use the 
temple sites for daily rituals” (312).  
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Based on your reading, discuss how the three different sections of the Stupa at Borobudur function both 

literally and symbolically. Also, how is each level distinguished in terms of design and ornamentation? 

 

 

 

 

 

 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
  



 

 

 

 

DATE DUE: ___________ 

Angkor Wat (Cambodia), c. 1120-50, and the Bayon, c. 1190-1220 
 
1. “Hindu art of the Gupta period spread from India southeast to Burma and Cambodia, where it developed a new and distinctive  
imperial character under the patronage of the Khmer (Cambodian) monarchs.  As a ‘king of the gods’ (devaraja), a Khmer ruler was 
deified during his own lifetime.  By the twelfth century, the powerful monarchs, ruling out of Angkor (Khmer, ‘city’ or ‘capital’), 
about 150 miles northwest of Phnum Penh, controlled an area that included portions of Thailand and Vietnam.  The city of Angkor, 
crossed by an extensive network of broad avenues and canals, covered about seventy square miles.  The royal palaces, built of 
perishable materials, have long disappeared, while the temples, constructed out of brick and stone, remain in a relatively good state 
of preservation” (O’Riley 91). “The largest of these temples, Angkor Wat (‘temple of the capital’), was built during the reign of King 
Suryavarman II (1112-c. 1150).  Its central spire is about 200 feet tall and the moat surrounding the complex is over two miles in 
circumference.  The broad moat and the outer wall symbolize the oceans and mountains ringing the edge of the world. Within, the 
five towers stand for the peaks of Mount Meru, the heart of the Hindu universe.  The temple is oriented so viewers passing through 
the western gate at sunrise on June 21, the beginning of the Cambodian solar year, would see the sun rise directly over the central 
tower.  This orientation may further tie the architecture and deified king with the cosmos” (92). “It was begun in the reign of 
Suryavarman II as a tomb for himself and a temple dedicated to Vishnu” (Honour and Fleming 250).  
 
2. “The kingdom of Angkor began to flourish in the ninth century along the northern shore of the Tonle Sap, the Great Lake, which 
dominates the center of Cambodia.  The Tonle Sap was to the Khmer what the Nile was to the ancient Egyptians.  During the 
monsoon season the Tonle Sap quadruples in size.  When the dry season returns, water flows out of the lake, leaving a fertile layer of 
mud.  Long ago the Khmer learned to divert the retreating water to increase rice production.  As the population increased, the 
Khmer began to manage water ever more intensively, not only for agriculture but also for religious purposes. They created broad 
moats around temples and built immense sacred lakes called barays, symbolic of the oceans surrounding mythical Mount Meru, the 
center of the universe… In the 12

th
 century the capital of Angkor may have embraced a population of one million.  By comparison 

Paris, one of the great cities of Europe at the time, had a population of perhaps 30,000” (Preston 89). “In the twelfth century, Khmer 
architecture culminated in the massive complex of interconnected waterways, roadways, terraces, monastic buildings, and shrines 
called Angkor Wat (wat meaning ‘temple’). These were built in gray-black sandstone, under the patronage of Suryavarman II (ruled 
c. 1113-50), and dedicated to Vishnu. The temple’s central icon depicted Suryavarman in the guise of Vishnu.  The plan of the central 
complex shows the characteristic rectangle arranged in an east-west orientation, and concentric colonnaded galleries.  An inner 
rectangle, three stories high, has five towered shrines and connecting colonnades accessible by stairways.  At the focal point of this 
complex is the central temple, which stands for Mount Meru.  Thus the entire conception is a two- and three- dimensional mandala 
of the cosmos. At the same time, the temple had a mortuary significance and was designed as a memorial to its patron.  This is 
reflected in the frequent representations of the death god Yama in the relief sculptures covering the walls.  In addition, the temple’s 
unconventional orientation toward the west reinforces its association with death” (Adams, Art Across Time 444). 
 
3. “The main roadway leading to Angkor Wat is flanked by balustrades in the shape of giant water serpents, which are cosmic fertility 
serpents” (444). “The bridge with its balustrade formed by nagas, serpents with five or seven heads, represents the rainbow unity 
earth and sky and the rain the serpents bring.  As every sovereign had to carry out three fundamental duties which were his duty 
toward his subjects, with the constructions of reservoirs and irrigation channels, toward his ancestors, with the building of a temple 
to commemorate them, and toward himself as devaraja with the building of a mountain-sanctuary, there are many monuments in 
the Angkor area” (Bourbon 251). “Suryavarman II was devoted to Vishnu, and the bas-reliefs of the outer gallery are inspired by the 
acts of this god and his incarnations of Rama and Krishna.  The former, prototype of the just king, is celebrated in the Ramayana, and 
the latter in the Mahabharata, the two great Hindu epic poems” (254).  
 
4. “In a series of huge and breathtakingly beautiful panels, it depicts stories from the Ramayana and the Mahabharta and scenes 
from Suryavarman II’s reign. Enthroned and protected by naga serpents, the King discusses war tactics with his advisers, for 
example, or stands atop an elephant urging his armies into battle against his enemies.  The god Vishnu, mounted on a garuda, fights 
with demons; or rides a war chariot into battle, in his incarnation as the Lord Krishna; or presides over the Churning of the Sea of 
Milk, a Hindu creation myth in which gods and demons, by pulling at either end of a huge serpent wrapped around a mountain, 
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stirred up the waters to produce amrta, the elixir of life” (Tinniswood 31-32).  The numerous parasols seen in the reliefs of 
Suryavarman are “ancient emblem[s] of royalty and high rank throughout the East” (Hall 93).  
 
5. One most beguiling aspect of Angkor are “the celestial dancers called apsaras” (White 589). “Though battered, the apsaras do not 
age.  They promise a joyful existence after the last reincarnation.  Angkor itself awaits that time, having known cycles of decay and 
rebirth for a thousand years” (254). “From the walls of Angkor still smile ideal apsaras, sculpted in sandstone as permanent 
entertainment for the gods. They have suffered the damage of time and war and mindless vandalism” (589). “When the French 
naturalist Henri Mouhot, exploring Southeast Asia, came across Angkor Wat in 1860, he could hardly believe his eyes.  He asked the 
local Cambodians if they knew who had built this stupendous structure covering  nearing 500 acres. They shrugged: Who else but 
giants, or the king of the angels?” (Preston 89). Suryavarman “vanished around 1150- possibly murdered- and was likely buried here, 
in Angkor Wat.  Toward the end of the century a new king came to the throne, Jayavarman VII.  Jayavarman would become 
Angkor’s greatest ruler.  He was a contradictory man, a devout Buddhist mystic who waged war, expanded the empire, and exacted 
tribute. His statues portray him deep in meditation, smiling with half-closed eyes, detached from worldly things, and yet he 
embarked on vast building projects to his own glory that required the labor of hundreds of thousands, many of whom were slaves.  
He also kept hundreds of concubines” (Preston 89, 92). Jayavarman “was styled not a Devaraja but a Buddharaja- the incarnation of a 
Bodhisattva as ruler- and he did his best to impose Buddhism as the national religion. The capital city had been sacked by invaders 
from Vietnam, so he founded a new one nearby, Angkor Thom, laid out on a square grid plan, as well as many temples both at 
Angkor and elsewhere in his kingdom. His numerous public works included roads, rest-houses along them, reservoirs and hospitals 
as well as temples” (Honour and Fleming 252).  
 
6. “None of these temples or monuments was intended to serve human beings as dwelling-places, or to be used by human beings; 
Angkor is not the Parthenon or Colosseum; it was built as an expression of the idea of the divine: it is the realization in stone of the 
divine power of the kings of Angkor… But the kings, the dignitaries, and the people did not live in these stone temples. They  lived in 
huts of wood and straw, in the grounds of the temples or near to them, but never in the temples themselves… The king who had 
built the monument lived nearby: the site itself was the image of his power, his lingam, his monarchy, his cult, his divine substance; 
his body was merely his human frame” (Fahr-Becker 367). “Just north of Angkor Wat, Jayavarman built a walled city of temples, 
pools, and terraces- Angkor Thom, or Great City.  At the center he raised his state temple, the Bayon. If Angkor Wat is the classical 
Khmer ideal, the Bayon is its Gothic sibling, replete with crooked passageways, dark galleries, forests of stone pillars.  Fifty-four 
towers rise from its ramparts, each carved with four gigantic, smiling faces” (Preston 92). “It is said that the heads and faces on the 
towers bear the features of the great Jayavarman VII, whose sympathy was so great that he experienced the sufferings of his 
subjects with them, and thus, after death, cared for their well-being with his all-seeing gaze. The Bayon also had astrological 
significance, for today, as they did a thousand years ago, the Khmer believe in fortune-telling and prophecies, in omens and the evil 
eye. In the innumerable possibilities of seeing the future and of avoiding ill-fortune. In its interior the Bayon conceals a gigantic 
image of Jayavarman in the shape of Buddha, intended to recall not his likeness but his divinity as a king. No Khmer would see out or 
go near the Bayon at night, for it is said that this would amount to a challenge to fate, and would result in a speedy death” (Fahr-
Becker 369).  
 
7. “One of the greatest mysteries of Suryavarman II’s reign is why Angkor Wat, the largest Khmer temple built up to that time, and 
one of the largest in the world, is dedicated to Vishnu… We know from inscriptions that Shaivism remained the dominant form of 
Hinduism within the kingdom” (Roveda 11). “One could hypothesize that the new king through his own name may have believed 
himself to be connected with Surya, the old Vedic god of the solar dynasty who had been gradually replaced by a far more powerful 
god of the same dynasty, Vishnu. Or it may be that as a usurper, Suryavarman II identified himself with Krishna who in the original 
texts was seen rightfully to usurp the worship of Indra. Thus Angkor Wat’s relief depicting the story of Krishna fighting the Indra cult 
and instructing the cowherds to abandon the old ritual and to worship him, could symbolize Suryavarman’s replacement of the older 
cult of Shiva with a new spirit of Vaishnavism” (11). “The rite of deciphering and decoding, this pattern-space by walking around the 
temple… would have brought the visitor to discover certain truths and his/her own “center.” This trip, as an act of initiation, may be 
compared to the Tantric trip from an external mandala into an interiorized mandala. The ascent to the terraces of the mountain-
temple as an ecstatic journey to the center of the perfect Hindu universe, must be seen as ultimately symbolic of the perfection of 
the Hindu world over which Suryavarman II ruled with the blessing of his god, Vishnu. Besides being at the centre of a town and the 
capital of his kingdom, Angkor Wat may have been the goal of a pilgrimage from other parts of the Khmer kingdom” (20).  
 
8. “The brahmins believe that the whole earth, once floating and mobile, became stable when fixed by cardinal points. The main 
points, or corners, of earth are those where heaven and earth meet, where the sun rises and sets, the east and west. The other 
cardinal points complete the square and each of them has its own regent. According to Sanskrit treatises on religious architecture, 
the northeast is also the place where the principle of Shiva is positioned, while the position of Surya is in the east, that of Vishnu to 
the west, that of Yama to the South and of Brahma at the centre. The general Indian rule that the temple’s orientation must face 
east was adopted by the Khmer. There were only a few exceptions of orientation to the west, the better known being that of Angkor 
Wat because it was dedicated to Vishnu” (20). “That the western orientation of the temple had an intense meaning for Angkor Wat’s 



planners and builders is demonstrated by the main architectural elements being located on the western side of the temple: an 
imposing causeway, entrance pavilions, cruciform cloister, libraries, main shrine opening to the west, etc… Furthermore, the 
decorative elements (including the narrative reliefs) were completed first in the western gallery of the 3

rd
 enclosure and its two 

corner pavilions” (20). “Angkor Wat was sited so that from outside the western entrance the sun could be seen rising above the 
central spire on 21 June, the beginning of the solar year according to Indian astronomy, as was appropriate for the monument to 
Suryavarman whose name means ‘protected by the sun.’ And the distance from this entrance to the central shrine is 1,728 hat (the 
Khmer unit of measurement), corresponding with the 1,728 years of the first ‘golden age’ of the universe according to Hindu 
reckoning” (Honour and Fleming 250-251).  
 
Vishnu and the Churning of the Ocean 
 
1. “One day, the Indian gods gathered on Mount Meru, the navel of the world, to discuss how to gain the amrita, or elixir of 
immortality, which was hidden deep in the ocean.  At the god Vishnu’s suggestion, they decided to try to churn it out, using Vasuki 
the snake as a rope, and Mount Mandara, set on top of a giant tortoise, as a paddle.  The Devas, the gods friendly to humankind, 
seized Vasuki at one end, and the Asuras (or anti-gods) seized him at the other.  As each side pulled, the paddle turned this way and 
that, churning the ocean, which soon became milky and turned into butter.  The gods continued churning and gradually ‘fourteen 
precious things’ came forth, including the sun, the moon, Vishnu’s wife Lakshmi, and finally, Dhanvantari, the god’s physician, 
carrying the amrita.  The Devas and the Asuras clamored to taste it but Vishnu tricked the Asuras out of drinking it, and only Rahu, 
the ’grasper,’ a monstrous demon, had a sip.  To prevent the whole of him from achieving immortality Vishnu cut off his head.  This 
remained immortal and declared war on the moon god, Soma, alternately swallowing and regurgitating him, in an attempt to find 
more of the immortal elixir (also called soma)” (Philip 108). 
 
2. “Vishnu was identified with other aspects of creation.  At the end of each cosmic cycle he devoured the universe and during the 
ensuing ‘night of Brahma’ was transformed into the primeval ocean.  In that role he was known as Narayana, ‘he who moves on the 
waters’. While he slept the world was restored to its original purity.  He is represented very widely from the 7

th
 century reclining on 

the waters.  His couch consists of the multiple coils of a great snake, the cobra Ananta (the ‘Infinite’).  It is also called Shesha and 
symbolizes water.  Ananta has seven or nine hooded heads which form a protective canopy for the god.  A lotus grows from Vishnu’s 
navel and in the flower sits the much smaller figure of Brahma.  Among others present are Lakshmi, the wife of Vishnu, the earth-
goddess Bhudevi, Indra on an elephant and Shiva on a bull.  They are all smaller in scale” (Hall 211-212). 
 
3. “Vishnu’s most characteristic attributes are the conch-shell, disk, club and lotus, some of which he usually retains through his 
various changes of identity.  He may have four or more arms, in which case two hands may be in the abhaya and varada poses.  His 
hair should be arranged in the kirita-makuta style but is sometimes the jata-makuta.  He wears jewelry, ear-pendants and some form 
of Brahmanic sash.  If seated, his throne is the lotus or lion type.  His mount is the wild goose, Garuda. With the growth of his cult 
Viishnu’s alternative forms, or ‘incarnations’, became very numerous as he assimilated local deities.  By about the 11

th
 century, they 

had been reduced to a generally agreed corpus of ten, though individual examples are seen in sculpture of a much earlier date.  In the 
myths the purpose of the avatars is to assist the god in his tasks of creating and guarding the universe, often from attack by demons.  
The images are mainly devotional figures in stone or bronze, rarely narrative” (212). 
 
4. “The view that the Buddha was an incarnation of Vishnu was not universally accepted and, when it was, the reasons were 
sometimes contradictory.  According to orthodox Hinduism, Buddhism was heresy.  In particular it taught, like Jainism, that all life 
was inviolate.  This was a denial of animal sacrifice that was at the heart of the teaching of the Vedas, the Hindus’ oldest and most 
sacred literature.  According to the Vishnu Purana Vishnu took the form of Buddha, called the ‘Deceiver’, to persuade the demons 
(i.e. the sinful) to abandon the religion of the Vedas. Heresy would lead to their corruption and ultimate damnation and the victory of 
the gods of Hinduism.  Later, with the decline of Buddhism in India, there was a move to bring heterodox sects within the sphere of 
Hinduism.  The Buddhist temple at Gaya, in Bihar, built on the supposed site of Shakyamuni’s Enlightenment under the bodhi tree, 
was re-dedicated to Vishnu and Shiva.  It was now maintained that the avatar took place to demonstrate Vishnu’s clemency towards 
all living things” (213-214).  
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Based on the reading, analyze ways in which Angkor Wat conveys power through its function, design and/or ornamentation, and 

location.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

FUNCTION 

DESIGN and/or 
ORNAMENTATION 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

LOCATION 

Analyze both how and why the Bayon differs from Angkor Wat.  

3. One day, the Indian gods gathered 
on Mount Meru,  
 
the ________________ of the world, 
to discuss how to gain  
 
the ________________ of 
immortality, which was hidden deep 
in the ocean. Vishnu suggested using  
 
________________, the snake, as a 
rope to churn it out.  

 
2. The ________________, gods 
friendly to humankind, seized the 
snake on one end, and the  
 
___________________ (or anti-
gods, the demons of chaos) 
seized him at the other. As each 
side pulled, the ocean was 
churned until it became milky 
and turned into butter.  

5. The tortoise Kurma is shown below, 
supporting and stabilizing the 
rotating Mount  
 
__________________.  

1. This small figure depicted flying 
above the mountain may either be 
Indra or another form of Vishnu. In 
the myths the purpose of avatars is to 
assist the god in his task in guarding  
 
the ___________________, often 
from attack by demons.  

4. The club and the discus are  
two of Vishnu’s    
 
_________________, objects 
used to help identify the god and 
allude to tutelary (guardian) 
function.  



 

 

 

 

DATE DUE: ___________ 

 

1. Over the past 35 years, archaeologists have located near the present-day city of Xi’an a complex of 

underground vaults with as many as 600 pits, most of which is largely unexcavated. (Only three major 

pits are easily accessible.) At the site, 1,900 warriors of an estimated 7,000 have been disinterred so far. 

These were commissioned by the Qin emperor Shi Huangdi and were buried where the emperor’s  

ancient capital of _____________________________ once stood. These statues were made of  

________________________. 

2. Recent digs have revealed that in addition to the soldiers, Qin Shi Huangdi’s underground realm, 

presumably a facsimile of the court that surrounded him during his lifetime, is also populated by what 

other types of statuary? 

 

3. The individualized portraits of the soldiers appear to represent different types of people from different 

regions of China. Why might Shi Huangdi wish to have within his army, representations of different 

people from different regions? 

 

4. Elsewhere in China, Confucianism held that a well-run state should be administered by the same 

precepts governing a family: mutual obligation and respect. Qin rulers, however, subscribed to a  

doctrine known as ________________________, which rested on the administration of punitive (harsh) 

 laws. 

5. Standardization was a hallmark of the Qin state. Among other accomplishments, the emperor  

_____________________________ and introduced a __________________________________. How can 

the importance relegated to standardization be exemplified by the Shi Huangdi’s tombs? 

 

 

THEME: DEATH and the AFTERLIFE 
FOCUS: Terracotta Soldiers of Shi Huangdi, Funeral Banner of Lady Dai, 
Neolithic Jade Cong  
ONLINE ASSIGNMENT:  
http://www.smithsonianmag.com/history/terra-cotta-soldiers-on-the-march-30942673/?all 

ONLINE ASSIGNMENT: http://www.art-and-archaeology.com/china/hunan/pm02.html 
READING ASSIGNMENT: KLEINER: pp. 449, 454-456 and SEE BELOW 
POWERPOINT: DEATH and the AFTERLIFE: QIN and HAN CHINESE 
DYNASTIES: (Early Chinese Funerary Art) 

http://www.smithsonianmag.com/history/terra-cotta-soldiers-on-the-march-30942673/?all
http://www.art-and-archaeology.com/china/hunan/pm02.html


6. According to a description written a century after the emperor’s death, his principal tomb (not yet 

excavated) contains a wealth of wonders, including man-made streambeds contoured to resemble the  

Yellow and Yangtze rivers, flowing with shimmering  __________________________ that mimics 

coursing water.  

 

READ THE FOLLOWING: 
 
Funeral banner from the Tomb of Dai (Western Han dynasty), c. 168 BCE, painted silk 
 
1. “In 202 BCE, Liu Bang, a peasant, was elevated to emperor and became known as Han Gaozu (‘Exalted Emperor of Han’), the 
founder of the Han dynasty.  Building upon the imperial ambitions of Qin Shihhuangdi, the Han dynasty created an empire that 
reached into Central Asia and rivaled the size and splendor of its Roman contemporary in the West.  The Han designed large capital 
cities (long since vanished) with their borders aligned to the points of the compass and conceived as diagrams of the universe.  The 
noble residents of these cities moved around the palace and emperor, who, like the sun, occupied the center of the Han cosmos” 
(O’Riley 121).“And while the Romans were converting Hellenistic thought into the philosophy of Roman imperialism, the Han 
intellectuals were reviving the pre-Qin teachings of Confucianism and Daoism and fusing them into doctrines that supported the 
ideals of their imperial Han leaders” (123). 

 
2. “One of the best examples of Han painting comes from the tomb of the Lady of Dai, near the city of Changsha in Hunan south  of 
the Yangzi River… The body of the lady, sealed within a multilayered coffin and robed in may layers of finely woven silks, was 
miraculously well preserved when the tomb was opened in 1972.  The tomb is not a single deep pit, like the Shang burials, but a set of 
rooms resembling a dwelling” (123).“The painted T-shaped silk banner found in the innermost of the nested coffins may have been a 
personal name banner and symbol of the deceased around which the mourners assembled during the lady’s funeral and the 
procession to the grave… In Han times, the Chinese believed that one part of the soul, the po, stayed with the body (as long as it was 
preserved and provided with ample offerings) while the other, the hun, underwent a long and perilous journey to paradise” (123). 
“The banner represents the lady within the Han conception of the cosmos.  Near the center of the banner, two kneeling figures face 
the lady, who holds a thin walking stick and wears an elegant silk robe with swirl patterns… Above, a pair of figures at the base of the 
crossbar of the T-shaped silk banner squat beneath a large bell.  These may be the officials who performed a funeral ceremony 
known as the Summons of the Soul.” (123). 
 
3. “Many theories have been proposed to explain this painting.  In my opinion, the three horizontal bars serve as ground levels to 
divide the vertical composition into four parts.  The top and bottom sections portray heaven and the underworld, respectively, and 
the middle scenes represent two stages of Lady Dai’s existence in the afterlife.  Ancient ritual canons identify these two stages as 
those of the shi (corpse) and the jiu (literally, “the body in its eternal home”). In the painting, family members are offering sacrifices 
to the shi; the jiu is represented by the woman’s portrait. Compared with the earlier funerary banners from the same region, this 
banner shows many new artistic elements. Iconographically, it portrays the transformation from death to rebirth in a cosmological 
environment; stylistically, the two middle scenes represent an attempt to depict three-dimensional space- figures overlap, and the 
more distant ones are smaller” (Xin 24). The painting is mostly red, “the color of immortality” (24).  
 
4. In early Chinese mythology, “in the beginning, there were ten suns, the sons of Di Jun, Chinese Emperor of the Eastern Heavens, 
and his wife Xi He, goddess of the sun.  They lived in a giant mulberry tree that grew up from the waters of the Heaven Valley- waters 
that were always boiling hot because the suns all bathed there.  Each morning, the suns took turns shining in the sky, leaving the 
others resting in the tree. But one day, bored with their orderly life, they all rushed up into the sky at once and ran around wildly 
having fun. Their tenfold strength began to scorch the earth but when their parents told them to behave and come down they would 
not listen.  So Di Jun sent his archer, Hou Yi, to teach his sons a lesson.  Yi then shot down nine of the ten suns.  Di Jun was 
devastated and he stripped Yi and his wife Chang E of their immortality and banished them from heaven” (Philip 116). “When the ten 
suns refused to go home, their father gave Hou Yi a new red bow and a quiver of ten white arrows and told him to ‘threaten my sons 
with this bow.’ But Yi became so angry at the sight of the dead and dying burned people on earth that he shot first one, then  another 
eight suns from the sky.  When they landed, the people saw golden, three-legged crows (shown here with two legs), pierced with an 
arrow.  Hou Yi was so angry that he had to be reminded to leave one sun in the sky” (117). “After his disgrace, Hou Yi traveled to the 
Kun Lun Mountains to bring back a portion of immortality.  There was enough for one person to return to heaven and live as an 
immortal, or for two to become immortal. Hou Yi had planned to share it with Chang E, but she stole all of it and floated into the sky 
to live in the temple of the moon” (116). “When Chang E gulped down the elixir that Hou Yi had won from the Queen of the West, 
she began to float up to the moon.  As she ascended, she tried to call out, but found she could only croak.  To her horror, although 



she had indeed become immortal, she had also been turned into a toad” (116). “When Chang E arrived in the moon, she found she 
was not alone.  Her companion in the moon is a hare, which sits beneath a cassia tree (the tree of immortality) pounding herbs in a 
mortar to make the elixir of life” (116). In the center at the top of the banner is the goddess Nu Wa. “The goddess Nu Wa was the first  
god to appear after Pan Gu created the world.  She had the body of a snake and could change shape 70 times a day.  She molded the 
first people from mud, taught them to have children, and became the goddess of marriage.  On either side of her are cranes- 
symbols of longevity.  Below them are heavenly dragons” (117).  “The dragons shown here are those that draw the moon and the sun 
across the sky” (117).  “The ten suns lived in the legendary Fusang Tree” seen to the right (117).  “The tree features in many ancient 
myths, often relating to the sunrise” (117). Every day the ten suns “took turns going out and shining on the earth” (117).  
 
5. “Two intertwined dragons loop through a circular jade piece known as a bi, itself usually a symbol of heaven, dividing this vertical 
segment into two areas.  The portion above the bi represents the earthly realm.  Here, the deceased woman and her three 
attendants stand on a platform while two kneeling figures offer gifts.  The lower portion represents the underworld. Silk draperies 
and a stone chime hanging from the bi form a canopy for the platform below…The squat, muscular man holding up the platform 
stands in turn on a pair of fish whose bodies form another bi. The fish and the other strange creatures in this section are inhabitants 
of the underworld” (Stokstad, Art History 404).  “The heavenly gates are guarded by two soldiers.  Above them, a bell is rung by two 
heavenly beasts, to report that the soul of the deceased is passing through” (Philip 116). The bi disk “is a jade symbol of status and 
moral rectitude” (116). “Below are two levels of the earthly realm, where the occupant of the tomb is shown as an old woman, 
leaning on her staff and surrounded by servants, and where sacrificial vessels are set out before her shrouded corpse.  At the very 
bottom is the underworld.  The aim… is clearly not to depict observed phenomena accurately, but it may well be that fidelity to a 
precise iconographical programme, whether shared widely or idiosyncratic to the lady herself, drives the representation” (Clunas 33). 

 
6. The banner is very colorful, using the pigments cinnabar, red ochre, powdered silver, indigo, India ink, and a white made from 
ground shells, and its iconography can be interpreted with the aid of folk traditions. Heaven is symbolized both by the toad and the 
hare above the crescent moon, and also by the raven perching in the circular sun. Dragons and immortals also occupy this zone, 
since heaven is their element. In Chinese mythology the moon hare has a mortar in which it crushes the herb of immortality” (Fahr-
Becker 86). “The underworld, represented by two large fish with coiling bodies, is optically distinguished from this world by an 
ornament made of a bi disk and the coiled bodies of dragons, and a wide tassel sweeping apart like the curtain of a theater. The 
underworld itself is in two parts: above, it shows the tomb with its grave goods, and below are the fish and strange zoomorphic 
forms: two have horns yet their bodies are those of big cats, while another couple have what are obviously turtle shells combined 
with serpentine necks. These turtle creatures are typical representations of the ‘Dark Warrior,’ the symbolic animal of the north, 
darkness, and winter. The horned cats bear a noticeable resemblance to the ceramic figures of guardians known as zhen-mushou” 
(86). Lady Dai is “situated on a patterned plateau with cats in the form of leopards… closer inspection” suggests “that they can be 
regarded as guardians averting ill luck. The ritual of fangxiang shi, the shaman, was practiced during the Han period: wrapped in an 
animal skin, the shaman touched the four corners of a tomb with his sword, a ceremony of cleansing which was intended to banish 
evil” (86-87).  
 

Works Cited 
 
Clunas, Craig. Art in China.  Oxford: Oxford University Press, 1997.  
 
Fahr-Becker, Gabriele., et. al. The Art of East Asia. Cologne: Konemann, 1999. 
 
O’Riley, Michael Kampen. Art Beyond the West: The Arts of Africa, India and Southeast Asia, China, Japan and Korea, the Pacific, and 
the Americas. New York: Harry N. Abrams, 2001. 

 
Philip, Neil. Myths and Legends. New York: Dorling Kindersley, 1999. 
 
Stokstad, Marilyn. Art History. New York: Harry N. Abrams, 1999. 
 
Xin, Yang, et. al. Three Thousand Years of Chinese Painting. New Haven: Yale University Press, 1997. 

 

 

 

 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

6. Found in the tomb of the 
marquise of Dai at Mawangdui, 
this banner was produced  
 
during the _____________ 
Dynasty and it is made of  
 
________________. It was 
draped over the marquise’s 
coffin.  

1. Because Chang’e greedily 
took for herself all of the elixir 
of immortality, she was 
transformed into a toad, the 
animal associated with the 
crescent  
 
___________________. 

3. The raven or crow is associated 
with  
 
the ______________. Originally there 
were ten suns, but when they began 
to scorch the earth, the archer  
 
_________ shot all of them except 
one.  

7. At the center of the vertical section, 
the standing figure on the first white 
platform is probably the marquise of  
 
Dai. Here her “______________” (or 
one part of her soul) begins its 
ascension to heaven.  
 8. Here dragons are 

intertwined with a  
 
_________ disk. Disks such as 
these were often made of jade 
and were buried with the dead.   

9. In Han times, the Chinese believed 
that one part of the soul, the  
 
_____________, stayed with the body 
as long as it was preserved and 
provided with ample offerings, as 
seen displayed here.  

5. After his disgrace of shooting the 
suns, the archer traveled to the Kun 
Lun Mountains to bring back a  
 
portion of _________________.  
There was enough for one person to 
return to heaven and live as an 
immortal, or for two to become 
immortal. The archer had planned to 
share it with  
 
______________________, but she 
stole all of it and floated into the sky 
to live in the temple of the moon. 

4. A pair of figures at the base 
of the crossbar of the T-shaped 
silk banner squat beneath a  
 
large _________________.  The 
figures may be the officials 
who performed a funeral 
ceremony known as the 
“Summons of the Soul.” 

2. The figure in the center may be the 
deceased Lady Dai, the Queen of the West,   
 
or ______________, the goddess with a 
body of a snake that could change shape 70 
times a time. Flanking her are images of 
cranes, symbols of  
 
______________________.  

10. The banner is largely red in 
color. In Chinese art, red is 
often the color of 
 
________________________.  

11. The underworld is represented 
here  
 
with two large _______________ with 
coiling bodies.  

ADDITIONAL NOTES on the FUNERAL BANNER OF LADY DAI 



 

 

 

 

DATE DUE: ___________ 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

1. Images of the Buddha himself did not appear for at least 400 years after his death and even then were created only to 

remind followers of their own innate “Buddha Nature.” This kind of early aversion to “idolatry” is typical of Christianity and 

other religions- many devotees of Christ railed against material images of Jesus for centuries, especially during two waves  

of “________________________” in the Byzantine Empire.  

2. The colossal Buddhas at Bamiyan were cut at immeasurable cost (probably in the third and fifth centuries CE) into the tall  

cliffs of (what material?) ___________________________ surrounding Bamiyan. The taller of the two statues is thought to  

represent the __________________________ Buddha, a celestial Buddha that symbolizes the “light shining through the   

universe.” The shorter one probably represents the historical ______________________ Buddha, although the local Hazara 

 people believe it depicts a woman.  

THEME: IMAGES of POWER 
FOCUS: Meditating Buddha from Gandhara, Bamiyan Buddhas, 
Longmen Caves, Dunhuang Caves 
ONLINE ASSIGNMENT:  
http://usatoday30.usatoday.com/news/science/archaeology/2001-03-22-afghan-buddhas.htm 

ONLINE ASSIGNMENT: http://en.wikipedia.org/wiki/Bamiyan_Buddhas 
ONLINE ASSIGNMENT: http://en.wikipedia.org/wiki/Longmen_Grottoes 

READING ASSIGNMENT: KLEINER: pp. 427, 431-433, 458, 461-462 
POWERPOINT: IMAGES OF POWER:  BUDDHIST ART AND 
ACHITECTURE (Buddhism along the Silk Road)  

The knot, or cranial bump, on top of 
Buddha’s head is called an   
 
_______________________. As one 
of the attributes, or lakshanas, of 
the Buddha, it evolves into a crown-
like symbol of spiritual power.  

The dot, or curl of hair between the 
eyebrows, is called the  
 
__________________. It evolves as a 
representation of a third eye, which in 
turn symbolizes vision into a divine 
world.  

Artists often depict the Buddha with 
elongated ears, a reference to his 
unique status since royalty was 
associated with the effects of wearing  
 
heavy ___________________. 

The Buddha’s hands overlap, palms  
 
upward, in the _________________ 
mudra, the gesture of  
 
___________________________.  

Many early portrayals of the Buddha in 
human form come from Gandhara and 
depict the Enlightened One as a robed  
 
_________________. The style of this 
Gandharan Buddha owes much to  
 
_______________________ art.  

The first anthropomorphic 
representations of Buddha 
probably appeared in the first 
century CE when the Buddha 
increasingly became regarded as a  
 
___________________  instead of 
only an enlightened mortal.   

http://usatoday30.usatoday.com/news/science/archaeology/2001-03-22-afghan-buddhas.htm
http://en.wikipedia.org/wiki/Bamiyan_Buddhas
http://en.wikipedia.org/wiki/Longmen_Grottoes


3. The Buddhas at Bamiyan were key in the rise of Mahayana Buddhist teachings, which emphasized the ability of everyone,  

not just monks, to achieve ________________________________. Bamiyan lay at the heart of the fabled Silk Road, offering  

respite to caravans carrying goods across the vast reaches between ______________________ and the Roman Empire. For 

500 years, it was a center of Buddhist cultivation. The myriad of caves throughout the Bamiyan cliffs were also home to 

thousands of Buddhist monks and served as lodging for traveling merchants, monks, and pilgrims. The large Buddha  

statues were destroyed by Islamic fundamentalists known as the Taliban in the year ______________________. 

4. The Chinese Buddhist pilgrim _____________________ visited Bamiyan in the year 630 CE. He described the site as having  

more than ten monasteries with more than a thousand monks. He also noted that both Buddha figures were “decorated  

with _______________________ and fine _____________________.” Intriguingly, he mentions a third, even larger, statue of  

the Buddha in a ________________________ pose.  

5. The westward expansion of the Tang Empire increased the importance of Dunhuang, the westernmost gateway to China on 

the Silk Road. Dunhuang long had been a wealthy, cosmopolitan trade center and a Buddhist pilgrimage destination. The  

Dunhuang Grottoes are especially important because in 845 the emperor ___________________ instituted a major 

persecution, destroying thousands of Buddhist temples and shrines. The emperor’s policies did not affect Dunhuang, then 

under Tibetan rule, so the site preserves much of the type of art lost elsewhere.  

6. The cave paintings at Dunhuang aided worshipers in gaining faith by visualizing the wonders of the Pure Land Paradise.  

Buddhist Pure Land sects, especially those centered on __________________________, Buddha of the West, had captured 

the popular imagination in the Period of Disunity under the Six Dynasties and continued to flourish during the Tang 

Dynasty.  

7. In wall paintings at Dunhuang depicting the Buddha in a setting exemplifying the splendor of the Tang era, Buddha is 

surrounded by bodhisattvas and lesser divine attendants. Bodhisattvas had strong appeal in East Asia as serving what kind 

of function? 

 

8. The Longmen Grottoes (or Caves) near the Chinese city of ________________________ were mostly developed under the  

Tang Dynasty as well. Work on the site, however, began during the Northern __________________ Dynasty. Emperors from 

this earlier dynasty also sponsored Buddhist caves at the Yungang Grottoes near Datong. 

9. Fengxian is the Ancestor Worshipping Cave where a large statue of the Vairocana Buddha was sculpted along with colossal 

images of disciples, bodhisattvas, and guardians. The statues were commissioned by the empress  

________________________ and it is conjectured that the ______________________________ was carved to resemble the 

Empress herself.  

10. An inscription at the base of the Vairocana Buddha gives the year _____________________ as the year of carving. Among 

the figures flanking the Buddha are divine personages trampling an evil spirit.  How might this group of figures, along with 

the Buddha, mirror the imperial court of the Tang Dynasty?  

 



 

 

 

 

 

DATE DUE: ___________ 

 

Analyze how each of these works reflects man’s relationship with nature by answering the following questions.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

THEME: MAN and the NATURAL WORLD 
FOCUS: Fan Kuan’s Travelers Among Mountains and Streams, Guo Xi’s 
Early Spring 
ONLINE ASSIGNMENT:  
http://smarthistory.khanacademy.org/neo-confucianism-and-fan-kuans-travelers-by-streams-and-
mountains.html 

ONLINE ASSIGNMENT: http://www.learner.org/courses/globalart/work/285/index.html 

READING ASSIGNMENT: KLEINER: pp. 463 and 465 
POWERPOINT: MAN and the NATURAL WORLD: CHINESE 
NORTHERN SONG DYNASTY (Fan Kuan and Guo Xi)  

Fan Kuan. Travelers Among Mountains and Streams, Northern Song period, 11
th

 century, 
hanging scroll, ink and colors on silk 
 
How does this image reflect a view of nature from that of a Daoist recluse? 
 
 
 
 
 
 
How does this image suggest ideas associated with Neo-Confucianism? 
 
 
 
 
 
 
 
What role does Fan Kuan’s technique, composition, and choice of materials play in expressing his 
philosophical view of nature?  
 

Guo Xi. Early Spring, Northern Song Dynasty, 1072, hanging scroll, ink, and color on 
silk 
 
For what reasons, similar to those of Fan Kuan, does Guo Xi incorporate evidence of a 
human presence in his landscape? 
 
 
 
 
For what reasons, similar to those of Fan Kuan, does Guo Xi depict mountains dissolving 
into mist?   

http://smarthistory.khanacademy.org/neo-confucianism-and-fan-kuans-travelers-by-streams-and-mountains.html
http://smarthistory.khanacademy.org/neo-confucianism-and-fan-kuans-travelers-by-streams-and-mountains.html
http://www.learner.org/courses/globalart/work/285/index.html


 

 

 

 

DATE DUE: ___________ 

 
READ THE FOLLOWING:  

 
Horuyuji complex with kondo, or Golden Hall (Nara, Japan), and pagdoga, Hakuho period, c. 680 
 
1. “Unlike the Shinto deities, which were venerated in nature or at most in modest-sized shrines, Buddha and his host of 
bodhisattvas required the faithful to construct large temples and religious complexes.  The most important surviving temple 
complex period, the Horyu-ji (ji means ‘temple’), is located at Nara, the cradle of Buddhist-Japanese civilization.  It was founded in 
607 by Prince Shotoku Taishi (574-622), an early champion of Buddhism in Japan, and rebuilt in 670.  Many of the artists and 
architects working in Japan at this date at Nara were Korean or trained by Korean masters.  As a result, the tiled roofs with upturned 
eaves of the buildings and the symmetrical plan of the complex reflect the contemporary building practices of the Six Dynasties in 
China and the Three Kingdoms period in Korea- and do so better than any surviving buildings on the Asiatic mainland” (O’Riley 168). 

 
2. “Visitors to the complex proceed along a pebble-strewn avenue leading the chumon (‘middle gate’) in the wall and covered 
corridor around the precinct.  Inside the gate, the Kongo Rikishi, fierce guardian deities, protect the tall pagoda and the kondo 
(‘golden hall’) within” (168). “Worshipers may enter the kondo, which houses many important early Buddhist treasures.  Conversely, 
this and other Japanese pagodas are reliquaries holding sacred objects and symbolize the vertical pathway uniting the terrestrial and 
supernatural worlds, and they are venerated from the outside like stupas… Generally, a kondo is filled with statues on a raised 
platform around which a pilgrim can walk in a clockwise direction.  An intricate system of flexible, interlocking brackets allows the 
wooden supports under the roof to expand and contract with changes in the weather as they transfer the weight of the wide, 
upturned and tiled roofs onto the thin engaged posts below.  The porch on the lower levels is a Japanese addition to the structural 
type found on the mainland, one that will remain an important feature in Japanese palaces and temples” (169). “In 1949, the two-
storied kondo in the center of the enclosed court was damaged by fire and heavily reconstructed from photographs.  Luckily, a 
number of building parts had been temporarily removed for repairs and they escaped damage” (169). “The Horyuji kondo dates from 
around 680, making it the oldest surviving wooden building in the world.  Although periodically repaired and somewhat altered…, 
the structure retains its graceful but muscular forms beneath the additions.  The main pillars decrease in diameter from bottom to 
top, as in classical architecture.  The tapering made an effective transition between the more delicate brackets above and the 
columns’ stout muscularity, but such tapering was a short-lived feature in Japan” (Kleiner, Mamiya, and Tansey 220). 
 
3. “The arrival of Buddhism also coincided with a rise of the powerful Soga clan, whose leaders had been instrumental in centralizing 
Yamato court government. Buddhism thus entered court life in part so as to inspire it with new spiritual and ethical authority. They 
found its place in the context of a traditional Shinto religion whose flexible and contemplative aesthetic would prove sympathetic to 
both the dynamism and serenity of the Buddhist Dharma. However, the initial struggle between Buddhists and Shinto traditionalists 
led to periodic destruction, until the end of the seventh century, of the earliest Buddhist monuments. A brief civil war in 588 CE had 
seen defeat for the traditionalists, and in the peace that followed, the charismatic Shotoku commissioned temple building and 
encouraged a devotional Buddhism based on the worship of the historical Buddha and divine beings such as the future Buddha, 
Maitreya (Japanese, Miroku), and the compassionate bodhisattva Avalokiteshvara (Japanese, Kannon or Kwannon). Shotoku’s 
influence suffered at the hands of his own clan in the late seventh century, and the Wakakusadera, the temple he built next to his 
own residence outside Nara, was burned down in 670 CE. But the new religion had taken hold among the Yamato aristocracy and 
they soon constructed the celebrated Horyuji monastery on the site of the Wakakusadera” (Lowenstein 146-147).  
 
4. “Chinese temples from early times had been modeled on palace architecture, and this model, transmitted via Korea, was now 
reproduced and modified by Korean architects and craftsmen at Horyuji near Nara. Oriented on a north-south axis, the Chinese 
temple consisted of tiled wooden buildings raised on terraces in a walled courtyard. Entering through a ceremonial gateway, the 
worshipper was led in a straight line to a main hall and to a pagoda which together dominated the compound. At Horyuji, 
worshippers entered at a gate to the south and then turned either to the east to approach the magnificent five-storied pagoda, or 
west to face the ‘Golden Hall.’ This modification of mainland layout established a prototype for almost all later Japanese temples 

THEME: CONVERGING CULTURES and BELIEFS 
FOCUS: Horyuji complex and Todaiji complex, Shaka Triad,  
Tamamushi Shrine, Ryoan-ji 
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POWERPOINT: CONVERGING CULTURES and BELIEFS: BUDDHIST 
ART and ARCHITECTURE in JAPAN (Buddhist temple complexes and 
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and suggests an early beginning to the formalized symmetry that characterized other genres of Japanese Buddhist art” (147-148). 
“Built to replace an earlier temple burnt in 670 CE, Horyuji was inspired by Chinese models by way of Korea; it was largely designed 
and constructed by Korean hands. The hall (kondo) and the nearby five-storied pagoda are among the world’s oldest wooden 
buildings” (148). “One surprising stylistic throwback at Horyuji lay in the styles of sculpture that adorned the temple buildings. These 
were from the hand of Shiba Tori and his assistants and include works in camphor wood, red pine (imported from Korea), and 
bronze. Some of these are in the austere, stiff, somewhat archaic but spiritually exalted manner achieved by Koguryo monks of the 
previous century in northern Korea. Other pieces, such as a figure of Maitreya and a bodhisattva in the Chuguji convent at Horyuji, 
are similarly archaic in style, but rounder in form and softly expressive of profound states of meditation. These figures alone attest to 
the extraordinary impact of the Japanese mind that Buddhism had already achieved” (148-149).  
 
5. “The most significant surviving early Japanese temple is Horyuji, located on Japan’s central plains not far from Nara. The temple 
was founded in 607 by Prince Shotoku (574-622), who ruled Japan as a regent and became the most influential early proponent of 
Buddhism. Rebuilt after a fire in 670, Horyuji is the oldest wooden temple in the world” (Stokstad and Cothren 365-366). “The kondo, 
filled with Buddhist images, is used for worship and ceremonies, while the pagoda serves as a reliquary and is not entered. Other 
monastery buildings lie outside the main compound, including an outer gate, a lecture hall, a repository for sacred texts, a belfry, 
and dormitories for monks” (366). “Among the many treasures still preserved in Horyuji is a portable shrine decorated with paintings 
in lacquer. It is known as the Tamamushi Shrine after the tamamushi beetle, whose iridescent wings were originally affixed to the 
shrine to make it glitter, much like mother-of-pearl. Its architectural form replicates an ancient palace-form building type that pre-
dates Horyuji itself” (366-367). “Paintings on the sides of the Tamamushi Shrine are among the few two-dimensional works of art to 
survive from the Asuka period. Most celebrated among them are two that illustrate Jataka tales, stories about former lives of the 
Buddha. One depicts the future Buddha nobly sacrificing his life in order to feed his body to a starving tigress and her cubs. Since the 
tigers are too weak to eat him, he jumps off a cliff to break open his flesh. The painter has created a full narrative within a single 
frame. The graceful form of the Buddha appears three times in three sequential stages of the story, harmonized by the curves of the 
rocky cliff and tall wands of bamboo. First, he hangs his shirt on a tree, then he dives downward onto the rocks, and finally the 
starving animals devour his body. The elegantly slender renditions of the figure and stylized treatment of the cliff, trees, and 
bamboo represent an international Buddhist style that was transmitted to Japan via China and Korea. Such illustrations of Jataka 
tales helped popularize Buddhism in Japan” (367).  
 
6. “Another example of the international style of early Buddhist art at Horyuji is the sculpture called the Shaka Triad, traditionally 
attributed to sculptor Tori Busshi. (Shaka is the Japanese name for Shakyamuni, the historical Buddha.). Tori Busshi (Busshi means 
Buddhist image-maker) may have been a descendant of Korean craftsmakers who emigrated to Japan as part of an influx of 
Buddhists and artisans from Korea. The Shaka Triad reflects the strong influence of Chinese art of the Northern Wei dynasty. The 
frontal pose, the outsized face and hands, and the linear treatment of the drapery all suggest that the maker of this statue was well 
aware of earlier continental models, while the fine bronze casting of the figures shows his advanced technical skill” (367). “The three 
buildings which have been preserved intact (though doubtless continually renewed, and sometimes radically restored as was the 
kondo after a fire in 1949) are of Chinese design, roofed with ceramic tiles rather than the thatch normal in Japan. So too is the 
eighth-century octagonal yumedono or ‘hall of dreams’ in another part of the monastery” (Honour and Fleming 279). “The Horyuji 
kondo appears from outside to have two stories but, in fact, has only one; the function of the elaborately constructed upper part is to 
indicate the building’s importance. Inside, statues facing the four cardinal points to suggest the cosmic centrality of the Buddha are 
placed on a raised platform surrounded by a narrow ambulatory so that the faithful could make their circumambulation as round the 
stupa in an Indian chaitya-hall” (279).  
 
7. “The arrival of Buddhism also prompted some formalization of Shinto, the loose collection of indigenous Japanese beliefs and 
practices. Shinto is a religion that connects people to nature. Its rites are shamanistic and emphasize ceremonial purification. These 
include the invocation and appeasement of spirits (kami), including those of the recently dead. Many Shinto deities are thought to 
inhabit various aspects of nature, such as particularly magnificent trees, rocks, and waterfalls, and living creatures such as deer. 
Shinto and Buddhism have in common an intense awareness of the transience of life, and as their goals are complementary- 
purification in the case of Shinto, enlightenment in the case of Buddhism- they have generally existed comfortably alongside each 
other to the present day” (Stokstad and Cothren 819).  
 
Daibutsuden, Todaiji, Nara, Japan, Nara period, 743, rebuilt c. 1700 
 
1. “In 720 CE the capital moved to Nara and the new imperial city, with its grid pattern of wide streets, temples, and palaces, and was 
laid out along the lines of the Chinese capital of Chang-an (Xi’an). During the Nara period (710-794 CE), Buddhism would become a 
national religion, and the Japanese aristocracy would increasingly adopt the cultural values of China. Just as Chang’an during this 
period became a cosmopolitan city, so Nara was filled with Chinese and Korean monks, scholars, and artists whose teaching, 
craftsmanship, and styles of dress were taken up by the Nara elite” (Lowenstein 149). “The institutionalization of Buddhism was a 
major component in this process of acculturation. As in Korea, Buddhism was adopted in the interest of protecting the welfare state. 



Hence, a smallpox epidemic in 738 CE prompted the emperor Shomu (701-756) – who later abdicated to become a Buddhist monk – 
to order the construction of the immense Todaiji temple complex. Priests and scholars had already bought six schools of the 
Mahayana from China to Japan, but the sect that found favor with the Nara court was Kegon (The Chinese Huayan), which centered 
on the universal Buddha Vairochana (Japanese, Rushana). Todaiji’s gargantuan Vairochana Buddha not only absorbed the energies 
of thousands of craftsmen but also used up all the copper in Japan, almost bankrupting the state it was designed to protect. The 
copper was gilded when gold was discovered in Japan as the statue was being completed. The all-pervasive power of the Vairochana 
Buddha was given extra national significance when the emperor proclaimed that his ancestor, the great Shinto sun deity Amaterasu, 
had revealed to him that she and the Buddha were one. On imperial orders, temples and monasteries were built throughout Japan 
which would be controlled by Todaiji and where the Kegon sutras (verses) would be copied and further disseminated. So, while 
Buddhism was at first the preserve of a Nara elite, the centralization of Buddhist power in the capital gradually resulted in its spread” 
(149-151). 
 
2. “The Great Buddha Hall (Daibutsuden) is distinguished today as the largest wooden structure in the world. Yet the present Great 
Buddha Hall, dating to a reconstruction of 1707, is 30 percent smaller than the original, which towered nearly 90 feet in height. Since 
it was first erected in 752 CE, natural disasters and intentional destruction by foes of the imperial family have necessitated its 
reconstruction four times. It was first destroyed during civil wars in the twelfth century and rebuilt in 1203, then destroyed in yet 
another civil war in 1567. Reconstruction did not next occur until the late seventeenth century” (Stokstad and Cothren 370). “By the 
late nineteenth century its condition had deteriorated so profoundly that restoration finally undertaken between 1906 and 1913 
entailed completely dismantling it and putting it back together, this time utilizing steel (imported from England) and concrete to 
provide invisible support to the roof, which had nearly collapsed. Architects adopted this nontraditional solution mainly because no 
trees of sufficiently large dimensions could be found, and no traditional carpenters then living possessed knowledge of ancient 
construction techniques” (370). “Like the building, the Great Buddha (Daibutsu) statue has not survived intact. Its head was 
completely destroyed in the late sixteenth century and replaced as part of the hall’s reconstruction in the late seventeenth century, 
when its torso and lotus petal throne also required extensive restoration. The present statue, though impressive in scale, appears 
stiff and rigid. Its more lyrical and original appearance may have approximated engraved images of seated Buddhist deities found on 
a massive cast-bronze lotus petal from the original statue that has survived in fragmentary form” (370).  
 
3. “After the transfer of the administrative centre of government from Kyoto to Kamakura, the rule of the few immensely rich, highly 
cultivated and pleasure-loving families gave way to a more broadly based feudal regime of Daimyo or barons among whom 
vigorous, virile simplicity was the order of the day. No artist expressed this more forcibly than the leading sculptor Unkei whose most 
famous work is the pair of colossal wooden statues of Buddhist guardian figures in the gateway to the Todaiji at Nara, built in 1199 as 
part of the reconstruction of the monastery after the civil war and following the revival of Buddhism at Nara promoted by the 
Shogun. With fiercely glowering eyes, tensed muscles and swirling draperies, these guardians are gigantically demonic to the tips of 
their extended fingers. Despite their huge scale- and also the number of different sculptors or carvers who worked on them under 
Unkei’s direction- they have an almost unique intensity of vigor, as of some explosive volcanic force” (Honour and Fleming 286).  
 
4. “Todaiji served as both a state-supported central monastic training center and as the setting for public religious ceremonies. The 
most spectacular of these took place in 752 and celebrated the consecration of the main Buddhist statue of the temple in a 
traditional ‘eye-opening’ ceremony, in its newly constructed Great Buddha Hall. The statue, a giant gilt-bronze image of the Buddha 
Birushana (Vairochana in Sanskrit), was inspired by the Chinese tradition of erecting monumental stone Buddhist statues in cave-
temples” (367). “The ceremony, which took place in the vast courtyard in front of the Great Buddha Hall, was presided over by an 
illustrious Indian monk and included sutra chanting by over 10,000 Japanese Buddhist monks and sacred performances by 4,000 
court musicians and dancers. Vast numbers of Japanese courtiers and emissaries from the Asian continent comprised the audience. 
Numerous ritual objects used in the ceremony came from exotic Asian and Near Eastern lands. The resulting cosmopolitan 
atmosphere reflected the position Nara then held as the eastern terminus of the Central Asian Silk Road. Many of these treasures 
have been preserved in the Shosoin Imperial Repository at Todaiji, which today contains some 9,000 objects. The Shosoin came into 
being in the year 756, when Emperor Shomu died and his widow Empress Komyo, a devout Buddhist, donated some 600 of his 
possessions to the temple, including a number of objects used during the Great Buddha’s consecration ceremony. Many years later, 
objects used in Buddhist rituals and previously stored elsewhere at Todaiji were incorporated into the collection. The objects 
formerly owned by Emperor Shomu consisted mainly of his personal possessions, such as documents, furniture, musical 
instruments, games, clothing, medicine, weapons, food and beverage vessels of metal, glass, and lacquer, and some Buddhist ritual 
objects. Some of these were made in Japan while others came from as far away as China, India, Iran, Greece, Rome, and Egypt. They 
reflect the vast international trade network that existed at this early date” (367-369).  
 
5. “By the beginning of the eighth-century Buddhism had become the dominant religion of the Japanese empire, while 
Confucianism, introduced at the same time, provided a model for the reorganization of its government on Chinese lines. Both were 
promoted by the imperial family. When the city of Nara was founded as a permanent capital in 710 (breaking the Shinto tradition of 
moving the capital after the death of each emperor to avoid spiritual pollution) it was laid out on a grid plan in emulation of Tang 



dynasty Chang’an in China. And the same amount of space was given to the palace and to the main monastery, Todaiji, which was 
made the administrative centre for all Japanese monasteries” (Honour and Fleming 280). “The Japanese were as orthodox 
architecturally as theologically and strictly followed Chinese precedents in design if not in scale. Todaiji was laid out on a 
symmetrical plan, more extensive than any monastery in China, with twin pagodas and, in the centre, the ‘great Buddha Hall’ or 
daibutsuden erected to house a 53-foot high bronze statue commissioned by the emperor Shomu in 743” (280).  
 
Stone and gravel garden at the temple of Ryoan-ji (Kyoto) c. 1480  
 
1. “Toward the end of the twelfth century the political and cultural dominance of the emperor and his court gave way to rule by 
warriors, or samurai, under the leadership of the shogun, the general-in-chief.  In 1392 the Ashikaga family gained control of the 
shogunate and moved their headquarters to the Muromachi district in Kyoto.  They reunited northern and southern Japan and 
retained their grasp on the office for more than 150 years.  The Muromachi Period after the reunion (1392-1568) is also known as the 
Ashikaga era” (Stokstad 855). “The Muromachi period is especially marked by the ascendance of Zen Buddhism, whose austere 
ideals particularly appealed to the highly disciplined samurai.  While Pure Land Buddhism, which had spread widely during the later 
part of the Heian period (794-1185), remained popular, Zen, patronized by the samurai, became the dominant cultural force in 
Japan” (855). “One of the most renowned Zen creations in Japan is the ‘dry garden’ at the temple of Ryoan-ji in Kyoto.  There is a 
record of a famous cherry tree at this spot, so the completely severe nature of the garden may have come about some time after its 
original founding in the late fifteenth century.  Nevertheless, today the garden is celebrated for its serene sense of space and 
emptiness.  Fifteen rocks are set in a long rectangle of raked white gravel” (859). 
 
3. “Temple verandas border the garden on the north and east sides, while clay-and-tile walls define the south and west.  Only a part 
of the larger grounds of Ryoan-ji, the garden has provoked so much interest and curiosity that there have been numerous attempts 
to ‘explain’ it.  Some people see the rocks as land and the gravel as sea.  Others imagine animal forms in certain of the rock 
groupings.  However, perhaps it is best to see the rocks and gravel as…rocks and gravel.  The asymmetrical balance in the placement 
of the rocks and the austere beauty of the raked gravel have led many people to meditation” (859). “The American composer John 
Cage once exclaimed that every stone at Ryoan-ji was in just the right place.  He then said, ‘and every other place would also be just 
right.’ His remark is thoroughly Zen in spirit.  There are many ways to experience Ryoan-ji.  For example, we can imagine the rocks as 
having different visual ‘pulls’ that relate them to one another.  Yet there is also enough space between them to give each one a sense 
of self-sufficiency and permanence” (858). “Zen monks led austere lives in their quest for the attainment of enlightenment. In 
addition to daily meditation, they engaged in manual labor to provide for themselves and maintain their temple properties. Many 
Zen temples constructed dry landscape courtyard gardens, not for strolling but for contemplative viewing. Cleaning and maintaining 
these gardens- pulling weeds, tweaking unruly shoots, and raking the gravel – was a kind of active meditation. It helped to keep their 
minds grounded. The dry landscape gardens of Japan, karesansui (‘dried-up mountains and water’), exist in perfect harmony with 
Zen Buddhism. The dry garden in front of the abbot’s quarters in the Zen temple at Ryoanji is one of the most renowned Zen 
creations in Japan. A flat rectangle of raked gravel, about 29 by 70 feet, surrounds 15 stones of different sizes in islands of moss. The 
stones are set in asymmetrical groups of two, three, and five. Low, plaster-covered walls establish the garden’s boundaries, but 
beyond the perimeter wall maple, pine, and cherry trees add color and texture to the scene. Called ‘borrowed scenery,’ these  
elements are a considered part of the design even though they grown outside the garden. The garden is celebrated for its severity 
and its emptiness” (Stokstad and Cothren 818).  

 

4. “Dry gardens began to be built in the fifteenth and sixteenth centuries in Japan. By the sixteenth century, Chinese landscape 
painting influenced the gardens’ composition, and miniature clipped plants and beautiful stones were arranged to resemble famous 
paintings. Especially fine and unusual stones were coveted and even carried off as war booty, such was the cultural value of these 
seemingly mundane objects. The Ryoanji garden’s design, as we see it today, probably dates from the mid-seventeenth century, at 
which point such stone and gravel gardens had become highly intellectualized, abstract reflections of nature. This garden has been 
interpreted as representing islands in the sea, or mountain peaks rising above the clouds, perhaps a swimming tigress with her cubs, 
or constellations of stars and planets. All or none of these interpretations may be equally satisfying – or irrelevant- to a monk seeking 
clarity of mind through contemplation” (818). “Undogmatic and unsystematic, anti-logical, intuitive, non-theological to the point of 
being almost irreligious, Zen made a direct appeal to the daimyo and samurai (barons and knights in European terms) who despised 
the effete ceremonial life of the imperial court and seem to have had little time for the arcane rituals and esoteric doctrines of 
Mahayanist Buddhism. It provided a strenuous practical discipline to fortify the individual’s struggle for self-knowledge and against 
self-ness. Frugal simplicity of life and indifference to both sensual pleasure and physical pain were extolled. Book learning, rational 
argument and philosophy were dismissed as valueless. Zen masters taught by baffling the disciple’s mind with paradoxes of 
inconsequential discourse –the koans or problems- until it broke through to direct vision of ‘things as they are,’ the ultimate reality. 
Warfare could be seen as a life-and-death struggle, uninhibited by fear, not only with the enemy but also with the self- for to the Zen 
Buddhist the self is the greatest enemy” (Honour and Fleming 558).  

 



5. “The garden does not ask to be understood, nor does it symbolize anything: that would defeat its true purpose, which is that of 
helping the mind reach the state of ‘no-mind’ or ‘no-thought,’ the gateway to an intuitive grasp of higher truth. But these are special 
gardens for a special purpose and for the less pious, with human failings, the sight of water and greenery and the feel of the earth 
underfoot provide a softer route to the appreciation of Zen” (Fahr-Becker 640).  
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Based on the reading above, discuss how each of the following reflects of convergence of cultures or beliefs. Also, discuss why this 

convergence may have occurred. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Kondo and Pagoda ant Horyuji, Nara, Japan, c. 680 
 
HOW the structures and their surroundings reflect a 
convergence of cultures or beliefs: 
 
 
 
 
 
 
 
 
 
 
 
WHY the structures and their surroundings reflect a 
convergence of cultures or beliefs: 

1 pagoda 
2 kondo 
3 kodo 
4 chumon 
5 roofed 

corridor 
6 sutra 

repository 
7 belfry 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Tori Busshi. Shaka Triad, Horyuji kondo, Asuka Period, 623, bronze 
 
HOW the statues and their surroundings reflect a convergence of cultures or beliefs: 
 
 
 
 
 
 
WHY the statues and their surroundings reflect a convergence of cultures or beliefs: 
 

Jataka Image of Hungry Tigress, lacquer on wood panel of the Tamamushi Shrine, 7
th

 
century CE 
 
HOW the image and the object it belongs to reflect a convergence of cultures or beliefs: 
 
 
 
 
 
 
WHY the image and the object it belongs to reflect a convergence of cultures or beliefs: 
 
 

Daibutsuden, Todaiji, Nara, Japa, Nara period, 743, rebuilt 
c. 1700 
 
HOW the structure and its surroundings reflect a convergence 
of cultures or beliefs: 
 
 
 
 
 
 
 
 
WHY the structure and its surroundings reflect a convergence 
of cultures or beliefs: 
 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Great Buddha at Todai-ji, Nara, Reconstructed from fragments 
of an 8

th
 century original 

 
HOW the statue and its surroundings reflect a convergence of 
cultures or beliefs: 
 
 
 
 
 
 
 
WHY the statue and its surroundings reflect a convergence of 
cultures or beliefs: 
 
 
 

Ryoan-ji Gardens at Kyoto, Japan, Muromachi 
Period, Japan, c. 1480 CE 
 
HOW these rock gardens reflect a convergence of 
cultures or beliefs: 
 
 
 
 
 
 
 
WHY these rock gardens reflect a convergence of 
cultures or beliefs: 
 

ADDITIONAL THEMATIC APPROACH: MAN and the NATURAL WORLD 
 
Discuss at least three ways in which the rock gardens of Ryoan-ji expresses a view of man’s relationship with the natural world.  
 
(1) 
 
 
 
 
(2) 
 
 
 
 
(3) 



 

 

 

 

DATE DUE: ___________ 

READ THE FOLLOWING: 

Section of Night Attack on the Sanjo Palace from the Events of the Heiji Period, Kamakura period, 13
th

 century, handscroll, ink 
and colors on paper 
 
1. “Another illustrated scroll set that grew out of the nobility’s interest in the recent past is the Heiji monogatari emaki, dated to the 
second half of the 13

th
 century. The tale deals with the events of 1160 that led to the defeat of the Minamoto clan at the hands of the 

Taira. So decisively were the Minamoto put down that it took the clan twenty years to rebuild to the point of successfully challenging 
the Taira again. One of the most dramatic episodes in the Heiji Rebellion is the burning of the retired emperor Goshirakawa’s Sanjo 
Palace. The emaki depicting this phase of the uprising is owned by the Museum of Fine Arts in Boston. According to the text at the 
beginning of the scroll, the troops of Fujiwara Nobuyori attacked the retired emperor’s palace in the middle of the night. Drawing a 
carriage up to the front door, they took Goshirakawa prisoner, killed the two palace majordomos, and then set fire to the buildings. 
The servants and ladies-in-waiting in the palace all tried to flee from the flames, many jumping into a well in the courtyard. The first 
to try this were drowned, the last were burned by the flames. Others of the palace staff were trampled under the hooves of the 
horses ridden by Nobuyori’s men. Finally, their mission to kidnap Goshirakawa accomplished, the soldiers rode out of the palace 
gates and reassembled in proper formation to escort the carriage containing the retired emperor to the Imperial Palace” (Mason 
164).  
 
2. “The picture illustrating this episode is unusually long and is uninterrupted by text. In the organization of motifs, the unidentified 
artist owes a debt to the Ban Dainagon ekotoba attributed to Tokiwa Mitsunaga. The illustration begins with a group of people 
moving to the left until they are interrupted by the wall enclosing the Sanjo Palace, an arrangement similar to the opening passage 
of the older scroll. Also, the climax of the painting is the fire that engulfed the buildings. However, the 13

th
 century Hieji monogatari 

artist has established a much faster pace for the events, concentrating the flames in the upper part of the scroll, but continuing the 
human action in a narrow register along the lower edge. The painting technique relies on bright pigments for the armor, the 
costumes of the women, and, of course, the flames, but the artist allows his brushwork to show in the description of the grotesque 
faces of the warriors. The burning of the Sanjo Palace is one of the finest extant examples of Japanese narrative illustration. No 
information can be gleaned about the scroll’s artist, calligrapher, or patron, which is unfortunate considering the quality of their 
collaborative creation” (164). “The sense of energy and violence is pervasive, conveyed with sweeping power. There is no trace here 
of courtly poetic refinement and melancholy; the new world of the samurai is dominating the secular arts” (Stokstad and Cothren 
377). 
 
3. “Battles such as the one depicted in Night Attack on the Sanjo Palace were fought largely by archers on horseback. Samurai 
archers charged the enemy at full gallop and loosed their arrows just before they wheeled away. The scroll clearly shows their 
distinctive bow, with its asymmetrically placed handgrip. The lower portion of the bow is shorter than the upper so it can clear the 
horse’s neck. The samurai wear long, curved swords at their waists. By the tenth century, Japanese swordsmiths had perfected 
techniques for crafting their legendary sharp swords. Sword-makers face a fundamental difficulty; steel hard enough to hold a razor-
sharp edge is brittle and breaks easily, but steel resilient enough to withstand rough use is too soft to hold a keen edge. The 
Japanese ingeniously forged a blade which laminated a hard cutting edge with less brittle support layers. The earliest form of 
samurai armor,… known as yoroi, was intended for use by warriors on horseback… It was made of overlapping iron and lacquered 
leather scales, punched with holes and laced together with leather thongs and brightly colored silk braids. The principal piece 
wrapped around the chest, left side, and back. Padded shoulder straps hooked it together back to front. A separate piece of armor 
was tied to the body to protect the right side. The upper legs were protected by a four-sided skirt that attached to the body armor, 
while two large rectangular panels tied on with cords guarded the arms. The helmet was made of iron plates riveted together. From 
it hung a neckguard flared sharply outward to protect the face from arrows shot at close range as the samurai wheeled away from an 
attack” (377).  
 
4. “The Boston scroll dates to the third quarter of the thirteenth century, and its long composition representing the attack on the 
palace is the most striking of all. It deals with the coup d’etat organized by Fujiwara Nobuyori with the army of Minamoto-no-
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Yoshitomo. In the night of December 9, 1159, the Sanjo palace was taken by storm and the ex-emperor Goshirakawa made a 
prisoner in a sector of the imperial palace. The scene begins with a bustle of carts bringing noblemen and their valets to the palace at 
the news of the nocturnal attack. The Sanjo palace, already burning, is surrounded by the Minamoto warriors who acting on the 
orders of Nobuyori, compel the ex-emperor to get into the cart which is to carry him away. Within the palace walls, there is 
bloodshed on all sides; imperial guards beheaded, courtiers hunted down and killed, ladies-in-waiting drowned in a well, as they flee 
distractedly from the fire, or trampled to death by fierce warriors running amuck. The horrors of war are delineated 
uncompromisingly, as seen through the eyes of an objective, realistic-minded artist. But the harmony of colors and forms, set to an 
agreeable rhythm, gives the scene a sheer pictorial beauty which deservedly ranks this scroll among the world’s masterpieces of 
military art. Less metaphysical than the Hell scrolls, less calculated to move and harrow us to the depths, this war picture 
nevertheless appeals directly to the eye, and its epic beauty precisely corresponds to the position occupied by these novels in 
Japanese literature” (Terukazu 97-98).  
 
5. “The art of narrative painting on scrolls, originally introduced to Japan from China with Buddhism, was secularized in about the 
eleventh century, when works of fiction were illustrated, notably Lady Murasaki’s famous Tale of Genji. Such paintings are called 
yamato-e, ‘Japanese paintings,’ to distinguish them from those in the Chinese manner” (Honour and Fleming 556). “As a Chinese 
writer of the time remarked, Japanese painters ‘portray the natural objects, landscapes and intimate scenes of their own country. 
Their pigments are laid on very thick, and they make much use of gold and jade colors.’ Dismayed by its complete lack of 
philosophical content, he was able to commend this type of painting only ‘for the way it shows the people and customs of a foreign 
land in an unfamiliar quarter, a country which is rude and out of the way, uncivilized, lacking ceremonies and propriety.’ Recent 
events were recorded on several Yamato-e scrolls of the thirteenth century, such as the war between rival branches of the imperial 
family which broke out in Kyoto in 1159 and ended with the establishment of the dictatorship at Kamakura. A succession of scenes is 
presented in bright, sharply contrasting colors, all painted from a bird’s eye viewpoint with architecture slanting diagonally across 
the paper and sometimes open to show interiors – a characteristic of Yamato-e. Emphasis is on telling circumstantial details, 
especially of military costume, and on swift energetic action which leads the eye excitedly forward from one turbulent episode to the 
next” (556). “Bullocks draw carriages with whirling wheels, horses gallop, running soldiers rattle sabres and brandish long bows in a 
melee, which is, none the less, composed with decorative aplomb and great narrative skill to suggest constant movement from right 
to left. Glorifying the thrill of battle and expressing a love of martial pageantry, which members of the Japanese upper class shared 
with contemporary chivalry in Europe, these scrolls are a very far cry from the reveries of Chinese scholar-painters of about the same 
time. Before the end of the Kamakura period, however, the influence of Chinese painting was reasserted” (556). 
 
6. “By about 1180 this refined Fujiwara courtly world of fine manners was drawing to a close. Economic problems caused by the 
absence of valuable properties held by the nobles and temples from the tax rolls contributed to the outbreak of the Genpei Civil War 
(1180-1185). The Fujiwara forces were no match for those of the powerful feuding clans which clashed in this bloody war and 
reshaped the art and culture of Japan for centuries to come” (O’Riley 176-177). “Freed from many of the weighty traditions of the 
Japanese past, the Kamakura rulers rejected the refined aesthetics of their Fujiwara predecessors in Kyoto to lead more functional, 
active lives as they attempted to bring order to Japanese society and find new sets of values in life and art. The restrained actions 
and sentiments of Lady Murasaki’s The Tale of Genji give way to novels about heroic warriors, feuding clans, and violent deaths. No 
single work of art better demonstrates the changes that took place at the beginning of the Kamakura period than a section of a hand 
scroll illustrating the Night Attack on the Sanjo Palace. The scroll (to be read from right to left) is from a novel about the Heiji 
insurrection near the end of the Fujiwara period (1160), when Minamoto rebels attacked the palace of a retired emperor “(177). “With 
the traditional bird’s-eye view, the viewer can look down upon the brilliantly colored, swirling masses of stylized flames and surging 
horsemen as they destroy the wooden buildings of the palace complex” (177-178).  
 
7. “The Tale of Heiji, describing the events of January 1160 (during the calendrical era known as Heiji), was first written down some 
fifty years after the battle and soon thereafter pictorialized. The Heiji scrolls now in the Boston, Seikado and Tokyo National 
Museum collections are thought to have been painted in a court atelier between 1250 and 1275. As such, they were luxury items 
intended for an elite, aristocratic clientele and never destined for wide consumption. (It was not until the seventeenth century, when 
illustrated, woodblock-printed versions of the tale came into circulation, that inexpensive and mass-produced pictorial versions were 
available for the general public.) Originally these scrolls may have belonged to a set of fifteen, perhaps paired with a now-lost 
illustration set of fifteen Tale of Hogen scrolls. This hypothesis is based on a reference to an illustrated set of Hogen battle scrolls in 
the Kammon Gyoki, the diary of Gosuko-in, father of Emperor Go-Hanazono (1419-71), for the year 1436. Gosuko-in was shown in a 
set of fifteen illustrated Hogen scrolls, in a set of three boxes, five per box, stored in the precincts of the Enryaku-ji, the powerful 
Tendai temple of Mount Hiei, in the outskirts of Kyoto. He wanted very much to see the set of Heiji scrolls, also stored at Enryaku-ji, 
but found them to be virtually inaccessible. They could be shown only on command of the emperor or retired emperor” (Meech 
“Reflections”). “These are not only the earliest surviving illustrations of the tale, but also the first extant Japanese battle paintings. A 
highly developed pictorial narrative tradition allowed Japanese artists to document warfare in bloodcurdling detail, and they did so 
with considerable relish (Meech “Reflections”). “Obviously, the action-packed story and dramatic style of the Heiji scrolls were well 
suited to the period of a rising warrior class, just as romantic, static scenes illustratring the Tale of Genji were appropriate for the last 



days of the courtier a century earlier. In the Hieji scrolls the typical soldier is characterized as brutal, ruthless and ugly. The famous 
scene of the burning of the Sanjo Palace in the Museum of Fine Arts, for example, shows the retired emperor’s palace consumed by 
swirling flames, ignited by bestial samurai who push inside the courtyard to slaughter women and defenseless courtiers. In the 
Tokyo National Museum scroll, on the other hand, the warriors are elegantly drawn with fine lines and dressed in gorgeous multi-
colored armour. The shift in characterization from coarse villain to romantic hero may be due to the participation of a number of 
different artists working in a large atelier where labour was subdivided. In such studios, a supervisor would draw the basic outline but 
the color and details were finished by several assistants. The scrolls are unsigned and the painter (or painters) and calligrapher have 
not been identified” (Meech “Reflections”). “The Tale of Heiji is a romanticized and embellished retelling of an attempted coup 
d’etat, the story of rival factions at court, both of whom enlisted mercenary troops to fight on their behalf, the end result being the 
strengthening of the position of the warriors themselves. Two generals, Minamoto no Yoshitomo (1123-60) and Taira no Kiyomori 
(1118-81), shared the military victory in the Hogen Rebellion of 1156, but Kiyomori received greater rewards and, together with the 
minor Fujiwara nobleman Shinzei (1106-60), exerted great influence over Go-Shirakawa. When Kiyomori left the capital on a 
pilgrimage, Yoshitomo took advantage of his absence to seize power. He worked together with the disaffected courtier Fujiwara no 
Nobuyori (1133-60), who was already in control of the imperial palace and the teenage Emperor Nijo (1143-65), but sought to control 
the powerful Go-Shirakawa as well. To this end he enlisted some five hundred Minamoto warriors for a mid-night attack on Go-
Shirakawa’s Sanjo palace- the episode depicted in the Museum of Fine Arts scroll. The soldiers, having set fire to the retired 
emperor’s palace, force him into a carriage, and take him to the imperial palace. They also seize as trophies the heads of two of the 
retired emperor’s bodyguards” (Meech “Reflections”). “The text preceding the painting conveys only the bare bones of this drama: 
‘Soldiers blockaded the [Sanjo] Palace on all four sides and set fire to it. Those who fled out they shot or hacked to death. Many 
jumped into the wells, hoping that they might save themselves. The ladies-in-waiting of high and low rank and the girls of the 
women’s quarters, running out screaming and shouting, fell and lay prostrate, stepped on by the horse and trampled by the men. It 
was more than terrible. No one knows the number of persons who lost their lives’. The artist is like a stage director taking his cue 
from these few sentences. The episode is extended horizontally in one long, uninterrupted flow of action composed with cinematic 
skill” (Meech “Reflections”).  
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1. Stylistically, how does this Japanese scroll demonstrate the influence of a samurai culture, shifting away from the poetic 

refinement of earlier Japanese court painting?  Cite at least three details of the Night Attack on Sanjo Palace in which this is visually 

demonstrated.  

(1) 

 

(2) 

 

(3) 

 



 

2. Compare and contrast the Japanese scroll with the Bayeux Tapestry but discussing visual similarities and differences in the 

narrative scenes of battle.   

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

3. Night Attack on the Sanjo Palace is read from right to left, and all action flows to the left. What function does the calligraphic 

text serve in the scroll?  

 

 

Why may be a possible reason for placing the text at the beginning and at the end of the pictorial narrative (as opposed to 

throughout the image)?  

 

 

VISUAL (FORMAL) SIMILARITIES between the Night 
Attack on the Sanjo Palace and the Bayeux Tapestry 

VISUAL (FORMAL) DIFFERENCES between the Night 
Attack on the Sanjo Palace and the Bayeux Tapestry 



 

 

 

 

DATE DUE: ___________ 

 

 

1. With their astonishingly accurate ______________________, the Maya established the genealogical 

lines of their rulers, which certified their claim to rule, and created the only true written history in 

ancient America. 

2. Unlike Teotihuacan, no single Maya site ever achieved complete dominance as the center of power. 

The Maya erected their most sacred and majestic buildings in enclosed, centrally located precincts  

within their cities. Archeologists call these areas the “________________________” – the religious and 

administrative nucleus for a population of dispersed farmers settled throughout a suburban area of 

many square miles. 

3. Tikal is one of the oldest and largest Mayan cities. It was not laid out on a grid plan like Teotihuacan.  

Instead _______________________ connected irregular groupings. The site’s nucleus is the Great  

__________________, an open area studded with stelae and bordered by large stone structures.  

Dominating this area are two large __________________________, taller than the surrounding 

rainforest.  

4. According to the website, Tikal had contact with Teotihuacan. What kind of contact did Tikal have with 

its northern neighbor? 

 

5. At Tikal, Temple I entombed the ruler ________________________________ (a.k.a. Ah Cacao, 682-732 

CE) who was celebrated for his military triumph over Calakmul in 711. Temple II entombed his wife, 

Queen Twelve Macaw following her death  in 704.   

6. The towering structure of Temple I, also known as the Temple of the Giant ______________________, 

consists of nine sharply inclining platforms, probably a reference to the nine levels of the  

__________________________.  

7. Temple I also has three chambers reached by a narrow stairway. Surmounting the temple is an  
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elaborately sculpted roof _____________________, a vertical architectural projection that once bore 

the ruler’s gigantic portrait modeled in stucco.  

8. An open court, originating in Mesoamerica, was used at Tikal to play a ball game known as  

_____________________. This ball court is located next to Temple I and the Central Acropolis. The  

game was played both recreationally and for ritual ______________________. It involved a heavy 

natural rubber ball and solid wood bumpers located around the players’ waists.  

9. Accounts of ball games appear in Mesoamerican mythology. In the Maya epic known as the  

______________________ (Council Book), the evil lords of the Underworld force a legendary pair of 

twins to play ball. The brothers lose, and the victors sacrifice them. The sons of one twin eventually 

travel to the Underworld and, after a series of trials including a ball game, outwit the lords and kill 

them. They revive their father and the younger twins rise to the heavens to become the  

________________ and the ________________________ while the father becomes the god 0f  

_______________________, a principal food source for the Maya people. 

10. Considerable evidence indicates the builders of Palenque and Tikal and other Maya sites painted the 

exteriors of their temples with what colors? 

 

11. The murals at Bonampak provide a glimpse into Maya court life. Royal personages are identifiable by 

both their physical features and their costumes, and accompanying inscriptions provide the precise 

day, month, and year for the events recorded. All the scenes at Bonampak relate to events and  

ceremonies welcoming a new _________________________.  They include presentations, preparations 

for a royal fete, dancing, battle, and the taking and sacrificing of _________________________. 

12. On all occasions of state, public _____________________________ was an integral part of Maya ritual.  

This involved the ruler, his consort, and certain members of society drawing ___________________ 

from their bodies to seek union with the supernatural world. The slaughter of captives taken in war 

regularly accompanied this ceremony.  

13. In one of the murals, the ruler stands in the center, facing a crouching victim who appears to beg for 

mercy. Naked captives, anticipating death, crowd the middle level. One of them, already dead, sprawls 

at the ruler’s feet. Others dumbly contemplate the blood dripping from their mutilated  

____________________.  



14. The city of Yaxchilán, was founded in the Early Classic period (250-600) and became a major center of 

Maya culture in the Late Classic period (600-900). Buildings in Yaxchilán were known for their  

elaborate decorations, particularly the sculptural door ____________________ that were  

commissioned by the city’s ______________________ and are believed to document their history.  

15. Lintel 25 was located above the central doorway of a ___________________ structure. An inscription  

on the lintel reads October 20, 681, the date of Lord ________________________________’s accession 

to the throne as documented in other monuments.  

 

 

 

 

 

 

 

16. The image of Lintel 25 depicts Lady _____________________________, wife of Shield Jaguar,  

performing a ___________________________ ritual that has manifested a vision of a  

_______________________. From the mouth of this apparition, a ___________________________, 

carrying a shield and spear, emerges. Who might this figure actually be? 

17. According to Maya belief, when a member of the royal family sheds his or her blood, a  

__________________________ to the Otherworld was opened through which gods and spirits might 

pass into the world. The vision in Lintel 25 gives visual form to the communion between worlds.  

18. In Lintel 24, Lady Xoc uses a _____________________________ to pierce her tongue in a ceremony in  

order to celebrate the _____________________ of a son to one of the ruler’s other wives as well as an  

alignment between the planets ______________________ and ______________________________. 

The celebration must have taken place in a dark chamber or at night because Shield Jaguar provides  

illumination with a ________________________. 

 



 

 

 

 

DATE DUE: ___________ 

 

READ THE FOLLOWING:  
 
Chavín de Huántar. Northern highlands, Peru. Chavin. 900-200 BCE 
 
1. “Chavín de Huántar’s Old Temple is a group of rectangular buildings, some standing up to 40 feet high. The U-shaped temple, 
inspired perhaps in outline, by El Paraiso, and other ancient architectural traditions of the coast, encloses a rectangular court on 
three sides, but is open to the east, the direction of sunrise, and of the forest. This original structure was subsequently rebuilt and 
extended with additional buildings and a new court. Inside, the buildings are a maze of passages, galleries, and small rooms, 
ventilated with numerous small shafts. Conspicuous, but inaccessible, the Old Temple was a mysterious, and powerful, focus of 
supernatural forces” (Starn 25). “Non one knows what rituals unfolded in the innermost sanctum of the Old Temple, in the presence 
of the white granite monolith in a cruciform chamber near the central axis of the oldest part of the shrine. The lance-like figure 
(hence its name, the ‘Lanzón’) stands in its original position, perhaps erected before the building was constructed around it. Some 15 
ft. high, it depicts an anthropomorphic being. The eyes gaze upward, the feline mouth with its great fangs snarls. The left arm is by 
the side, the right raised, with claw-like nails. Snarling felines stare in profile from the elaborate headdress. A girdle of small feline 
heads surrounds the waist. The Lanzón was built into the floor and ceiling, as if symbolizing the deity’s role as a conduit between the 
underworld, the earth, and the heavens above. Perhaps it was a powerful oracle, for Julio Tello found another, smaller cruciform 
gallery immediately above the figure, so close that one could reach the top of the monolith by removing a single stone block. Thus, 
divinations could be so arranged as to evoke responses from the Lanzón itself. There are early historical accounts that describe 
Chavín de Huántar as an important oracle many centuries after it fell into disrepair” (25).  
 
2. “Chavín art is dramatic, strangely exotic, filled with mythical and living beasts and snarling humans. The imagery is compelling, 
some of the finest from prehistoric America, an art style with a strong Amazonian flavor. It is as if Chavín ideology has attempted to 
reconcile the dichotomy between high mountain and humid jungle, melding together primordial beliefs from the forests with those 
of farmers in remote mountain valleys. Experts believe there were two major gods at Chavín. The first was the ‘Smiling God’ 
depicted on the Lanzón stela, a human body with a feline head, clawed hands and feet. The second was a ‘Staff God,’ carved in  low 
relief on another granite slab found in the temple. A standing man with downturned, snarling mouth and serpent headdress grasps 
two staffs adorned with feline heads and jaguar mouths. Both these anthropomorphic deities were supernatural beings, but may 
represent complex rituals of transformation that took place in the temple according to Richard Burger. There are some clues from 
the other Chavín reliefs. A granite slab from the plaza bears the figure of a jaguar-being resplendent in jaguar and serpent regalia. He 
grasps a powerful, hallucinogenic San Pedro cactus, a species still used today by tribal shamans peering into the spiritual world. The 
San Pedro contains mescaline, and has mind-altering effects, producing multi-colored visions, shapes, and patterns. This powerful 
hallucinogen gives the shaman great powers, sends him on flowing journeys through the subconscious, and gives him dramatic 
insights into the meaning of life. Perhaps the Chavín jaguar-humans represent shamans transformed into fierce, wily jaguars by 
potent does of hallucinogenic plants. Such shamanistic rituals, so common in South America to this day, have roots that go back 
deep into prehistory, to Chavín and probably beyond” (25-27).  
 
3. “The shaman and the jaguar, and the complex relationship between them, were a powerful catalyst not only in the Andes, but in 
Mesoamerica as well. This was not because a compelling shaman-jaguar cult developed in, say, Olmec or Chavín society and spread 
far and wide to become the foundation of all prehistoric American civilization. It was simply because of the deep and abiding 
symbolic relationship between the human shaman and the animal jaguar in native American society literally wherever jaguars 
flourished. Chavín ideology was born of both tropical forest and coastal beliefs, one so powerful that it spawned a lively, exotic art 
style that spread rapidly over a wide area of the highlands and arid coast. Chavín was the catalyst for many technological advances, 
among them the painting of textiles, many of which served as wall hangings with their ideological message writ large in vivid colors. 
These powerful images, in clay, wood, and gold, on textiles and in stone, drew together the institutions and achievements of 
increasingly sophisticated Andean societies. Such cosmic, shamanistic visions were Chavín’s legacy to later Andean civilizations” 
(27).  
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4. “Located on a trade route between the coast and the Amazon basin, the highland site of Chavín de Huántar was an important 
religious center between 900 and 200 BCE, home to a style of art that spread through much of the Andes. In Andean chronology, this 
era is known as the Early Horizon, the first of three so-called Horizon periods. The period was one of artistic and technical innovation 
in ceramics, metallurgy, and textiles. The architecture of Chavín synthesizes coastal and highland traditions, combining the U-
shaped pyramid typical of the coast with a sunken circular plaza lined with carved reliefs, a form common in the highlands. The often 
fantastical animals that adorn Chavín sculpture have features of jaguars, hawks, caimans, and other tropical Amazonian beasts” 
(Stokstad and Cothren 398). “Within the U-shaped Old Temple at Chavín is a mazelike system of narrow galleries, at the very center 
of which lies a sculpture called the Lanzón. Wrapped around a 15-foot-tall blade-shaped stone with a narrow projection at the top- a 
form that may echo the shape of traditional Andean planting sticks- this complex carving depicts a powerful creature with a 
humanoid body, clawed hands and feet, and enormous fangs. Its eyebrows and strands of hair terminate in snakes- a kind of 
composite and transformational imagery shared by many Chavín images. The creature is bilaterally symmetrical, except that it has 
one hand raised and the other lowered. Compact frontality, flat relief, curvilinear design, and the combination of human, animal, 
bird, and reptile parts characterize this early art. It has been suggested that the Lanzón was an oracle (a chamber directly above the 
statue would allow priests’ disembodied voices to filter into the chamber below), which would explain why people from all over the 
Andes made pilgrimages to Chavín, bringing exotic goods to the highland site and spreading the style of its art throughout the 
Andean region as they returned home” (398).  
 
5. “The site, now badly damaged by earthquakes, had open courts, platforms, relief sculptures, sculptures in the round projecting 
from the walls, and small, secluded rooms. Such rooms, with carved images of guardian figures on their portals, may have housed 
sacred rituals held in honor of the Chavín deities. The content of Chavín art appears to be taken from many diverse regions- the 
neighboring coasts, highlands, and the tropical forests. The animals that appear most frequently in Chavín art- jaguars, eagles, and 
serpents – suggest elements of an Amazonian cosmology, but the diverse origins of the art and religion of Chavín de Huántar remain 
a matter of debate. The Chavín love for abstract patterns and complex subject matter is well illustrated in a bas-relief known as the 
Raimondi Stela. It represents a squat, anthropomorphic jaguar deity with a downturned, snarling mouth, fangs, claws, and 
serpentine appendages. This composite creature, known as the ‘Staff God’, takes its name from the ornate staff it holds. To display 
the headdress with four large, inverted monster heads sprouting serpentine appendages from a frontal point of view, the artists have 
raised the headdress above the Staff God’s head, where it fills the upper two-thirds of the stela” (O’Riley 246). “The head of the Staff 
God is a composite of three faces, two of which are inverted and share the eyes and mouth of the central face. In this manner, using 
visual ‘puns’, natural forms in Chavín art are altered and repeated in rhythmic and symmetrical sequences. These Chavín rules of 
order and the abstract images they produce have no counterparts in nature and appear to represent supernatural beings” (246).  
They “may be connected with shamanic acts of transformation achieved with the use of hallucinogenic snuffs and other mind-
altering substances commonly used in Chavín rituals” (246).  
 
6. “The platform at Chavín de Huántar opens to the east with no habitations between it and the river and the distant mountains 
rising above the valley beyond. Its orientation seems to have been determined by a western axis taken from the point of sunset at  
the winter solstice. From the courts this would have been seen glowing above the snow-clad peak of Huánstan, a sacred mountain. 
The approach to the temple was from the west. Visitors were there confronted with a vast blank wall from which stone heads, about 
three times life-size, stared out. They had to walk down from there to the river and then climb back up again by stone-faced terraces 
to the court with its sunken circular plaza, which could hold some 500 people. It seems likely that rituals of some kind were 
performed on top of the great platform through they could have been seen only from below. The ‘priests’ would have emerged from, 
and may even have lived in, the windowless interior. The recurrence in carvings at Chavín of the San Pedro cactus, source of 
mescalin, and the presence of mortars of the kind used for grinding vilca seeds, indicates that hallucinogenic drugs were used to 
induce shamanistic trances. Sequences of the giant heads originally on the west wall of the platform vividly suggest the 
transmutation of a human face into a fanged semi-animal and then into an entirely animal form such as would have been achieved 
by a shaman during the passage to the world of spirits. In a state of trance an initiate could also become an oracle conveying the 
wishes of the gods. And oracles were still greatly respected by the Inca rulers when the Spanish invaded Peru” (Honour and Fleming 
113).  
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1. Located on a trade route between the coast and _______________________________, the highland site of Chavín de 

Huántar was an important religious center between 900 and 200 BCE, home to a style of art that spread through much of 

the Andes. The site, now badly damaged by earthquakes, had open courts, platforms, relief sculptures, sculptures in the 

round projecting from the walls, and small, secluded rooms. Such rooms, with carved images of guardian figures on their 

portals, may have housed sacred rituals held in honor of the Chavín deities. The content of Chavín art appears to be taken  

from many diverse regions- the neighboring _______________________, ___________________________, and the  

______________________________________. 

2. The Lanzón stela at Chavín de Huántar was built into the floor and ceiling, as if symbolizing the deity’s role as a  

___________________ between the underworld, the earth, and the heavens above. Experts believe there were two major  

gods at Chavín. The first was the “_________________________ God” depicted on the Lanzón stela, a human body with a  

___________________ head, clawed hands and feet. The second was a “______________________ God,” carved in low relief 

on another granite slab found in the temple. A standing man with downturned, snarling mouth and serpent headdress 

grasps two staffs adorned with feline heads and jaguar mouths. Both these anthropomorphic deities were supernatural  

beings, but may represent complex rituals of ______________________________ that took place in the temple. 

3. The anthropomorphic imagery on the Lanzón stela implies a relationship between the human shaman and what animal 

seen throughout the American tropics?  

4. It has been suggested that the Lanzón was an oracle (a chamber directly above the statue would allow priests’ disembodied  

____________________ to filter into the chamber below), which would explain why people from all over the Andes made  

________________________ to Chavín, bringing exotic goods to the highland site and spreading the style of its art 

throughout the Andean region as they returned home.  

5. The recurrence in carvings at Chavín of the San Pedro cactus, source of mescalin, and the presence of mortars of the kind  

used for grinding vilca seeds, indicates that _____________________________ drugs were used to induce shamanistic 

trances. In a state of trance an initiate could also become an oracle conveying the wishes of the gods. 

6. Unlike most other ancient mounds in North America such as Monk’s  Mound in Cahokia, Serpent Mount contained no  

evidence of ______________________ or ___________________________. Serpents, however, were important in  

Mississippian iconography, appearing, for instance, etched on ___________________________. The Mississippians strongly 

 associated snakes with the earth and the fertility of crops. 

7. Some researchers have proposed that the Serpent Mound could have been built in the response to  

____________________________, which appeared in the sky during the eleventh century (in 1066). The head of the serpent  



aligns with the summer _________________________ sunset, and the tail points to the winter ________________________ 

sunrise. It has been suggested, also, that the curves of the body of the snake parallel lunar phases. 

 

 

 

 

 

 

8. The Ancestral ________________________________, who built the so-called Cliff Palace, also created a great semicircle of  

800 rooms reaching to five stepped-back stories in _______________________Canyon, New Mexico. This site was the 

center of a wide trade network extending as far as Mexico. 

9. Scattered in the foreground of Cliff Palace are two dozen large circular (originally roofed) semi-subterranean structures  

called _____________________. These were entered using a _____________________ extending through a hole in the flat 

roof. These rooms were the spiritual centers of native Southwest life, male council houses where the elders stored ritual  

______________________ and where private rituals and preparations for public ceremonies took place. 

10. There was never an “Anasazi” tribe, nor did anyone ever call themselves by that name. Anasazi  is originally a Navajo word  

that archaeologists applied to people who farmed the Four Corners area before the year  _____________________ CE. The 

ancestral Puebloan homeland was centered in the Four Corners region of the Colorado Plateau until this time. Afterwards,  

their population centers shifted south to the ___________________________ of New Mexico and the  

________________________ of central Arizona, where related people had already been living for centuries. The Spanish  

who arrived in the 1500s named them the Pueblos, meaning “_________________________,” as distinct from nomadic 

people. Modern Pueblo people dislike the name “Anasazi” which they consider an ethnic slur. The Navajo word means  

“_________________________________.” 

11. Tree-ring records and other indicators show that persistent ____________________________ may be a major reason why 

the Ancestral Puebloans left the Four Corners area of the Colorado Plateau. To support a large population with food, the  

Ancestral Puebloans were relatively successful at ________________________  for over a thousand years in the Four Corners 

area. 

12. Several differences between the kivas in modern Pueblo villages and the “kivas” found at Ancestral Puebloan sites exist. 

The kivas in archaeological sites are much more numerous than kivas in modern villages. They may have belonged to 

individual families or clans. Since their form evolved from earlier habitations (pithouses), ancient kivas were used more  

often as ________________________________ than are modern kivas. 

13. The cliff dwellings offer several environmental advantages. What were some of these? 



 

 

 

 

 

 

DATE DUE: ___________ 

 

READ THE FOLLOWING 

Conical Tower and Circular Wall of Great Zimbabwe. Southeastern Zimbabwe. Shona peoples, c. 1000-1400 C.E. Coursed 
granite blocks. 
 
1. “The form of the Conical Tower, the most dramatic of all the symbols at Great Zimbabwe, suggests a grain bin. Traditionally, a 
Shona ruler receives tribute in grain and distributes this to guests, the needy, and in times of drought, making the grain bin a symbol 
of royal authority and generosity. It proclaimed the ruler as the protector and father of his people and their source of sustenance. 
Beside it stood the largest of all stepped platforms. This resembles a chikuva, the stand on which a wife displays her pottery and 
which symbolizes a woman’s value and role within the family; the chikuva also serves as the focus for prayers for ancestral 
intercession. It may be that tower and platform were symbols of male and female roles, the state and the family” (Garlake 153). “The 
immediate response of outsiders to the stone walls of zimbabwes is that they must have been built for defense. The most cursory 
examination, however, disproves this: few walls achieve complete closure; many are short interrupted arcs, easily circumvented; 
others surmount cliffs that are already inaccessible; and there are no recognizable military features” (151).“At Great Zimbabwe 
impressive remains survive, testifying to the size and importance of this once great capital city of a kingdom which stretched from 
the ambesi to the Limpopo- covering the main gold-bearing area- and reached its summit of power and wealth in the mid-fifteenth 
century. They include buildings on elliptical plans and a conical tower within a massive enclosure wall some 30 fee (9m) high and 
nearly 800 feet (240m) in circumference, faced with neatly cut granite blocks. And there are more than 100 other sites with the ruins 
of stone buildings. The remains of trading cities on the coast, including that of Kilwa, which the Muslim traveler Ibn Battuta 
described in 1331 as one of the most beautiful and well constructed towns in the world, show how deeply the art as well as the 
religion of Islam had penetrated this part of Africa” (Honour and Fleming 524).  
 
2. “Wherever there are granite exposures, there are the remains of stone walls in the hills and among the boulders. The most 
skillfully constructed of these surrounded clusters of round houses built of clay and thatched. These are the zimbabwes. The name 
derives from ‘houses of stone’ but came to signify ‘ruler’s house’ or ‘house to be venerated or respected’. As this indicates, they were 
royal residences. Some 250 exist. Great Zimbabwe was pre-eminent among them, a capital of unique magnitude and wealth. This 
conjures up many vivid images to mind formed in Europe. But in and around its stone walls there was no place for the market and 
commerce of the urban street. There is no evidence of the choreography of state: no avenues, axes, or vistas; no symmetry; no 
spaces for ceremonial, procession, parade, or spectacle. Such ideas are both ethnocentric and anachronistic. The builders of the 
zimbabwes long preceded the absolute monarchies of Europe and their concerns were very different. They embodied an authority 
beyond physical intimidation or coercion. They sought seclusion rather than display” (Garlake 146-147). “The complex can be divided 
into three main areas: the Hill Ruin, built among boulders along the crest of a near-vertical granite cliff; the Great Enclosure, the 
most massive single structure, atop a low ridge on the opposite side of the wide, shallow valley below the Hill; and the Valley Ruins 
which extend down the ridge and into the valley as a repetitive series of much smaller enclosures” (147). “In southeastern Africa, an 
extensive trade network developed along the Zambezi, Limpopo, and Sabi rivers. Its purpose was to funnel gold, ivory, and exotic 
skins to the coastal trading towns that had been built by Arabs and Swahili-speaking Africans. There, the gold and ivory were 
exchanged for prestige goods, including porcelain, beads, and other manufactured items. Between 1000 and 1500 CE, this trade was 
largely controlled from a site that was called Great Zimbabwe, home of the Shona people. The word zimbabwe derives from the 
Shona term dzimba da mabwe (‘venerated houses’ or ‘houses of stone’). The stone buildings at Great Zimbabwe were constructed by 
the ancestors of the present-day people of this region. The earliest construction at the site took advantage of the enormous boulders 
abundant in the vicinity. Masons incorporated the boulders and used the uniform granite blocks that split naturally from them to 
build a series of tall enclosing walls high on a hilltop. Each enclosure defined a family’s living space and housed dwellings  made of 
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adobe with conical, thatched roofs” (Stokstad and Cothren 423). “The largest building complex at Great Zimbabwe is located in a 
broad valley below the hilltop enclosures. Known as Imba Huru (the Great Enclosure), the complex is ringed by a masonry wall more 
than 800 feet long, up to 32 feet tall, and 17 feet thick at the base. Inside the great outer wall are numerous smaller stone enclosures 
and adobe platforms. The buildings at Great Zimbabwe were built without mortar; for stability the walls are battered, or built so that 
they slope inward toward the top. Although some of the enclosures at Great Zimbabwe were built on hilltops, there is no evidence 
that they were constructed as fortresses. There are neither openings for weapons to be thrust through, nor battlements for warriors 
to stand on. Instead, the walls and structures seem intended to reflect the wealth and power of the city’s rulers. The Imba Huru was 
probably a royal residence, or palace complex, and other structures housed members of the ruler’s family court. The complex formed 
the nucleus of a city that radiated for almost a mile in all directions. Over the centuries, the builders grew more skillful, and the later 
additions are distinguished by dressed, or smoothly finished, stones, laid in fine, even, level courses. One of these later additions is a 
structure known simply the Conical Tower, 18 feet in diameter, 30 feet tall, and originally capped with three courses of ornamental 
stonework. Constructed between the two walls and resembling a granary, it may have represented the good harvest and prosperity 
believed to result from allegiance to the ruler of Great Zimbabwe” (423-424). “It is estimated that at the height of its power, in the 
fourteenth century, Great Zimbabwe and its surrounding city housed a population of more than 10,000 people. A large cache of 
goods containing items of such far-flung origin as Portuguese medallions, Persian pottery, and Chinese porcelain testify to the 
extent of its trade. Yet beginning in the mid fifteenth century Great Zimbabwe was gradually abandoned as control of the lucrative 
southeast African trade network passed to the Mwene Mutapa and Khami empires a short distance away” (424).  
 
3. “The divine priest-king of the Shona received tribute from his dependencies in the form of gold, copper, tin, ivory, cattle, and 
exotic skins, and traded with the Arabs at the port of Sofala on the Indian ocean for such luxury items as fine Indian cloth and Ming 
vases. By the fourteenth century, the trade-rich Shona king ruled roughly a million people in an area about the size of present-day 
Spain” (O’Riley 32). “Although the Great Enclosure, the largest stone sculpture in all of sub-Sahara Africa, has been badly looted, the 
few surviving pieces of sculpture and pottery suggest that it was once a thriving art center housing many great treasures. Soapstone 
images of birds of prey with human features found in the ruins may represent the king. Stones set in a band of chevrons along the 
upper walls may also symbolize the king as an eagle and lightning, both of which are believed to link the sky and earth in a zigzag 
pattern. To give the stonework stability, the walls are ‘battered’ (sloped inward toward the top). Some of the latest additions, such 
as a solid conical tower resembling a Shona granary, have finely dressed stones and seem to reflect the growing skill of  the local 
masons. Along with the curved inner walls, oval-shaped rooms, and another solid tower, these masonry forms reflect the shapes of 
pottery and clay buildings elsewhere in sub-Sahara Africa. The round, flowing, and organic contours of the walls also create spaces 
that are flexible and relate to the landscape and patterns of human movements around them” (32-33). “The Portuguese arrived in 
sub-Sahara Africa shortly after the political importance of Great Zimbabwe had passed on to other areas in South Africa. These 
outsiders ultimately undermined the economy of the region by disrupting its long-established trade routes. While no more cities on 
the scale of the Great Zimbabwe were built, individual artists continued to produce items for everyday and ritual use. Many of the 
masks and carved figures used in highly secretive rituals were never seen by the art collectors who arrived by the nineteenth century, 
so these important works are not preserved in museum collections” (33).  
 
4. “It is now almost universally accepted that the prime function of the stone walls of all zimbabwes was to serve as symbols of 
prestige, status, or royal authority. But the question has never been asked why this should be so. One must try to penetrate deeper 
and try to discern the source of the power of this symbolism. Symbolism was as important to the Karanga rulers as it was to any 
other ruling authority. The symbolism of a courtly culture, its insignia, dress, way of life, architecture, the very zimbabwes 
themselves, were important agents in the establishment, acceptance, and maintenance of the kingdom. The choice symbols was not 
random or fortuitous. Zimbabwe walling may well derive from the way it expresses a ruler’s relationship with the ancestral land of 
him and his people” (Garlake 152). “Most zimbabwes are on or closely associated with hills, however small, or around granite 
outcrops and boulders. Many natural formations are deliberately incorporated in their fabrics. The material from which the 
zimbabwes are constructed and the forms the walls take expand and express the natural forms of the landscape around the. Many 
details- the narrow passage, the curved entrances, the buttresses and towers- have strong resonances, even if they are not exact 
imitations, of the giant boulders of the hills” (153).  
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Sika dwa kofi (Golden Stool). Ashanti peoples (south central Ghana). c. 1700 C.E. Gold over wood and cast-gold attachments. 
 
1. “The Asante are a matrilineal people and many of the affairs in the famous confederation were regulated through matrilineages. 
They believe that a man is related through blood to his mother (and to his father through spirit) and that the real link between 
generations is provided by the blood transmitted through matrilineal kin. An Asante therefore traces his descent through his mother 
and is a member of his mother’s lineage which consists of all the descendants who trace their genealogy through female links to a 
common ancestress. The lineage is localized in the sense that its members live in the same chiefdom and may be very large, 
although it is always divided into smaller segments. The most important of these lineage segments is one which includes about four 
generations of  uterine descendants of an ancestress” (180-181). “An Asante chiefdom is an aggregate of social units composed of 
lineages formed into villages. Each lineage is a political unit represented on the council by a headman chosen by the adult men and 
women of the lineage. In the same way the chief who rules the chiefdom is also chosen from a particular lineage by the heads of 
other lineages” (181) “Asante lineage ancestors play an important role in maintaining the well-being of the community, the 
organization of which was rooted in kingship. An Asante is always in contact with his ancestors; at meals the first part is always 
offered to the ancestors and libations are poured to them daily. It is believed that success and prosperity in this life depend on the 
ancestors: they punish members of the matrilineage who break the customs or fail to fulfill the obligations to kinsfolk, while those 
who obey the customs and fulfill their obligations receive help and blessing from the ancestors” (181).  
 
2. “The shrine of each lineage is a blackened stool. On this shrine the head of the lineage at the appropriate times offer food and 
drinks to the ancestors praying that they may protect the members of the lineage, bless them with health and long life, that the 
women may bear children and that the farms may yield food and plenty. As far as the chiefdom is concerned, it is the dead rulers, the 
ancestors of the royal lineage, that not only guard lineage members but protect the whole chiefdom. In the main rite of a chief’s 
installation, the new chief is lowered and raised three times over the blackened stool of the founder of the royal lineage. Through 
this rite the chief is believed to have been brought into a peculiarly close relationship with his ancestors. His person as a result 
becomes sacred, a sacredness emphasized by taboos surrounding his person” (181). “The carved stool is the soul of the lineage and 
the soul of the nation, the sacred emblem of permanence and continuity. The chief, the occupant of the stool and representative of 
all those who have occupied it before him, is the link, the intermediary, between the living and the dead. These sentiments are kept 
alive in the periodic ceremonies when the departed rulers’ ancestors are recalled, food and drink are offered to them and a sacrifice 
is made to them with the stool as the central object. An Asante lineage head or ruler officiates before the ancestral stools and prays 
to his ancestors on behalf of his people that the earth may be fruitful and the people may prosper and increase in numbers” (181).  
 
3. “The stool, symbol of the authority of the lineage head, is preserved in his memory when he dies. Subsequent lineage heads  will 
also have their black stools in the same room though some lineages keep only the stool of the founder of those particularly famous 
among the ancestors. The black stool is believed to be inhabited by the spirit of the head of the lineage and to possess magical 
qualities. The black stool is in fact seen as a substitute for the physical body of the dead person” (182). “The stools are symbols of the 
ancestors and the lineage. They are rectangular pedestals with curved seats supported by carved stanchions. In the Kumasi stool 
house ten black stools are preserved as well as a bell representing the famous Golden Stool of Asante regarded as the soul of the 
Asante nation. These Kumasi stools are of historical importance as they commemorate the reigns of several of the Asante kings. 
They are also of social significance since they enshrine patriotic sentiments” (182). “The Golden Stool was traditionally believed to 
have been brought from the sky by the first king’s priest and counselor. The priest promised the king he would conjure from the 
heavens a stool which would be the symbol of his authority and of the unity of the nation; it would be the repository of the soul of 
the nation and would bring prosperity and prevent adversity. The Golden Stool descended from the sky and dropped into the lap of 
the king to accompaniment of thunder and lightning. The Golden Stool, a moss of solid gold, stands about half a meter from the 
ground. The seat, about 60 cm long, has bells of copper, brass and gold attached to it and charms of gold and beads are added to it 
by each successive chief. It is fed at regular intervals and if left hungry the stool and the nation it represented would be in danger of 
dying. Being regarded as a sacred object the Golden Stool is never allowed to rest upon the bare ground but on a blanket of camel 
hair or on an elephant skin. Today it is kept in a secret place and is represented in the Kumasi treasure house by a golden bell” (183-
184).  
 
4. “For an ordinary lineage head the stool chosen to represent his spirit is the one he ate from, or the one he sat on to have his bath- 
the daily bathing meant that there would have been a complete penetration of his soul stuffed into the wood. Others say it has to be 
the one on which his corpse was bathed. The consecration ceremony consists in making the stool black. Black is the symbol of death 
and it also prevents decomposition of the wood, of course. The successor pours a libation on all of the old stools. Eggs are broken 
and mixed with soot and the new stool is smeared with the mixture. A sheep is killed and blood is sprinkled on the stool. For chiefs 
this is performed by the chief of the Stoolbearers and his assistants. The queen mother of each lineage is also meant to have one, 
while the queen mother of the Asante nation had a silver one. The stool is kept in a stool house and many taboos surround it, such as 
that no white man or menstruating woman should go inside. It is kept on a bed or dais and the kuduo, the brass vessel for holding 
gold dust, is placed under it” (184). “The Asante also have ‘unlucky days’ when the stools have to be worshipped. Cooked mutton or 
even raw meat is placed on the stools. If roasted, small pieces are stuck on skewers and placed in bowls in front of the stools. Blood is 



also sprinkled on them. The stools also have positive ritual functions- they are the central symbol at child naming rites, the puberty 
ceremonies for a girl. Sacrifices are made to them when a member of the clan marries or if an offense has been made against the 
ancestors, the worst of which is incest. They also sacrifice before a long journey, before mortgaging land, before war. In some cases 
the stools were carried to war to bring good luck and strength. When the war was going badly the chief would stand on the stool- an 
act of serious insult to the ancestors. By annoying the spirits he hoped to make them mover vigorous and bring more help to his 
soldiers” (184). “The symbols of Asante chiefship, therefore, are carved stools which were originally symbols of lineage unity. Like 
Lega masks they represent levels of lineage segmentation and are revered through their association with the ancestors. Even the 
sacred emblem of the great Asante confederation was derived from this symbolism and demonstrates the segmentary nature of the 
Asante state which had as its basis the segmentary nature of the clan system” (184).  
 
5. “The most common form of stool incorporates five support posts (one at the center and four at the periphery), which suggest the 
king and four subsidiary chiefs or the zenith sun and four cardinal points. Curving supports are said to suggest rainbows, and more 
naturalistic supports include such royal animals as the elephant and lion, especially during the twentieth century. Like the Golden 
Stool, the thrones of rulers, queen mothers, and chiefs were often covered with previously metal. The choice of metal and variations 
in size as well as other decorative features served to distinguish rank, gender, occupation, and so on. A range of messages were 
conveyed through the geometric patterns of the supports, including rainbows, moons, serpents, gunpowder kegs, padlocks, 
amulets, and references to defeated kings. Other motifs allude to military prowess, and wisdom” (Blier 135-136). When a new ruler 
came to power he would lower himself three times over his predecessor’s stool, the transfer of power occurring when he lightly 
touched the seat. In some Akan areas, the new king was led blindfolded into the room containing his predecessors’ stools and asked 
to touch one stool, his selection being viewed as an indication of the type of reign he would have. Offerings were made before the 
tree used to carve the stool was felled: these included gold dust, which was linked to wealth and the life force, and an egg, which 
symbolized both long life and the care the ruler needs to take in handling the nation” (136).  
 
6. “The death of a leader was spoken of by saying ‘ stool has fallen,’ an allusion to the practice of turning over the ruler’s stool when 
he died. Then the chief’s body was washed on his stool before burial and his stool was blackened by special offerings and ritual 
smoking. Because ‘blackening’ a stool necessitated considerable financial resources, it was reserved for persons of great stature and 
wealth. This process transformed the stool in to a memorial for the deceased and a sacred icon through which the dead could be 
contacted (smoke and offerings serving as vehicles of this transference). ‘Blackened stools’ (nkonnua tuntum) were placed on a clay 
altar or bench in the family stool room on their sides in order not to wake up the deceased” (136). “So important was the Golden 
Stool to the Asante ideas of power and independence that when colonial officials sought to remove it, a revolt was led by the Asante 
queen mother. The Golden Stool was then buried for protection, only to be unearthed by construction workers, who in turn 
desecrated it in 1921. The remaining parts of the stool were reworked into a new Golden Stool, the historical, ceremonial, and 
political importance of which is still considerable today. The current stool has a wooden core and a hammered gold covering” (134). 
“The gold used in its construction was said both to represent the essence of the sun and to symbolize life’s vital force or ‘soul’ (kra), 
thus making it essential to power and well-being. Gold was further identified with endurance (through the sun’s perpetuity) and life 
(unlike the moon, the sun never ‘dies’). So sacred was this stool that it could never touch the ground and was always placed on its 
own special European-style chair and elephant–skin mat, the ensemble reinforcing Asante ideas of political hierarchy with the ruler 
being seen to surpass both European and natural forces. Since the stool carried the soul of the entire nation, no one except the king 
(or Asantehene) could rest against it, and then only in the course of installation and state ceremonies. Perhaps recalling earlier Akan 
stools, the base of the Golden Stool is disk shaped. The seat is created by a tripartite support comprised of a cylindrical column and 
two diagonal arms, like the altars (dua) to the sky god Nyame: they perhaps reinforce Asante royal ties to Nyame (133-134).  
 
7. “Each stool bears a wealth of anthropomorphic symbolism: the support symbolizes the neck, the seat for the face, protrusions at 
the lower ends of the seat for ears, the bottom of the seat for the back of the head, and the holes carved in the seat top for the 
mouth. These holes also allude to the ability of ancient stools to communicate power and well-being to living chiefs” (135). “The 
political significance of the Asante Golden Stool was considerable, with Osei Tutu granting permission to loyal chiefs to purchase 
new stools. The Golden Stool legend thus played a vital role in unifying the various area chiefs and chieftaincies around the Asante 
king. The creation of new stools made political loyalty highly visible. Associated with the Golden Stool was a new set of laws, a new 
national ideology, and a new all-Asante ruling council. The importance of the Golden Stool is reinforced by the items added to it- 
among them figurated and plain brass bells and fetters. The bells serve as a means of contacting the dead and were rung during 
related ceremonies (they were also believed to warn the ruler of portending danger); the fetters symbolize victory and the desire to 
keep the soul of the nation secure; the hollow human- form bells represent defeated enemies of the state, the first such sculpture 
being said to depict the king of Denkyera, whom Osei Tutu vanquished soon after he came to power. This victory meant political 
independence and economic viability, since the Asante state could then control the coast and its European trade. The central 
support of the Golden Stool may serve as a symbolic equivalent of the king’s dynastic tree, under which the heads of defeated  
enemies were buried” (134-135). 
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Ndop (portrait figure) of King Mishe miShyaang maMbul. Kuba peoples (Democratic 
Republic of the Congo). c. 1760–1780 C.E. Wood. 
  
1.“Kuba art is an aristocratic art since only a section of society was allowed the possession of luxury objects, the commoners being 
allowed only goods of lesser quality. Religion did not play a large part. Statuary mainly represented kings going back to the 
beginning of the seventeenth century, although only a few of them are contemporary. All show the king seated, cross-legged, and 
wearing the emblems of his sacred kingship. They are probably memorial statues, but contained the essence of kingship which could 
be transferred from them to the new king” (Brain 123). “The statues of the Kuba-Bushoong kings are the great works of Kuba art. 
They are not large, most of them being about half a meter high. Each of the kings portrayed is shown seated on a cubic pedestal 
whose sides are worked. They are calm, serene, with a timeless repose, a deep gravity. Each statue has distinctive signs of royalty. 
There are bracelets, anklets, belts and necklaces. The king is fat like all good kings. His face is expressionless, the lids half-closed and 
lips strangely carved. These statues are more political than religious, they are archival pieces which relate to the history of the kings 
and people among the Kuba. The royal quality is implicit in the pose of the figure, the hairstyle, the cowries in his bracelet and belt 
and his cap and the knife in his left hand. Each king can be identified by special attributes- a game he is supposed to have invented, a 
special drum, a slave girl he was in love with. The statues have the same general form but do not resemble each other; individual 
details have been given the faces to make them seem to be portraits. However, they are not portraits but conventionalized 
representations with distinguishing characteristics, venerated by generations of Bushoong and carefully preserved” (123).  
 
2. “Although they are not religious, they may incarnate mythical values, as they are seen in a political context. It is the king who had 
control over life, human and cosmic, and this must be represented in the statues. Kuba art decoration flourishes in all aspects of 
architecture and sculpture, in metal working, basket work and weaving. Art played a large part in the life of the Kuba court”  (123). 
“The king was responsible for the good functioning of society and also for the regularity of the elements- particularly the rain and 
sun and rich harvests. He had to observe taboos, such as not speaking when he held a knife in his hand, not shedding male blood, not 
touching the soil. When he was ill, even slightly, his illness was seen as a danger for the whole country” (122). “The chiefs are 
glorified in history – by the special functionaries who relate the legends of the state, particularly in the realm of aesthetics and crafts, 
metal working, weaving of raffia cloths, the creation of certain styles of sculpture, and new types of masks” (122).  
 
3. “The Kuba are not by any means a cohesive group of peoples, but they have long been known for their complex political structure, 
a cluster of some nineteen ethnic groups of diverse origin, living under the authority of a king, nyim, from the Bushoong group. A 
council of ritual specialists and title-holders representing the capital and all territorial units formerly advised the Bushoong nyim. In 
addition a number of councils played a role in governance, and various sets of courts heard cases on behalf of the king, providing one 
of the most sophisticated judicial systems in Central Africa” (Visona 396). “Although today most Kuba ethnic groups are organ ized 
into independent chiefdoms, they still recognize the authority of the Bushoong king. Within each village, regardless of the distance 
from the capital, there are a large number of titles, and a huge number within the population are titleholders. One’s standing within 
the hierarchy is perceived in terms of wealth and rank, and material possessions serve to express status. Each titled position has its 
set of emblems, symbols, and praise songs. Much Kuba art, then, is associated with leadership and prestige, making the king and the 
nobles of Kuba culture, both in the capital and in the faraway villages, the patrons of the arts” (396).  
 
4. “Among the best known of Kuba art forms are royal portrait figures, ndop. The example show here represents the seventeenth-
century king Shyaam aMbul a-Ngoong, during whose reign many of the niceties of Kuba civilization were supposedly introduced, 
among them the tradition of royal portraiture. Like other ndop figures this one is an idealized representation. The ruler is shown 
seated cross-legged on a rectangular decorated with patterns that appear as well on certain textiles that allude to position. The base 
recalls the dais upon which the king sits in state, and the sword of office in the left hand reminds us of the weapons held by the actual 
monarch” (397-398). “The costume represented on ndop concentrates on a few especially symbolic elements of the full royal 
panoply: crossed belts over the chest and cowrie-encrusted sash and arm bands. The headdress is a shody, a crown with a projecting 
visor worn only by the king or by regents. Projecting from the base in front of the figure is an ibol, an object symbolic of the king’s 
reign. The ibol of Shyaam aMbul a-Ngoong is a board for a game of chance and skill, one of the many amenities of civilization said to 
have been introduced by this culture hero” (398). “Kuba traditions maintain that if the ndop is damaged, an exact copy is made to 
replace it” (398). An ndop was regularly rubbed with camwood and palm oil, giving it a reddish, glowing surface over time. It may 
have played a role in the installation of the king, and during his life it is said to have been not only a portrait but also the soul double 
of the king. Whatever happened to him was believed to happen to it as well. Closely associated with the king’s fertility, the ndop was 



kept in the women’s quarters, and was placed next to his wives during childbirth to ensure safe delivery. Some claim that at the 
death of the king the life force and power of kingship passed from the dying king to his ndop and subsequently to his successor 
during rituals of installation. Thereafter, the figure served as a memorial and was placed with his throne in a storeroom near his 
grave, to be displayed on important occasions” (397). 
 
5. “Ndop statues represent a human figure sitting cross-legged on a throne with a carved wooden object in front which is attached to 
the throne. The figures wear personal emblems, such as hats, arm-rings, belts, swords, and ceremonial pieces of cloth on their backs, 
but no other common clothing. These items are attributes of Kuba kingship. In the eyes of the people, each statue is a monument to 
a particular Kuba king. Ostensibly they know which king is represented because the ndop is his portrait; actually the king is identified 
by the personal symbol of his reign, his ibol, which is represented in front of him. Since it was forbidden to depict any deformity the 
king might have, Kuba royal portraits could not be too realistic. Indeed these statues are really quite stylized; in only one case – the 
figure of Mbomboosh- is a personal characteristic shown, obesity being indicated by the three lines on his neck and by a somewhat 
stout torso. But the Kuba still insist that these statues are real portraits and even claim that if the kings had not been present, the 
statues could not have been carved. The belief may be due, however, to the role the ndop played in the installation of the monarch” 
(Fraser and Cole 42-44).  
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Citing specific visual and/or contextual evidence, discuss how these two structures convey power by means of the following: 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

The MOSQUE at DJENNE, Mali, begun 13th 
century 
 
APPEARANCE: 
 
 
 
 
 
LOCATION/ SETTING: 
 
 
 
 
 
 
USE of MATERIALS or TECHNIQUES: 
 
 
 

The GREAT ZIMBABWE, Zimbabwe, 14th 
century 
 
APPEARANCE: 
 
 
 
 
 
LOCATION/ SETTING: 
 
 
 
 
 
 
USE of MATERIALS or TECHNIQUES: 
 
 
 
 
 
 
 



Golden Stool. Ashanti peoples, c. 1700 CE, 
gold over wood and cast-gold attachments 
 
APPEARANCE: 
 
 
 
 
 
 
 
USE of MATERIALS or TECHNIQUES: 
 
 
 
 
 
 
 
LINKS TO TRADITION or RITUAL: 

Ndop (portrait figure) of King Mishe 
miShyaang MaMbul. Kuba peoples, c. 1760-
1780 CE, wood 
 
APPEARANCE: 
 
 
 
 
 
 
USE of MATERIALS or TECHNIQUES: 
 
 
 
 
 
 
 
LINKS TO TRADITION or RITUAL: 
 

Citing specific visual and/or contextual evidence, discuss how these two objects convey power by means of the following: 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Identify at least two works 
that function in a similar way 
to that of the Golden Stool 
and explain how.  
 
(1) 
 
HOW? 
 
 
 
 
 
 
(2) 
 
HOW? 
 

Identify at least two works that 
function in a similar way to that of 
the Kuba Ndop and explain how.  
 
(1) 
 
HOW? 
 
 
 
 
 
 
(2) 
 
HOW? 
 



 

 

 

 

DATE DUE: ___________ 

 
READ THE FOLLOWING 

 
Head of an oba (Benin), c. 1700-1897 CE, brass 
 
1. “Ife was probably the artistic parent of the great city-state of Benin, which arose some 150 miles to the southeast.  According to 
oral histories, the earliest kings of Benin belonged to the Ogiso, or Skyking, dynasty.  After a long period of misrule, however, the 
people of Benin asked the oni of Ife for a new ruler.  The oni sent Prince Oranmiyan, who founded a new dynasty in 1170 CE.  Some 
two centuries later, the fourth king, or oba, of Benin decided to start a tradition of memorial sculpture like that of Ife, and he sent to 
Ife for a master metal caster named Iguegha.  The tradition of casting memorial heads for the shrines of royal ancestors endures 
among the successors of Oranmiyan to this day” (Stokstad, Art History 471-472). “All of the heads include representations of coral-
bead necklaces, which have formed part of the royal costume from earliest times to the present day… During the Late Period, the 
necklaces form a tall, cylindrical mass that greatly increases the weight of the sculpture.  Broad, horizontal flanges, or projecting 
edges, bearing small images cast in low relief ring the base of the Late Period statues, adding still more weight.  The increase in size 
and weight of Benin memorial heads over time may reflect the growing power and wealth flowing to the oba from Benin’s 
expanding trade with Europe” (472).  “Coral, which derives from the Mediterranean Sea, was an important feature of Benin royal 
costumes and was believed to make the king’s words come to fruition.  Historically at Benin such beads were sewn together with 
elephant-tail hair, an animal closely identified with both royalty and physical force” (Blier 47).  

2. “The iron irises of the eyes are said to convey both the mystical authority of indigenous forged metal and the enduring stare of one 
whose nature is in part divine (one of the local names for the iris is ‘ray or menace of the eye.’) Parallel iron bars set into the forehead 
invest the head with the sacrosanct potency of indigenous iron; sacrifices aimed at renewing royal power are placed on the bars. The 
raised marks (ikharo) along the eyebrow are a form of cultural marker, three for men, four denoting women or foreigners” (45). “The 
art of Benin is a royal art, for only the oba could commission works in brass.  Artisans who served the court lived in a separate quarter 
of the city and were organized into guilds” (Stokstad, Art History 472). “Ugie Ivie [the Bead Festival] recalls the struggle between 
Esigie and his brother Arhuaran of Udo over possession of the royal coral bead, which would be used to proclaim the capital of the 
kingdom.  During the ceremony, all the beads of the kings, chiefs and royal wives are gathered together on the palace altar in honor 
of Oba Ewuare, who first brought coral beads to Benin from the palace of Olokun, and the blood of a human sacrifice is poured over 
them (nowadays a cow is used).  This blood gives mystical power to the beads and fortifies them for all following ceremonies” (Ben-
Amos 100-101). “The Portuguese also had an impact on the royal arts of Benin. Coming from far across the sea, brining with them 
wealth and luxury items, the Portuguese travellers were readily assimilated into (or perhaps generated) the complex of ideas and 
motifs associated with the god Olokun, ruler of the seas and provider of earthly wealth. Cast or carved images of the Portuguese 
sailors in sixteenth-century attire appear in a wide variety of contexts- on bracelets, plaques, bells, pendants, masks, tusks, and so 
on. Generally they are accompanied by the denizens of Olokun’s world (mudfish, crocodiles, pythons and the like) and a multitude of 
chiefs, retainers, and royal figures at the Benin court. The image of the Portuguese, thus, became an integral part of a visual 
vocabulary of power and wealth” (37). “Portuguese mercenaries provided Benin with support against its enemies, while traders 
supplied the important luxury items Benin so desired; coral beads and cloth for ceremonial attire and great quantities of brass 
manillas which could be melted down for casting. One of the palace associations, Iwebo, was appointed to conduct affairs with the 
Portuguese, and to this day its members speak a secret language that some of them claim is derived from Portuguese. In return for 
these goods, Benin provided the Portuguese with pepper, cloth, ivory, and slaves. By the last quarter of the sixteenth century, if not 
earlier, Benin craftsmen were busy carving ivory objects ranging from spoons with figurative handles, sold at modest prices to 
sailors, to the more elaborate salt cellars and hunting horns, destined apparently for the Portuguese nobility” (37).  

3. “On the top of each head rests a carved ivory tusk. In the old days the king used to receive one tusk from every elephant killed in 
the kingdom; some were sold to European traders during the long years of commerce with the West, others were given as gifts to 
faithful chiefs, and still others were displayed on the royal ancestral shrines. Images on the tusks represent former kings, great war 
chiefs, soldiers, retainers and animals symbolic of royal powers” (88, 92). The living monarch rules by virtue of being descended from 
Oranmiyan, the founder of this dynasty, and thus he is the caretaker of these shrines for the benefit of the Benin people. The king, 
like the commoner, officiates at the royal altars to request the aid of his ancestors, but unlike the commoner, his predecessors are 

THEME: IMAGES of POWER 
FOCUS: Oba’s Palace at Benin 
READING ASSIGNMENT: KLEINER: pp. 531-532  and SEE 
BELOW 
POWERPOINT: IMAGES of POWER: AFRICAN ART (Art of 
the Benin) 
 



the protectors of the nation at large and their own divine power has passed on to him. While the divinity of the Oba indeed derives 
from his descent, it has wider moral implications. As the reigning monarch, he alone possesses the royal coral beads. Since other 
members of his immediate family can claim similar descent, possession of the beads and other royal relics determines who 
ultimately sits on the throne. This is made clear by the story related earlier about the conflict between the sixteenth-century king 
Esigie and his brother Arhuaran, who battled for possession of a special coral bead. The royal coral beads are not merely ornamental; 
they have the powers of ase, that is, whatever is said with them will come to pass. The ability to curse and issue proclamations is one 
of the principal sanctions of the monarchy” (92). According to Chief Ihaza: ‘When the king is wearing this heavy beaded costume, he 
does not shake or blink but stays still and unmoving. As soon as he sits down on the throne he is not a human being but a god’ ”(96). 
“In the kingdom of Benin, located in southern Nigeria, on the coastal plain of the Niger River, brass casting reached a level  of 
extraordinary accomplishment as early as the late 14

th
 century. Brass, which is a compound composed of copper and zinc, is similar 

to bronze but contains less copper and is yellower in color. When, after 1475, the people of Benin began to trade with the Portuguese 
for copper and brass, an explosion of brass casting occurred” (Sayre 298). “When an oba dies, one of the first duties of the new oba is 
to establish an altar commemorating his father and to decorate it with newly cast brass heads. The heads are not portraits. Rather, 
they are generalized images that emphasize the king’s coral-bead crown and high bead collar, the symbols of his authority” (298).  

 
Benin Plaques 
 
1. “Around 1600, a Dutch visitor to the court of Benin described the magnificent palace complex, with its high-turreted buildings, as 
one of immense size and striking beauty. In the long, square galleries, wooden pillars were covered from top to bottom with brass 
plaques. Cast in relief from a wax model, the plaques were mounted on the palace pillars by nails punched through the corners. The 
plaques depicted the Oba and various members of his retinue, including warrior chiefs, titleholders, priests, court officials, 
attendants, and foreign merchants. Shown singly or in small groups, the figures are portrayed in meticulous detail, their role and 
status indicated by costume, ornament, and hairstyle. On plaques with multiple figures, the scale of the figures denotes their 
position within Benin court hierarchy. The largest one is most important, with others decreasing in size according to their relative 
significance. On this plaque, a regally dressed Oba seated sidesaddle on a horse is accompanied by prominent officials and other 
attendants. To emphasize his power and authority, the Oba is positioned in the center, is the largest figure, and wears his full coral 
bead regalia, including a high collar of stacked necklaces and crown of beads. All coral was owned by the Oba and, because it comes 
from the sea, is associated with Olokun, god of the sea. The Oba is attended by two smaller figures holding protective shields. These 
titled administrative officials were responsible for palace provisions and for supplying ceremonial sacrifices. Sword bearers of lesser 
rank, indicated by their smaller size, support the king’s outstretched arms. Smaller still, and therefore of least importance, are the 
two miniature figures who hover in the corners above the Oba and the one who supports his feet. The background is ornamented by 
quatrefoil motifs representing river leaves, an allusion to Olokun and the prosperity brought across the seas through trade with the 
Portuguese. In African art, the materials are often as meaningful as the forms the artist gives them. Because brass, an alloy of copper 
and zinc, was scarce and costly, its use was dictated exclusively by the Oba, whose possession and control of brass connoted his 
power, wealth, and authority. The durability of the metal was fitting for objects intended to be lasting tributes to the greatness of 
Benin kings. The shiny, reddish gold surface of polished brass was considered beautiful yet intimidating, an appropriate symbol for 
royal power. Although it is not known how the brass plaques were originally arranged on the pillars, scholars generally agree that 
they were conceived in groups. By the end of the seventeenth century, the plaques were no longer used as decoration but were 
stored in the palace and consulted on matters of court etiquette, costume, and ceremony. Almost 900 of these plaques survive 
today, providing a detailed visual record of court life” (Clarke 123).  

 
2. “The Oba’s palace in Benin, the setting for the royal ancestral altars, was also the backdrop for an elaborate court ceremonial life 
in which the oba, his warriors, chiefs, and titleholders, priests, members of the palace societies and their constituent guilds, foreign 
merchants and mercenaries, and numerous attendants and retainers all took part. An engraving published in 1668 by Olfert Dapper 
shows some of the palace’s high-turreted buildings and a lively procession of the king and his courtiers. Dapper reported, ‘The King 
shows himself only once a year to his people, going out of his court on horseback, beautifully attired with all sorts of royal 
ornaments, and accompanied by three or four hundred noblemen on horseback and on foot, and a great number of musicians before 
and behind him, playing merry tunes on all sorts of musical instruments, as is shown in the preceding picture of Benin City. Then he 
does not ride far from the court, but soon returns thither after a little tour. Then the king causes some tame leopards that he keeps 
for his pleasure to be led about in chains; he also shows many dwarfs and deaf people, whom he likes to keep at court’ ” (Ezra 117). 
“The palace, a vast sprawling agglomeration of buildings and courtyards, was also the setting for one of the most fascinating  art 
forms created in Benin, rectangular brass plaques whose relief images portray the persons and events that animated the court. The 
only contemporary reference to the plaques occurs in an eyewitness description of the palace complex written in the early 
seventeenth century and recorded by Dapper: ‘It is divided into many magnificent palaces, houses, and apartments of the courtiers, 
and comprises beautiful and long square galleries, about as large as the exchange at Amsterdam, but one larger than another, 
resting on wooden pillars, from top to bottom covered with cast copper, on which are engraved the pictures of their war exploits and 
battles, and kept very clean’ ” (117).  
 



3. “About nine hundred of these plaques survive today; contrary to Dapper’s account, their figures were not engraved but were cast 
in relief with details incised in the wax model. They were hung on the pillars of the palace by nails punched directly through them. 
When the palace was seized by the British Punitive Expedition, the plaques were no longer on display, but according to Reginald 
Hugh Bacon, an eyewitness, were found ‘buried in the dirt of ages, in one house.’ The is an apparent exaggeration; they were not 
literally buried, but rather stored, probably in part of the palace belonging to Iwebo, the palace society that includes the keepers of 
the regalia and the guilds of craftsmen who create it.  One elderly chief who was a palace attendant prior to 1897 recalled that the 
plaques ‘were kept like a card index up to the time of the Punitive Expedition, and referred to when there was a dispute about courtly 
etiquette’ ” (117-118). 
 
4. “According to an oral tradition collected by Lieutenant E. P. S. Rouppell, one of the British colonial officers who occupied Benin 
after the Punitive Expedition, the plaques were first produced during the reign of Oba Esigie in the early sixteenth century. In this 
account, a ‘white man’ named Ahammangiwa (a name of uncertain origin) came to Benin with others in the reign of Esigie and 
‘made brasswork and plaques for the king… The king gave him plenty of boys to teach.’ The next oba, Esigie’s son Orhogbua, waged 
war against the Igbo, and when he returned with his captured enemies, ‘Osogbua [sic] called Ahammangiwa and his boys, and asked 
them if they could put them in brass; they said ‘We can try,’ so they did and those are they- then the king nailed them to the wall of 
his house.’ Paula Ben-Amos points out that while it is not clear whether this tradition refers to the origin of brasscasting in  general, it 
nevertheless places the origin of the plaques in the period of Portuguese contact with Benin and shows the conscious relationship 
between the plaques and historical events” (119). “The origin of the plaque form itself has also been a topic of interest to scholars. 
Fagg and Dark have suggested that their rectangular format and relief technique reflect European influence. Dark lists a number of 
items that the Portuguese may have carried in their ships and that may have inspired the plaque format, including European 
illuminated books, small ivory caskets with carved lids from India, and Indian miniature paintings. The quatrefoil ‘river leaves’ incised 
on the background of the plaques and the relief rosettes cast in the corners may also have their origin in European and Islamic art. In 
contrast, Babtunde Lawal, a Nigerian art historian, feels that the plaques are indigenous to Benin or elsewhere in southern Nigeria. 
He cites examples of relief carving in southern Nigerian art, including carved wooden doors, drums, and boxes, which might have 
suggested the idea for relief decoration on the pillars. A local Benin source for the concept of relief figures within a rectangular 
format can possibly be identified in figurative panels held up on poles as part of ekasa, a dance performed after the death of an oba 
or iyoba. The ekasa panels contain relief figures made of cloth and are decorated with mirrors and brass cutouts. The figures are 
arranged in stiff, symmetrical, usually tripartite compositions that are also frequently seen on the brass plaque. Like the plaques, 
ekasa is said to have originated during the reign of Esigie” (120-121). 
 
5. “Cat. Nos. 40 (The plaque in the image set) and 41 depict Benin titleholders, identified by their coral-bead collars, caps, and other 
regalia, playing a musical instrument known as ukuse. This instrument, which was noted by the Dutch chronicler D.R. in the 1950s, 
consists of a calabash covered with a beaded net, which rattles when shaken. Often the ukuse player will insert the middle finger into 
a hole in the top of the rattle, as is shown in these plaques. The ukuse is played at m any palace celebrations, often by women. In 
1978 ukuse were played by newly appointed titleholders as part of the rites honoring the accession of Erediauwa to the title of 
Edaiken, or crown prince. Since it is played with the hands, it was the only instrument permitted for them to play in a dance known 
as ‘thanksgiving to the hand,’ which celebrated their good fortune. Cat. Nos. 40 and 41 may represent such an occasion, serving as a 
permanent record of the new titleholders’ gratitude to the king. A number of similar plaques exist” (124).  
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Compare and contrast the image of a Benin oba with that of the Roman emperor, Augustus of Primaporta. In doing so, focus on the 

following areas: (You may refer to images as A, B, and C.) 

A          B                   C 

 

 

 

 

 

 

 

 

 

(1) ORIGINAL INTENDED LOCATION or SETTING 

 

 

 

(2) TREATMENT of the HUMAN FORM 

 

 

 

(3) USE of SYMBOLIC IMAGERY 

 

 

 

(4) USE of MATERIALS or TECHNIQUES 
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THEME: INNOVATION and EXPERIMENTATION 
FOCUS: Merode Altarpiece by Robert Campin, Les Tres Riches 
Heures by the Limbourg Brothers, Fra Angelico’s Annunciation 
ONLINE ASSIGNMENT: http://smarthistory.khanacademy.org/Campin.html 

ONLINE ASSIGNMENT: http://smarthistory.khanacademy.org/fra-angelico-

the-annunciation.html 

READING ASSIGNMENT: KLEINER: pp. 535, 550-553, 576 
POWERPOINT: INNOVATION and EXPERIMENTATION: 
EARLY NORTHERN RENAISSANCE (Robert Campin and the 
Limbourg Brothers) 
 

1. This work was 
painted by the leading 
painter of Tournai (in 
Belgium), known as 
the “Master of  
 
_________________.” 
Most scholars identify 
him as Robert 
Campin. 

2. Since this painting is composed of three  
 
panels it is called a ________________. In 
the center panel we see the subject of  
 
the____________________ . A tiny  
  
image of ______________ carrying the 
cross on his back appears coming from a 
window. This image alludes to how Mary 
was impregnated by the Holy  
 
___________________. 

4. The kneeling figures 
on the left are the  
 
_________________ of 
the altarpiece. 

5. The numerous objects in the room have 
symbolic meaning. The book, extinguished 
candle, lilies on the table, the copper basin 
in the corner, the towels, the fire screen, and 
bench all symbolize the Virgin’s  
 
_________________ and her divine mission. 

 

3. Depictions of this subject depict the angel  
 
___________________ announcing to the 
Virgin Mary that she will miraculously give 
birth to the son of God. 

6. On the right 
we see Mary’s 
husband  
 
____________ 
in his 
carpenter’s 
shop building 
two  
 
___________, 
symbols that 
Christ is bait set 
in the trap of 
the world to 
catch the Devil. 

7. The male figure’s last name 
Inghelbrecht means  
 
“__________________________,” 
which may allude to the subject of the 
central panel. The female figure’s last 
night is Scrynmakers, 
 
which means “_______________  
 
________________, which may allude 
to the subject of the far right panel. 

8. These small altarpieces 
were especially popular for 
household  
 
________________. The 
extreme detail and 
rendering of light and 
shadow can be attributed 
to the luminosity made 
possible by the use of  
 
____________ paint. 

9. Despite the attention to minute detail, 
the Flemish master treats space and 
proportion in highly unrealistic ways. Unlike 
the work of the Italian 15

th
-century  

 
Renaissance painters, _______________ 
perspective is absent. The figures are too  
 
_____________ for the space they inhabit. 
The realism of the North was not based on 
mathematical proportions but rather close 
observation of the natural world.  

http://smarthistory.khanacademy.org/Campin.html
http://smarthistory.khanacademy.org/fra-angelico-the-annunciation.html
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8. Citing specific visual evidence from the works you have studied, how did Robert Campin and the Limbourg Brothers 
demonstrate the innovations and/or experimentation that differentiates the 15

th
 century art of the early Northern 

Renaissance from that of the earlier Gothic period? 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

2. An illustrated calendar containing local 
religious feast days usually preceded these 
prayers. This page illustrates the  
 
month 0f ______________________. It 
depicts the duke seated in front of a  
 
_________________ which gives the 
appearance of a halo. He is shown next to 
the words, “aproche, aproche,”  suggesting 
that he is a magnanimous (meaning  
 
____________________) host to a feast. 

1. This illuminated manuscript for painted for  
 
Jean, the Duke of _____________________.  
The duke commissioned this lavish book that 
was used for reciting prayers. The centerpiece 
of such a book were liturgical passages to be 
read privately at set times during the day,  
 
from the ___________________ (dawn  
 
prayers) to ____________________ (the last of 
the prayers recited daily).  

3. The 12 months 
represented in the 
duke’s Book of 
Hours presents 
alternating scenes 
of nobility and  
 
______________. 
The book visually 
captures the 
power of the duke 
and his 
relationship to the 
people who 
depend upon him, 
the  
 
______________. 

4. The expanded range of 
subject matter, especially 
the prominence of genre 
subjects in a religious book, 
reflected the increasing 
integration of religious and  
 
___________________ 
concerns in both art and life 
at the time.  

6. Among the luxurious 
objects on display is a large  
 
___________________ on 
the back wall depicting the 
Trojan War anachronistically 
in medieval armor.  

7. The artists who produced 
this manuscript, the  
 
____________________ 
Brothers, are believed to be 
depicted in this scene. Their 
interest in expanded the 
illusionistic capabilities of 
illumination are displayed 
here by their naturalistic 
depiction of space, figures 
and objects.   

5. This illuminated 
manuscript would 
have been a 
valued object, just 
like the gold 
saltcellar 
displayed on the 
table. The duke’s 
wealth and power 
grew due to the 
fact that the kings 
of France and 
England were 
embroiled in the  
 
_______________  
 
_______________ 
War and lacked 
such resources.  



 

 

 

 

 

 

 

Although these two works both depict the same subject and they were created during the same century, they 

differ from one another in a number of ways. Analyze why these differences exist by discussing each of the 

following: 

 

 

MEDIUM/TECHNIQUE 

 

 

 

 

SETTING/PATRONAGE 

 

 

 

STYLISTIC 

TRADITIONS/ 

INFLUENCES 

 

Robert Campin. Merode Altarpiece, c. 1425-
1428, oil on wood    

Fra Angelico. Annunciation, San Marco, 
Florence, Italy c. 1438-1447, fresco 

 



 

 

 

 

DATE DUE: ___________ 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

THEME: GENDER ROLES and RELATIONSHIPS 
FOCUS: Arnolfini Portrait by Jan van Eyck  
ONLINE ASSIGNMENT: http://smarthistory.khanacademy.org/giovanni-

arnolfini-and-his-wife.html 

READING ASSIGNMENT: KLEINER: pp. 538-542 
POWERPOINT: GENDER ROLES and RELATIONSHIPS: 
EARLY NORTHERN RENAISSANCE (Jan van Eyck)  
 

1. Numerous 
interpretations exist of 
this painting. 
Traditionally, it has been 
thought to have 
documented a  
 
________________. 
Although that 
interpretation is less 
accepted, most scholars 
do acknowledge that the 
double portrait was 
meant to highlight the 
couple’s wealth.  

2. Above the mirror is an inscription that translated states that  
 
“______________________________”.  
 
A year of ____________ is also provided. This inscription and the 
probability that the artist’s self-portrait is seen in the mirror are 
indications that this painting served as a kind of legal document  
 
and that the artist functioned as a __________________.  

4. The finial on the 
bedpost depicts St.  
 
_________________, 
the patron saint of 
childbirth. From the 
finial hangs a whisk 
broom, symbolic of  
 
________________. 
These confirm the 
roles a wife assumes 
within a marriage.  

3. The single candle 
burning in the left rear 
holder of the ornate 
chandelier and the 
mirror, in which the 
viewer sees the entire 
room reflected, 
symbolize the all- 
 
seeing ___________ of 
God.  

6. Van Eyck’s 
placement of the two 
figures suggests 
conventional gender 
roles – the woman 
stands near the bed 
and well into the 
room, whereas the 
man stands near the 
open window, 
symbolic of the  
 
__________________. 

5. Oranges, such as the 
ones seen here, would 
have been rare in the 
Flemish city of  
 
________________ 
where this transplanted 
Italian merchant 
conducted business. The 
oranges suggest his 
wealth and privilege. 

In Flanders, husbands 
customarily presented 
brides with clogs. 
According to the 
traditional 
interpretation of the 
painting, the cast-aside 
clogs indicate that this 
event is taking place on  
 
___________________ 
and the little dog at the 
couple’s feet is a symbol  
 
of _________________. 

What was the function of a room with a bed, as opposed to 
our bedrooms of today, in the 15

th
 century?   

http://smarthistory.khanacademy.org/giovanni-arnolfini-and-his-wife.html
http://smarthistory.khanacademy.org/giovanni-arnolfini-and-his-wife.html


 

 

 

 

 

DATE DUE: ___________ 

 

READ THE FOLLOWING 

Donatello. David, c. 1428-32, bronze 
 
1. Donatello’s sculpture of David “has been the subject of continuous inquiry and speculation, since nothing is known about the 
circumstances of its creation.  It is first recorded in 1469 in the courtyard of the Medici palace, where it stood on a base engraved 
with an inscription extolling Florentine heroism and virtue.  This inscription supports the suggestion that it celebrated the triumph of 
the Florentines over the Milanese in 1428.  Although the statue clearly draws on the Classical tradition of heroic nudity, this 
sensuous, adolescent boy in jaunty hat and boots has long piqued interest in the meaning of the its conception.  In one 
interpretation, the boy’s angular pose, his underdeveloped torso, and the sensation of his wavering between childish interests and 
adult responsibility heighten his heroism in taking on the giant and outwitting him.  With Goliath’s severed head now under his feet, 
David seems to have lost interest in warfare and to be retreating into his dreams” (Stokstad, Art History 650-651). 
 
2. “The least expected work of this period in any medium is Donatello’s nude David in bronze, the earliest known nude freestanding 
statue in the round since antiquity. (It is noteworthy that when Andrea Pisano and Nanni di Banco represented a sculptor, they 
showed him carving a male nude.)  After Donatello’s heroic marble David of 1408-9, the bronze David is a surprise.  A slight boy of 
twelve or thirteen, clothed only in ornamented leather boots and a hat crowned with laurel, stands with one hand on his hip and a 
great sword in the other.  His right foot rests upon a wreath, while his left foot toys idly with the severed head of Goliath, one huge 
wing of whose helmet seems to be caressing the boy’s thigh.  David’s face, which seems to express a cold detachment, is largely 
shaded by the hat.  In the Speculum humanae slavationis (a fourteenth-century compendium of imagery connecting personages and 
events of the Old and New Testaments, widely reprinted in the fifteenth), David’s victory over Goliath symbolizes Christ’s triumph 
over Satan.  The laurel crown on the hat and the laurel wreath on which David stands are probably allusions to the Medici family, in 
whose palace the work was first documented in 1469” (Hartt and Wilkins 284-285). 
 
3. “The various meanings of David’s victory exemplify the richness of the statue’s complex iconography.  As a type for Christ, David 
has defeated Goliath-as-a-type-for-Satan.  As a symbol of the republican spirit of Florence, he defeats tyrants who threaten the city.  
As one of Plato’s ‘beautiful boys,’ he, like the figure in the bust of a youth, is under the protection of Eros” (Adams, Italian 
Renaissance 148-149).  “In any case, the latter meaning of the David is confirmed by the relief on Goliath’s helmet.  It shows a group 
of winged putti- multiple figures of Eros- pulling a triumphal chariot.  David’s victory over Goliath is thus transformed by Donatello 
into a synthesis of biblical, Platonic, political, and autobiographical content.  It reflects Plato’s view that tyrants condemn 
homosexuality, whereas democracies permit its expression.  That this view was congenial to Donatello’s own tastes is evident from 
the homoerotic character of the David.  Plato further argues that male lovers in the Platonic sense are the bravest warriors, 
protected by the love god Eros.  In the context of the period, the David stood for the Florentine struggle to maintain its 
independence as a republican state modeled on that of the Athenian democracy.  As such, the David also projected the image that 
the Medici wished to maintain- namely, that despite being the power behind the city, they were committed to civic humanism and 
opposed to authoritarian forms of government” (149). 
 
4. “David had become a metaphor for the city, strong in protecting its freedoms from external threat.  Piero’s placement of the David 
in the private context of the palace thus appropriated civic imagery for the Medici.  Contemporary awareness of this strategy of 
appropriation can be found in two later events.  In 1476 Lorenzo and Giuliano de’ Medici sold to the Signoria a traditionally clothed 
bronze David by Verrocchio, then also in the Medici Palace, for placement in the Palazzo della Signoria, thus parting with the less 
problematic of the two Davids in their palace.  In 1495, after the expulsion of the Medici from the city, the Signoria transported 
Donatello’s David to the courtyard of the Palazzo della Signoria, a new inscription making explicit recognition of the state 
iconography carried by the statue” (Paoletti and Radke 229, 231).  

THEME: IMAGES of POWER 
FOCUS: Donatello and Judith and Holofernes by Donatello  
ONLINE ASSIGNMENT: http://smarthistory.khanacademy.org/Donatello.html 

ONLINE ASSIGNMENT: http://smarthistory.khanacademy.org/Michelangelo-

David.html 
READING ASSIGNMENT: KLEINER: pp. 568-569, 611 and SEE 
BELOW 
POWERPOINT: IMAGES of POWER: EARLY ITALIAN 
RENAISSANCE (The Medici of Florence)  
 

http://smarthistory.khanacademy.org/Donatello.html
http://smarthistory.khanacademy.org/Michelangelo-David.html
http://smarthistory.khanacademy.org/Michelangelo-David.html


 
5. “Some modern historians have challenged the identity of the figure as David, proposing Mercury instead.  Depictions of Mercury 
from the fifteenth century show the god with a particular hat called a petasus, similar to that worn by the David. A viewer’s position 
beneath the statue would have made the decapitated head barely visible and its identity as Goliath or Argo hard to ascertain. 
Interpretation of the statue as a Mercury would allow the Medici to avoid the charge of appropriation of public imagery for private 
use, Mercury being the patron god of merchants as well as of the arts, and thus an appropriate symbol for the family.  In fact, the 
statue did not have to read either as David or as Mercury, but could have been read as both” (231). “The placement of the David in the 
Medici palace courtyard resonates with the marriage festivities of 1469.  For the wedding feast the women were seated on the 
second floor of the palace, looking down into the courtyard- just as Michal, David’s wife, looked from her balcony at her husband.  
This then would have transformed the David into Lorenzo, a youthful hero growing into a wise ruler, just as the young king in the 
palace chapel frescoes evokes Lorenzo’s role as courtier in the 1459 civic procession honoring the Pope and Galeazzo Sforza.  The 
multiple meanings evoked by the David typify the complex interweaving of personal and public imagery in Medici commissions” 
(231). 
 
6. “The key to the meaning of the statue is the helmet of Goliath, with its visor and wings.  This form was derived from depictions of 
the Roman wind-god Zephyr, an evil figure who killed the young boy Hyacinth.  We may assume that the helmet is a references to 
the dukes of Milan, who had threatened Florence about 1400 and were warring against it once more in the mid-1420s” (Janson 393).   
The statue “is softly sensuous, like the cult statues of the Roman youth Antinous.  David resembles an ancient statue mainly in its 
contrapposto.  If the figure has a classical appearance, the reason lies in its expression, not anatomy.  The lowered gaze signifies 
humility, which triumphs over the sinful pride of Goliath.  It was inspired by Classical examples, which equate the lowered gaze with 
modesty and virtue” (393). “In humanist circles on the fringes of established academic institutions, Christianity and paganism 
merged in novel ways.  The beautiful bronze sculpture of David by Donatello, ostensibly a religious image, resembles a Ganymede, 
for instance, and invites a sensual response.  When sculpting the state of David as a symbol of Florentine republicanism, 
Michelangelo fused the figure of the Old Testament youth with that of the ancient Hercules; both connoted homosexual love, at 
least for some viewers.  These examples serve to demonstrate that homoeroticism was not strictly inherent in a work of art.  Rather, 
it emerged from contemporary modes of reading, viewing and debating” (Aldrich 94-95).  
 
Donatello. Judith and Holofernes, late 1450s, bronze with some gilding 
 
1. “The 1450s were also the decade in which Donatello produced the first freestanding group statue since antiquity.  His Judith and 
Holofernes was, for a time, in the garden of the Medici Palace.  This suggests that the work was made for the Medici family, although 
there are no surviving commission documents.  In 1494, after the Medici were expelled from Florence, the statue was placed in front 
of the Palazzo Vecchio as a symbol of the victory of freedom over tyranny.  What originally had been an image of Medici 
republicanism, therefore, came to stand for rebellion against Medici tyranny.  The text on which the work is based comes from the 
Old Testament apocryphal account of the Hebrew widow of Bethulia who saved her people from the invading Assyrian army.  She 
left her besieged city and went with her servant to the camp of Holofernes. She then enticed the Assyrian general with her charms, 
and he invited her to dinner.  He became inebriated and returned with her to his tent.  When he fell on his bed in a stupor, Judith took 
up his scimitar and beheaded him.  She and her servant placed his head in a food bag and returned home.  The head was hung 
outside the city walls and the Assyrians retreated in disarray” (Adams, Italian Renaissance 203-204). 
 
2. “Donatello’s statue depicts the moment when a determined Judith raises the scimitar a second time, having broken Holofernes’ 
neck with her first blow.  She towers over his listless form, holding him by the hair and stepping on him- the latter being traditional 
signs of triumph over an enemy.  Accentuating the impact of the work are the voluminous draperies that contribute to Judith’s 
monumental power and the relatively helpless nudity of Holofernes.  His medallion inscribed ‘SUPERBIA,’ which is slung over the 
back of his neck, identifies him as having fallen through the sin of arrogant pride.  Further reinforcing the political meaning of the 
work in its original inscription: ‘Regna cadunt luxu, surgunt virtutibus urbes. Cesa vides humili colla superba manu’ (Kingdoms fall 
through opulence, cities rise through virtue. Behold the proud neck severed by a modest hand.)  At a later date, Piero de’ Medici 
added a second inscription, dedicating the statue to the freedom of Florence and the patriotic spirit of its citizens” (204).   “As with 
several earlier sculptures, Donatello included iconographic elements derived from antiquity that indicate the underlying meaning of 
the Judith.  Each side of the triangular base supporting Holofernes’s wineskin depicts an orgiastic scene in which putti engage in 
bacchanalian rites.  The Laws of Plato, which were well known to the Medici circle of artists and intellectuals, decry drunkenness as a 
poor foundation for the ideal state.  As such, Plato’s political message is in accord with aspects of the apocryphal story, in which a 
powerful general is weakened by drink.  Merging form with content, Donatello’s sculptural base coincides with the weak foundations 
of Holofernes’s tyrannical army” (204). 
 
3. “Details of Judith’s costume, such as putti carrying wreaths of victory on the front and back of her dress, identify her with triumph.  
She is at once a figure of vengeance and domination, destroying without hesitation the enemy of her people… Judith was an image 
of the civic humanism and republican government espoused by Florence and the Medici family” (204, 206). “In the Judith, it is 



possible that the choice of the most violent moment in the narrative was related to the apocalyptic sermons of Antoninus. It is also 
possible, but not demonstrable, that they represent an emerging late style of the artist” (206). “Judith’s victory over Holofernes was 
compared with that of Mary over sensuality (luxuria), which is thought to derive from pride (superbia), the first sin and source of all 
others.  Judith’s purity in the face of Holofernes’s flattery as he tried to seduce her is compared to the virginity of Mary” (Hartt and 
Wilkins 334).  
 
4. “Particularly towards the end of the century the Medici became surrounded by an increasingly courtly ethos, but the family were 
always careful to respect republican forms of government, even if in practice they used their wealth and patronage to pack the lists 
of eligible men with their political allies.  Despite sometimes significant opposition from other prominent Florentines, three 
generations of the family- Cosimo, Piero, and Lorenzo- managed to maintain their role as first among equals, through asserting that 
their activities in promoting their own family were also good for the republic.  This balancing act was demonstrated in their 
commissions, notably in two sculptures by Donatello that originally appeared in the courtyard and the garden of the Medici palace, 
both areas that would have been accessible to petitioners and visitors, of which there seem to have been a constant stream.  
Donatello’s David and Judith and Holofernes both take up the subject of heroic Old Testament tyrant killers.  Judith saved her city of 
Bethulia from the siege of the Assyrian general, Holofernes, by beheading him after a banquet when he was in a drunken stupor.  
David, the youthful hero who, with God’s aid, slayed the tyrant Goliath against all the odds, had long been an important symbol of 
Florentine republicanism.  The subject of the David replicated that of the marble sculpture Donatello (c. 1386-1466) had previously 
made for the Palazzo della Signoria, and thus visually linked the power base of the Medici with the seat of the republic.  This 
sculptures was one of the earliest free-standing bronze sculptures since antiquity, and the hero’s naked form was clearly inspired by 
the classical sculptures such as the Spinario. Thus in its form it implicitly flattered the discernment and education of its owners and 
perhaps viewers in their knowledge of classical works.  At the same time, the use of the expensive and relatively new medium of 
bronze linked these sculptures to publicly funded works such as some of the guild sculptures on Orsanmichele and the baptistery 
doors.  The fact that a private family was able to fund such a novel technique also suggested that they were furthering the 
development of sculpture in a city renowned for its skill in the visual arts” (Burke 64-66).  
 
5. “That the Medici sought to argue they were protecting, rather than eroding, republican virtues was not only suggested in the 
subject of these sculptures, but driven home to a literate audience through inscriptions.  The inscription on Donatello’s Judith and 
Holofernes reads: ‘The salvation of the state.  Piero de’ Medici son of Cosimo dedicated this statue of a woman both to liberty and to 
fortitude, whereby the citizens with unvanquished and constant heart might return to the republic’ – with the additional reminder 
that ‘Kingdoms fall through luxury, cities rise through virtues.  Behold the neck of pride severed by the hand of humility.’ The 
inscription on the David was ‘The victor is who defends the fatherland.  God crushes the wrath of an enormous foe.  Behold! A boy 
overcame great tyrant.  Conquer, o citizens!’ ”(66-67).  
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The subjects of Donatello’s two works, David and Judith and Holofernes, first appear as unlikely candidates to serve as heroic 

emblems of power. Address the multiple ways these works were emblematic of the power of the Medici family as well as the 

Florentine Republic of the 15
th

 century.  

How is power 
conveyed in  
Donatello’s Judith  
and Holofernes  
in regard to  
each of the  
following?  
 
 
Subject Matter: 
 
 
 
 
 
 
 
 
 
 
 
Symbolism: 
 
 
 
 
 
 
 
 
 
 
 
Visual Appearance/ Style: 
 
 
 
 
 
 
 
 
 
 

How is power 
conveyed in  
Donatello’s  
David 
in regard to 
each of the  
following?  
 
 
Subject Matter: 
 
 
 
 
 
 
 
 
 
 
 
Symbolism: 
 
 
 
 
 
 
 
 
 
 
 
Visual Appearance/ Style: 
 
 
 
 
 
 
 
 
 
 



 

 

 

 

 

 

 

 

 

 

 

 

1. The David by Andrea del Verrocchio reaffirms the _________________________ family’s identification with the heroic 

biblical king and with Florence. Verrocchio’s David contrasts strongly in its narrative realism with the quiet classicism of 

Donatello’s David. In what other ways does Verrocchio’s work differ? 

2. Verrocchio’s David was eventually sold to the Florentine government for placement in the  

_______________________________, the city hall of Florence. Donatello’s David was later moved there as well.  

3. Michelangelo’s David was carved from a block of marble that Florentines called the ____________________________. 

Despite the traditional association of David with heroic triumph over a fearsome adversary, Michelangelo chose to  

represent the young biblical warrior not after his victory, with ___________________________’s head at his feet (as 

Donatello and Verrocchio had done), but before the encounter, with David sternly watching his approaching foe. 

4. The rugged torso, sturdy limbs, and large hands and feet alert viewers to the triumph to come. Each swelling vein and 

tightening sinew amplifies the psychological energy of David’s pose. His David differs from Donatello’s and Verrocchio’s  

creations in much the same way later ____________________________ Greek statues departed from the Classical 

predecessors.  

5. While the works of Donatello and Verrocchio are associated with the Early Italian Renaissance, Michelangelo’s David   

belongs to the ___________________________ Renaissance, a brief period art historians classify as the quarter century 

between 1495 and the deaths of Leonardo da Vinci in 1519 and Raphael in 1520.  

6. By making a colossal male nude, Michelangelo attempts to create a Hercules-type figure for the city of Florence which saw 

itself as a new Athens or a new Rome. How politically did the city of Florence see itself as a new Athens or a new Rome? 

 



 

 

 

 

 

DATE DUE: ___________ 

 

Discuss how classical elements 

were incorporated into each of the 

following Renaissance structures 

and why.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

THEME: HUMANISM and the CLASSICAL 
TRADITION 
FOCUS: Santo Spirito, Pazzi Chapel, Palazzo Rucellai, 
Sant’Andrea 
ONLINE ASSIGNMENT: http://smarthistory.khanacademy.org/brunelleschis-

pazzi-chapel.html 

ONLINE ASSIGNMENT: http://smarthistory.khanacademy.org/brunelleschis-

pazzi-chapel.html 

ONLINE ASSIGNMENT: http://smarthistory.khanacademy.org/albertis-

palazzo-rucellai.html 

ONLINE ASSIGNMENT: http://smarthistory.khanacademy.org/sant-andrea-in-

mantua.html 

READING ASSIGNMENT: KLEINER: pp. 583-588, 593-594 
POWERPOINT: HUMANISM and the CLASSICAL TRADITION: 
EARLY ITALIAN RENAISSANCE (Brunelleschi and Alberti)  
 

Filippo Brunelleschi. Interior of the Pazzi Chapel. 
Florence, Italy, begun 1433 
 
HOW Classical elements were incorporated: 
 
 
 
 
WHY: 

Filippo Brunelleschi. Interior of Santo Spirito. Florence, Italy, 
designed 1434-1436 
 
HOW Classical elements were incorporated: 
 
 
 
 
WHY: 

http://smarthistory.khanacademy.org/brunelleschis-pazzi-chapel.html
http://smarthistory.khanacademy.org/brunelleschis-pazzi-chapel.html
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http://smarthistory.khanacademy.org/brunelleschis-pazzi-chapel.html
http://smarthistory.khanacademy.org/albertis-palazzo-rucellai.html
http://smarthistory.khanacademy.org/albertis-palazzo-rucellai.html
http://smarthistory.khanacademy.org/sant-andrea-in-mantua.html
http://smarthistory.khanacademy.org/sant-andrea-in-mantua.html


 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Leon Battista Alberti and Bernardo Rossellino. Palazzo 
Rucellai, Florence, Italy, c. 1452-1470 
 
HOW Classical elements were incorporated: 
 
 
 
 
WHY: 

Leon Battista Alberti. West Façade of Sant’Andrea, 
Mantua, Italy, designed 1470, begun 1472.  
 
HOW Classical elements were incorporated: 
 
 
 
 
 
WHY: 

Leon Battista Alberti. Interior of Sant’Andrea, Mantua, 
Italy, designed 1470, begun 1472.  
 
HOW Classical elements were incorporated: 
 
 
 
 
 
WHY: 



 

 

 

 

 

DATE DUE: ___________ 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

THEME: HUMANISM and the CLASSICAL TRADITION 
FOCUS: Fra Filippo Lippi’s Madonna and Child with Angels, 
Botticelli’s Primavera and Birth of Venus 
ONLINE ASSIGNMENT: http://smarthistory.khanacademy.org/Lippi.html 

ONLINE ASSIGNMENT: http://smarthistory.khanacademy.org/botticelli-

primavera.html 

ONLINE ASSIGNMENT: http://smarthistory.khanacademy.org/Botticelli.html 

READING ASSIGNMENT: KLEINER: pp. 559, 557, 581 
POWERPOINT: HUMANISM and the CLASSICAL TRADITION: 
EARLY ITALIAN RENAISSANCE (Fra Filippo Lippi and Botticelli)  
 

1. The theme of this work by Sandro 
Botticelli was the subject of a poem by  
 
_____________________, a leading 
humanist of the day. In Botticelli’s  
 
painting, __________________ , 
carrying Chloris, blows Venus, born of 
sea foam, to her sacred island of 
Cyprus.  

2. The pose of Aphrodite 
recalls the Late Classical 
Greek statue of 
Aphrodite of Knidos by 
the sculptor  
 
____________________ 
or another statue in the 
Medici collection called 
the Medici Venus.  

5. Botticelli’s linear style recalls 
Greek paintings found on  
 
______________ where all of 
the figures occupy a single 
plane (as they do here).  

3. Botticelli was part of a circle of humanists 
assembled by the influential Medici patron, 
Lorenz0 “the Magnificent.” According to the 
philosophical tenets of  
 
______________________, members of the 
group believed that those who embrace the 
contemplative life of reason will immediately 
contemplate spiritual and divine beauty 
whenever they behold physical beauty.  

 

7. As Venus arrives ashore on her sacred 
island, she is about to be  
 
_______________ by the nymph 
Pomona. This highlights the figure’s 
modesty and purity.  

4. Several symbols 
associated with 
Venus can be seen 
in the painting such 
as the  
 
___________ 
blowing in the wind 
and the  
 
___________ 
which transports 
the goddess ashore. 
These symbols were 
also associated with 
the Virgin Mary.  

6. Botticelli’s elegant linear 
style appears to have been 
derived from studying 
under the artist 
 
______________________. 

http://smarthistory.khanacademy.org/Lippi.html
http://smarthistory.khanacademy.org/botticelli-primavera.html
http://smarthistory.khanacademy.org/botticelli-primavera.html
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1. Botticelli painted Primavera (which  
 
means “______________”) for Lorenzo 
di Pierfrancesco de’ Medici, one of 
Lorenzo the Magnificent’s cousins. 
Botticelli draws attention to Venus by 
opening the landscape behind her to 
reveal a portion of sky that forms  
 
a kind of _____________.  

2. The blindfolded Cupid placed 
above the figure of Venus points his 
arrow in the direction of the Three  
 
__________________. This grouping 
of female figures was a popular 
subject in Roman statuary because it 
allowed the sculptor to depict the 
human form from three different  
 
________________.  

6. The figure on the left is that of  
 
_____________ (a god associated 
with the Medici since he is the god of 
merchants) possibly holding back the 
rain clouds with his wand, or  
 
____________, a symbol today still 
associated with doctors. (The name 
“Medici” means “doctors”.) 

5. At the right, 
the blue ice-
cold 
 
_____________, 
the west wind, 
is about to carry 
off and marry 
the nymph  
 
_____________, 
who has a 
branch with 
leaves coming 
out of her 
mouth.  

3. The oranges in 
the trees were 
associated with the  
 
______________ 
family due to the 
fact that they were 
acknowledged as 
having “medicinal” 
properties. 

8. The nymph Chloris is 
transformed into   
 
_______________ , the goddess 
of spring. The abduction and 
marriage of Chloris all suggest 
the occasion for the painting was 
young Lorenzo’s  
 
________________ in May 1482.  

7. The painting appears to sum up 
the Neo-Platonist view that earthly 
love is compatible with  
 
________________ theology. Here, 
Venus, as the source of love who 
provokes desire, bears a tilted head 
and a modest gracefulness similar  
 
to that of the Virgin_____________.  

4. One might 
interpret the 
desire provoked 
through Cupid, 
the son of 
Venus, as 
leading to 
either lust or 
violence 
through Zephyr 
or, through 
reason and 
faith, 
represented by  
 
_____________, 
to God.  

ADDITIONAL NOTES on works by BOTTICELLI 



Andrea del Castagno. Last Supper,  
refectory of the monastery of  
Sant’Apollonia, Florence, Italy,  
1447, fresco 
 
TRADITIONAL FEATURES: 
 
 
 
EXPERIMENTAL or INNOVATIVE APPROACHES: 

 

 

 

 

 

 

DATE DUE: ___________ 

 

Analyze ways in which each of the following demonstrates both a traditional approach and an experimental or 

innovative approach to depicting the Biblical narrative of the “Last Supper”. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

THEME: EXPERIMENTATION and INNOVATION 
FOCUS: Dirk Bouts’ Last Supper, Andrea del Castagno’s Last 
Supper, Leonardo’s Last Supper, Tintoretto’s Last Supper 
ONLINE ASSIGNMENT: http://smarthistory.khanacademy.org/leonardo-

last-supper.html 

ONLINE ASSIGNMENT: http://smarthistory.khanacademy.org/jacopo-

tintorettos-last-supper.html 

READING ASSIGNMENT: KLEINER: pp. 546-547, 576, 601-
605, 636-637 
POWERPOINT: EXPERIMENTATION and INNOVATION: 
HIGH RENAISSANCE (Leonardo’s Last Supper)  
 

Dirk Bouts. Last Supper, center panel of the Altarpiece 
of the Holy Sacrament, St. Peter’s, Louvain, Belgium, 
1464-1468, oil on wood 
 
TRADITIONAL FEATURES: 
 
 
 
 
EXPERIMENTAL or INNOVATIVE APPROACHES: 

http://smarthistory.khanacademy.org/leonardo-last-supper.html
http://smarthistory.khanacademy.org/leonardo-last-supper.html
http://smarthistory.khanacademy.org/jacopo-tintorettos-last-supper.html
http://smarthistory.khanacademy.org/jacopo-tintorettos-last-supper.html


Leonardo da Vinci. Last Supper, c. 1495-1498, oil and tempera on plaster, Refectory, Santa 
Maria delle Grazie, Milan 
 
TRADITIONAL FEATURES: 
 
 
 
 
 
EXPERIMENTAL or INNOVATIVE APPROACHES: 

Tintoretto. Last Supper, 1594, oil on canvas, Giorgio Maggiore, Venice 
 
 
TRADITIONAL FEATURES: 
 
 
 
 
 
EXPERIMENTAL or INNOVATIVE APPROACHES: 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



1. Born in the small town of Vinci, near Florence, Leonardo da Vinci (1452-1519) trained in the studio of  

______________________________. His unquenchable curiosity is evident in the voluminous notes he 

interspersed with sketches in his notebooks dealing with a wide variety of subjects. What were some of 

these subjects? 

2. Around 1481, Leonardo left Florence after offering his services to ___________________________ 

(1451-1508), the son and heir apparent of the ruler of Milan. The political situation in Florence was 

uncertain, and Leonardo may have felt his particular skills would be in greater demand in Milan. He 

devoted most of a letter to the duke of Milan to advertising his competence and his qualifications as a  

__________________________________, mentioning only at the end his abilities as a painter and 

sculptor. 

3. Leonardo’s style fully emerges in Madonna and Child with Saint Anne and the Infant Saint John, a  

cartoon (meaning a “ ________________________”) he made in 1505. Every part of his cartoon is 

ordered with an intellectual pictorial logic that results in a visual unity seen also in his painting of the 

Last Supper. 

4. Leonardo painted his Last Supper for a refectory (which is a _______________________ for monks). 

Leonardo presents the agitated disciples that flank a centrally located, calm Christ in four groups of  

______________________, united among and within themselves by the figures’ gestures and postures.  

5. The disciples register a broad range of emotions, including fear, doubt, protestation, rage, and love.  

Leonardo’s numerous preparatory studies – using ___________________ models- suggest he thought 

of each figure as carrying a particular charge and type of emotion.  

6. In work’s like his Mona Lisa, Leonardo demonstrates a misty haziness called __________________ . This 

subtle adjustment of light and blurring of precise planes influenced a number of later artists. 

7. During the Renaissance, drawing assumed a position of greater artistic prominence than ever before. 

Until the late 15th century, the expense of drawing surfaces and their lack of availability limited the  

production of preparatory sketches. The introduction of less expensive ________________________ 

enabled artists to experiment more and to draw with greater freedom.  

8. The early stages of artistic training largely focused on imitation and emulation, but to achieve  

widespread recognition, artists had to develop their own ___________________. Although the artistic 

community and public at large acknowledged technical skill, the conceptualization and intention of the 

artwork was paramount. A term Renaissance Italians used for this conceptualization was  

“________________________.”  



 

 

 

 

 

 

DATE DUE: ___________ 

 

READ THE FOLLOWING: 

Perugino. Christ Delivering the Keys to the Kingdom (Sistine Chapel, Rome) 1481-83, fresco 
 
1. Pietro Vanucci (c. 1445-1523), known as Perugino, was “the leading painter in Umbria.  His name indicates that he was from the 
ancient Etruscan city of Perugia, which kept its medieval character during the Renaissance” (Adams, Italian Renaissance 321). 
“Perugino’s monumental fresco Christ Giving the Keys to Saint Peter in the Sistine Chapel, in Rome, reflects the Classical revival… 
The draperies have more volume, and the figures engage with the event in a manner suggestive of Alberti’s istoria” (322). “The 
expansive character of the space- here the tiled piazza- directs viewers away from the dramatic event taking place in the foreground.  
The orthogonals lead to the central domed structure, which has been associated with the Dome of the Rock, identified in the Middle 
Ages as Solomon’s Temple.  Extending sideways from the core of the building are two round-arched porticoes that, like the piazza, 
divert the viewer from a central focus” (322, 324). “At the center of the foreground scene, Christ hands Saint Peter the keys to the 
Kingdom of Heaven.  The large, vertical key, silhouetted against the light pavement, is on the central axis of the fresco.  Time is 
compressed in the middle-ground scenes, which take place at earlier times in the life of Christ.  At the right, Christ miraculously 
walks through his own stoning, his upright posture contrasting with the animated diagonals of the stone throwers and signifying his 
moral righteousness.  This resonates ironically with Christ’s admonition to those who condemned the adulteress: ‘Let he who is 
without sin cast the first stone.’ The left-hand scene is generally read as a Tribute Money- Perugino would certainly have known 
Masaccio’s version in the Brancacci Chapel.  This is the point at which Christ says, ‘Render unto Caesar that which is Caesar’s and 
unto God that which is God’s.’ Both of the middle scenes are thus significant in their relationship to Christ’s words, just as is the main 
scene, where he announces his intention to build the Church” (324). 
 
2. “The symmetrical Roman triumphal arches on either side of the central building have inscriptions comparing Pope Sixtus IV, 
patron of the Sistine Chapel and its decoration, with King Solomon, both being responsible for great works of architecture.  
Furthermore, the Sistine Chapel was itself built according to the proportions of Solomon’s Temple in Jerusalem as it is descr ibed in 
the Book of Kings. Typologically, Solomon and Sixtus IV are paralleled with Christ, who builds his Church on the ‘rock’ of Saint Peter. 
Sixtus IV thus participates in the continuity of the papacy begun by Peter, while Christ’s New Law typologically fulfills the Mosaic 
Law of Solomon.  In contrast to Christ and Peter, Sixtus and Solomon are present in the fresco ‘in name only’- another textual basis 
for Perugino’s iconography.  But the actual builders of the Sistine Chapel, reflecting Perugino’s prominence as a portrait painter, are 
shown.  They appear among the foreground onlookers at the far right; the architect (in a dark robe and hat) holding a compass and 
the supervisor (wearing a red robe) a square.  In this iconography, Perugino creates a symbolic architectural genealogy: beginning 
with Solomon, continuing through Christ and Sixtus IV, and concluding with the two builders in contemporary dress” (324).  “From 
about 1475 to 1482 Sixtus IV had his architect Baccio Pontelli rebuild the old Palatine Chapel of Nicholas III which henceforth would 
be called the Sistine Chapel.  The chapel was designed to accommodate the ceremonies of a corporate body called the capella 
papalis or Papal Chapel, which included the pope and about two hundred high-ranking clerical and secular officials.  The capella met 
at least forty-two times a year, and celebrated twenty-seven Masses.  A marble screen (or cancellata) divided the chapel in half.  The 
western half with the altar (the sancta sanctorum) was reserved for the members of the Papal Chapel, the eastern half for less 
important clerical and lay observers.  From about 1480 to its dedication on the Feast of the Assumption on 15 August 1483, the 
chapel was frescoed by a group of central Italian artists, mostly under the direction of Pietro Perugino” (Patridge 115). 
 
3. “The earliest popes from Peter through Marcellus I (r. 308-9), who together embodied and confirmed the Petrine Succession, 
stood in twenty-eight illusionistic niches between the windows, organized in a zigzag fashion from altar to entrance.  Two narrative 
cycles ran chronologically below the windows in two parallel bands from the altar to entrance: eight scenes from the life of Moses on 

THEME: HUMANISM and the CLASSICAL 
TRADITION 
FOCUS: Perugino’s Christ Delivering the Keys to the Kingdom, 
Raphael’s School of Athens 
ONLINE ASSIGNMENT: http://smarthistory.khanacademy.org/school-of-

athens.html 

READING ASSIGNMENT: KLEINER: pp. 589-590,605-607 and 
SEE BELOW 
POWERPOINT: HUMANISM and the CLASSICAL 
TRADITION: ITALIAN RENAISSANCE (Perugino, Mantegna, 
and Raphael) 
 

http://smarthistory.khanacademy.org/school-of-athens.html
http://smarthistory.khanacademy.org/school-of-athens.html


the left, illustrating the world under law; eight scenes from the life of Christ on the right, illustrating the world under grace” (115-
116).  “The Punishment of Korah by Sandro Botticelli (1445-1510), the sixth scene of the Moses cycle, is represented, as are all the 
narratives, as if it were a life-size tableau vivant viewed through an opening in the wall. The inscription above the scene states the 
general theme: ‘Challenge to Moses bearer of the written law.’ Like all the other scenes, it is organized in three parts with several 
episodes.  The white haired and bearded Moses is shown three times, gold rays of light shining from the forehead, and clad in a 
green cape and gold tunic.  At the right a mob of Israelites rebels against Moses and prepares to stone him.  At the left Moses causes 
the ground to swallow up the Jewish schismatics, Datham and Abiram, protecting, however, the Israelites, specifically the sons of 
Korah.  In the center Moses destroys by fire with his rod five figures with censers around a flaming alter: probably Korah, Datham, 
and Abiram, the sons of Eliab, and Nadab and Abihu, the rebellious sons of Aaron.  Directly behind Moses are two additional figures, 
also with censers: Aaron is dressed in blue; between Aaron and Moses is most probably the figure of Eleazar, Aaron’s son and a 
legitimate priest.  The inscription on the Arch of Constantine translates ‘Let no man take this honor [of priesthood] upon himself 
unless called by God as was Aaron.’ Thus, the scene represents the triumph of Moses over those who challenged his supremacy.  
Since Moses was always understood as a Christ type, and since his successor Aaron wears a papal tiara, the scene prefigures Christ 
consigning the keys to Peter, confirms the doctrine of the Petrine Succession, and warns schismatics against challenging papal 
authority” (116-117). 
 
4. “The similarity of the inscription above Perugino’s Christ Consigns the Keys to St. Peter- ‘Challenge to Christ bearer of the law’- to 
that above the Punishment of Korah shows that these two scenes, as all the cross-wall pairs, were conceived as a unit, and that the 
Old Testament scenes prefigured the New.  The middle ground depicts the challenges to Christ.  At the left is the Tribute Money, an 
effort to subordinate Christ to temporal authority.  The Stoning of Christ, an attempt to deny that Christ was the son of God, is 
portrayed at the right.  But the imitations of the Arch of Constantine behind the two episodes evoke the triumph of Christ over these 
challenges” (117).  “Six apostles in the foreground on either side of Christ respond with stately gestures as Christ gravely consigns the 
keys to St. Peter, thus founding his church.  The building in the background on which the perspective lines converge is the Temple of 
Solomon in Jerusalem which will be replaced by the Roman Church through Peter’s move from East to West.  Together with the 
Punishment of Korah and the Christ Consigns the Keys evince the pope’s power of the keys to damn and to save” (118). “The arches 
likewise express the union of church and empire under Constantine and the universality of the pope’s power.  In Christ Consigns the 
Keys, Peter is dressed in blue and gold, the colors of the della Rovere, the family of Sixtus IV, and the arches are inscribed: ‘You, 
Sixtus IV, unequal in riches, but superior in wisdom to Solomon, have consecrated this vast temple [the Sistine Chapel].’ Together 
these details depict the Sistine Chapel as a new Temple of Jerusalem and Sixtus IV as a new Solomon and a new Peter.  Compared to 
the narratives of Masolino or Fra Angelico, the geometrical and mathematical clarity of the one-point perspective, the breadth and 
depth of the space, the grandeur of the architecture, and the solemnity of the main action impart a dignity and majesty that make 
this scene one of the great landmarks of Western art” (Partridge 118). “Notice too that the structures in Perugino’s painting are in 
pristine condition, in opposition to the decayed structures painted by Botticelli” (Hartt and Wilkins 410).  
 
5. “It is likely that the fifth figure from the right is a portrait of Perugino; the third from the right holding a compass, Baccio Pontelli, 
architect of the Sistine Chapel; and second from the right holding a carpenter’s square, Giovanni de’ Dolci, construction supervisor 
for the building of the Sistine Chapel” (Adams, Italian Renaissance 117). “Perugino has been credited with the supervision of the 
entire cycle because he painted not only this subject, which is of primary importance to papal claims, but other crucial scenes in the 
chapel and the frescoed altarpiece of the Assumption of the Virgin Mary, which would later be destroyed when Michelangelo painted 
his Last Judgment on the altar wall.  However, none of the painters called to Rome had had much experience with monumental 
frescoes and all were relatively young; the impression of consistency among the frescoes may result partly from supervision by the 
papal court and partly from the taste and common sense of the artists, who seem to have been willing to work together to assure the 
success of this pictorial undertaking in the pope’s private chapel” (Hartt and Wilkins 409). “The perspective of the piazza is 
constructed according to Alberti’s system, although with larger squares than Alberti recommended, probably to avoid the visual 
complexity that would have resulted from using Alberti’s squares for such a huge piazza.  The figures and drapery masses are deeply 
indebted to Florentine practice, with echoes of painters and sculptors from Masaccio to Verrocchio, and the ideal church blends 
elements drawn from Brunelleschi’s dome and the Florentine Baptistery.  The cool precision of the contemporary portraits is not 
excelled, even by Ghirlandaio” (410). “Yet the fresco’s effect of openness is strikingly un-Florentine and, for that matter, un-Sienese.  
Florentine spatial compositions are usually enclosed by the frame, by figures, or by architecture.  Perugino allows the eye to wander 
freely through his piazza, which is filled with little but sunlight and air and which is open at the sides so that we can imagine its 
continued indefinite extension. No such immense urban piazza was ever built in the Renaissance; it would have bee impractical and 
in bad weather intolerable.  But in Perugino’s painting it provides a sense of liberation, as if the spectator could move freely in any 
direction.  The perspective is truncated by the distant building and the eye moves to the hills on the horizon, which substitute their 
gentle curves for the severe orthogonals of the piazza.  The hills diminish and form what has been called the ‘bowl landscape’ 
characteristic of the paintings of Perugino and his followers” (410). “Perugino’s figures are only superficially Florentine, for they 
stand with ease and an absence of the tension notable in the figures of Florentine painters.  The weight is generally placed on one 
foot, the hip slightly moved to the side, one knee bent, and the head tilted- the figure as a whole seems to unfold gently upward, 
perhaps like the growth of a plant.  Raphael was to adopt this S-shaped pose from Perugino, and it survived, in altered and spatially 



enriched form, to the final phases of his art.  Perugino’s main figures, like those of the other collaborators in the Sistine frescoes, 
occupy a shallow foreground plane, and the grace of their stance, united with flowing drapery and a looping motion, carries the eye 
almost effortlessly across the foreground from one figure to the next” (410). “Like all central Italian painters who made their 
reputations in the 1470s- save only Leonardo da Vinci- Perugino arrived at the threshold of the High Renaissance but did not cross it.  
The grand style emerged in Florence and developed in Rome, while in Perugia Perugino continued to paint his oval-faced Madonnas 
and serene landscapes. Ironically, Perugino outlived his pupil Raphael, one of the leading artists of the High Renaissance, by three 
years” (411).  
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Raphael. School of Athens, from the Stanza della Segnatura (Vatican City, Rome), 1509-11, fresco 
 
1. “As Michelangelo was beginning work on the Sistine ceiling, Raphael arrived in Rome and received the commission to decorate 
the Stanza della Segnatura, the private papal library in the Vatican.  The iconographic program of Raphael’s decoration of the ceiling 
consisted of four Allegories (Theology, Poetry, Philosophy, and Jurisprudence), two mythological scenes, and two Old Testament 
scenes… This arrangement reflects the humanist views of Julius II, who must have recognized that Raphael’s genius for assimilation 
and synthesis was well suited to such a program.  The two main frescoes facing each other across the room are the Disputation over 
the Sacrament, or Disputa, and the School of Athens, the former a Christian scene and the latter Classical” (Adams, Italian 
Renaissance 344-5). “Raphael Sanzio (1483-1520) was born in Urbino a year after the death of Federico da Montefeltro.  Raphael’s 
father, Giovanni Santi, was court poet and painter as well as the author of an epic biography – the Cronaca, or rhymed Chronicle – of 
Federico….In contrast to Michelangelo, Raphael was raised in one of the most enlightened, humanist environments of late fifteenth-
century Italy.  His father followed the avant-garde recommendations of Alberti in Della famiglia  and insisted that Raphael by breast-
fed by his own mother instead of by a wet nurse…. By the time Raphael was eleven, his parents had died and he was apprenticed to 
Pietro Vanucci, known as Perugino, the leading painter of Umbria” (321). 
 
2. “The Disputa depicts two planes of existence – earthly and heavenly.  On the earthly plane, theologians discuss the doctrine of 
Transubstantiation, according to which the wafer and wine of the Eucharist are literally the body and blood of Christ” (345). The 
iconography “suggests that Julius II considered Transubstantiation a foundation of Christian doctrine.  Throughout the fresco, there 
is a recurring focus on the written word as the textual foundation of the Church” (346). “The Disputa is imbued with Christian 
significance, whereas the School of Athens is entirely devoid of Christian content.  AS in the Disputa, however, texts are a central 
feature of the iconography.  The setting of the School of Athens is inspired by ancient Roman architectural forms as assimilated by 
Bramante; large barrel vaults define the ceiling, and there is a presumed, if not demonstrable, dome between the first two vaults.  
Stone statues of Apollo with his lyre (on the left) and Minerva with her Gorgon shield (on the right) stand in niches at either end of 
the lunette” (346).  “In contrast to the flesh-and-blood figures populating the Christian Heaven of the Disputa, the gods of the School 
of Athens are statues.  They represent the past and endure because they are stone, whereas Heaven lives in the present and, by 
implication, in the future.  Assembled in the vast architectural setting of the School of Athens are the leading philosophers of Greek 
antiquity” (346).  “The program is derived in part from the Franciscan St. Bonaventure, who sought to reconcile reason and faith. It 
has roots as well in St. Thomas Aquinas, the Dominican chiefly responsible for reviving Aristotelian philosophy, who was influenced 
by Franciscan thought. (Pope Julius II himself was a Franciscan, but there was also a major Dominican presence at the Vatican.)  
More generally, the Stanza represents a summation of High Renaissance humanism, for it attempts to unify all understanding into 
one grand scheme.  Raphael probably had a team of scholars and theologians as advisers; yet the design is his alone” (Janson 451). 
 
3. “On one wall, churchmen discussing the sacraments represent theology, while across the room ancient philosophers led by Plato  
and Aristotle debate in the School of Athens. Plato holds his book Timaeus, in which creation is seen in terms of geometry, and in 
which humanity encompasses and explains the universe. Aristotle holds his Nicomachean Ethics, a decidedly human-centered book 
concerned with relations among people. Ancient representatives of the academic curriculum- Grammar, Rhetoric, Dialectic, 
Arithmetic, Music, Geometry, and Astronomy- surround them ” (Stokstad and Cothren 633).  “To Plato’s proper left (the ‘sinister,’ or 
inferior side) his pupil Aristotle grasps a volume of his Ethics, which, like his science, is grounded in what is knowable in the material 
world.  Although Plato is his point of departure, he rejects his teacher’s belief in Absolute Good arising from Forms as the Ideas of 
God.  Instead, he takes a pragmatic approach based as much on psychology as philosophy.  The tomes explain why one is pointing 
rhetorically to the heavens (the same gesture is found in La Disputa), the other to the earth. Thus stand reconciled the two most 



important Greek philosophers, whose approaches, although seemingly opposite, were deemed complementary by many 
Renaissance humanists” (Janson 452-453). The figure reclining on the steps “is usually identified as Diogenes following Vasari’s 
account of the painting. It is more likely that he is Socrates, however. The cup next to him could refer to his deadly draught of 
hemlock, and his recumbent position recalls his teaching from his prison bed” (Stokstad and Cothren 642).  
 
4. “The total conception of The School of Athens suggest the spirit of Leonardo’s The Last Supper rather than the Sistine ceiling. 
Raphael makes each philosopher reveal ‘the intention of his soul.’ He further distinguishes the relations among individuals and 
groups and links them in formal rhythm.  The artist worked out the poses in a series of drawings, many of them from life. Also in the 
spirit of Leonardo is the symmetrical design, as well as the interdependence of the figures and their architectural setting. But 
Raphael’s building plays a greater role in the composition than the hall of The Last Supper. With its lofty dome, barrel vault, and 
colossal statuary, it is classical in spirit, yet Christian in meaning.  Inspired by Bramante, who, as Vasari, informs us, helped him with 
the architecture, it seems like an advance view of the new St. Peter’s” (452). “The building is in the shape of a simplified Greek cross 
to suggest the harmony of pagan philosophy and Christian theology. There are two huge niche sculptures. To the left is Apollo with a 
lyre, who reappears as the central figure in the mural Parnassus. To the right is Athena is her Roman guise as Minerva, goddess of 
wisdom and patron deity of the arts, who, in the words of the poet Dante, hastens the arrival of Apollo” (452). “To Plato’s right (his 
‘good’ side) is his mentor Socrates, who was already viewed as a precursor of Jesus because he died for his beliefs.  He is addressing a 
group of disciples that includes the warrior Alcibiades.  Standing before the steps are figures representing mathematics and physics 
(the lower branches of philosophy that are the gateway to higher knowledge). Raphael borrowed the features of Bramante for the 
head of Euclid, seen drawing or measuring two overlapping triangles with a pair of compasses in the foreground to the lower right. 
The diagram must be a reference to the star of David, who occupies an analogous position on a second level of La Disputa. These 
triangles, in turn, form the plan for the arrangement of the figures in the fresco” (453). 
  
5. “On the other side is the bearded Pythagoras, for whom all things were numbers. He has his sets of numbers and harmonic ratios 
arranged on a pair of inverted tables that each achieve a total of the divine number ten. They refer in turn to the two tablets with the 
Ten Commandments held by Moses, who is found directly opposite in La Disputa. However, the format is also that of an inverted 
canonical table, thus giving a Christian meaning to a pagan concept. In addition to positing the One (a counterpart to god in Neo-
Platonic thought), Pythagoras believed in a rational universe based on harmonious proportions, the foundation of much of Greek 
philosophy” (453). “This conviction was shared by the geographer, astronomer, and mathematician Ptolemy, seen from behind 
holding a terrestrial globe to the right of Euclid. He is shown crowned because he bore the same name as the Greek kings who ruled 
Egypt for 250 years after it was conquered by Alexander the Great. (He is wrongly considered to be the astrologer Zoroaster by 
Vasari and by the seventeenth-century writer Pietro Bellori, who identified the relief above as Virtue seated beneath the Zodiac.) 
Ptolemy is linked to the scientist Aristotle and is paired in turn with a man holding a celestial globe. Modern scholars often identify 
the latter as Zoroaster, but more likely he is the Greek astronomer Hipparchus, whose catalog of the stars was the foundation of 
Ptolemy’s astronomy. (He may also be the Roman geographer Strabo, who rejected Hipparchus’ work). Next to them are two artists, 
perhaps Apelles and Protagoras. Vasari states that the man wearing a black hat is a self-portrait of Raphael.  The other has generally 
assumed to be Il Sodoma, the painter displaced by Raphael in the Stanza della Segnatura, but more likely he is Raphael’s teacher, 
Perugino” (453). 
 
6. “Despite their rivalry, Raphael added Michelangelo at the last minute as Heraclitus writing on the steps. Heraclitus, the first to 
posit Logos (later equated with Christ), was often paired with Diogenes the Cynic, shown lying at the feet of Plato and Aristotle, 
according to Vasari. Attempts to name other great philosophers who must have been included, such as the ‘hedonist’ Epicurus and 
the Stoic Zeno, who were always paired, have proved too speculative to be of any real value, or are simply wrong. Be that as it may, 
the inclusion of so many artists among, as well as in the guise of, famous philosophers is a testimony to the recently acquired- and 
hard-won- status of art as a learned profession” (453). “The book Plato holds is his Timaeus, referring to his description to the origin 
and nature of the universe.  Plato points upwards to heaven, the realm from which his ideas radiate.  Aristotle holds his 
Nichomachean Ethics, a text that stresses the rational nature of humanity and the need for moral behavior.  Aristotle points 
downward to earth as the source for his observations on the nature of reality.  At the left Socates can be seen engaged in argument, 
enumerating points on his fingers.  The old man sprawling on the steps is Diogenes.  At the lower left Pythagoras demonstrates his 
proportion system on a slate, while at the extreme right Ptolemy contemplates a celestial globe held before him and, just to the left, 
Euclid bends down to draw a circle on another slate.  Euclid is a portrait of Bramante- an appropriate choice considering the latter’s 
concern for geometry and centrally planned, domed architecture” (Hartt and Wilkins 555). “To the far right, on the lowest level, 
Raphael has painted his self-portrait looking out.  He is standing next to a portrait of Sodoma; one wonders how much Sodoma, 
whose frescoes were being covered up, appreciated the compliment” (555). Raphael’s “style appealed to the pope, who stopped the 
work of the more conservative painter Sodoma and turned over the decorating of his Vatican apartments (the Stanze, or rooms) to 
Rapahel” (554). 
 
7. The structure in the background “uses the Roman Doric order preferred by Bramante.  Its barrel-vaulted spaces suggest 
Bramante’s design for St. Peter’s.  At the left and right are niches in which statues of Apollo and Minerva- ancient gods of the arts 



and wisdom- preside over the assemblage.  Raphael’s setting is not meant to suggest a real building; it is a pictorial invention 
designed to establish a grand classicized setting for his debaters” (555). “The fourth wall in this stanza represents Poetry, with the 
central figure of Apollo leading a band of writers that includes Dante, Homer, and Sappho.  Here the window becomes a positive 
force in the composition, serving as a base for the mountain of Parnassus where the writers are gathered” (558). “The contrapposto 
pose of Sappho indicates that Raphael had looked carefully at Michelangelo’s figures in the nearby Sistine Chapel and was quickly 
incorporating their formal innovations in his own work” (Paoletti and Radke 348).  “Pope Julius’s presence is constantly evident in 
this room, whether in the symbolic oaks of the Parnassus which transform the ancient Mount Parnassus into the Vatican Hill or in the 
far more obvious double inscription of Julius’s name in the interlace pattern on the altar frontal in the Disputa.  Equations between 
Julius and ancient imperial patrons appear in the grisaille paintings under the Parnassus, where Alexander is shown placing the 
poems of Homer in the tomb of Achilles and Augustus is depicted saving the Aeneid of Virgil from the flames, just as Julius preserved 
the work of other writers in this library.  In the wall of the Law fresco Julius appears beneath the Cardinal Virtues in a life-size portrait 
as Gregory IX receiving the code of canon law.  No one could have entered this room without being struck by Julius’s presence as a 
patron and as a ruler” (348). 
 
8. “The School of Athens and the Disputa, facing one another across the room, have become the paradigms for the classical style in 
painting under Julius.  In each case, Raphael painted an architectural frame much like a proscenium (the wall itself is actually flat and 
unadorned architecturally), which effects a transition between the real space of the room and the fictive space of the fresco.  He also 
used the arching shape of the wall as the underlying geometrical structure for the composition, so that in the Disputa, for example, 
banks of clouds create a semicircular, apse-like space in the picture, as do the figures at the ground level.  A similar arched shape 
appears on the vertical axis for the mandorla around the central figure of Christ, echoed by a complete circle for the radiance around 
the dove of the Holy Spirit and for the monstrance on the altar.  Every element of the painting is locked into this geometrical order” 
(347). “The School of Athens advanced a set of formal principles that came to epitomize the grand style: spatial clarity, decorum (that 
is, propriety and good taste), balance, and grace (the last, especially evident in the subtle symmetries of line and color).  These 
principles remained touchstones for Western academic art until the late nineteenth century” (Fiero, European Renaissance 69). “The 
general Iconographical program seems to have been devised before Raphael took charge in 1509, for a start had already been made 
on the ceiling. From then onwards he was given a free hand to work out the great compositions, as his numerous preliminary 
drawings testify” (Honour and Fleming 471). “The device of placing the two main figures within a framing arch against the sky recalls 
Leonardo’s Last Supper. Raphael’s composition is, however, more complex than Leonardo’s, with 52 figures in as many different 
poses, yet the same unity within diversity is attained without any deadening sense of symmetry. His insertion of the brooding man 
identified as Heraclitus in the foreground, just the left of center, was a masterly afterthought- as examination of the plaster has 
shown, for this section of the wall had to be chipped out and replastered to enable Raphael to make the alteration” (474).  
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1. This fresco employs the classical 
tradition in part to equate its patron, 
Pope  
 
_________________, with great rulers 
of the past. One such ruler would be  
 
_____________________. The two 
arches are reminders that he was the 
first Christian emperor of Rome and 
that he built the first great basilica of St. 
Peter’s.  

2. To convey great depth, the Italian 
painter employs a technique believed to 
have been perfected by Brunelleschi 
called  
 
__________________ perspective. To 
creation the illusion of space, the artist 
creates a series of orthogonal lines that  
 
meet in a central __________________ 
point, located within the doorway of 
this structure between two figures.  

3. By placing a large, centrally-
planned church directly above 
Peter, the artist plays on the 
familiar idea that Peter was the 
“rock” on which the Christian 
church was built. The church 
also probably represents the 
Temple of Jerusalem, the Old 
Testament temple built by the 
Jewish King  
 
__________________________. 

6. In this fresco, Christ  
 
hands the _____________ (a 
symbol of papal authority)  to 
Saint Peter, who stands amid 
an imaginary gathering of the 
12 apostles and Renaissance 
contemporaries. This image 
was created to support the 
papacy’s infallible and total 
authority over the Roman 
Catholic Church.  

7. The artist  
 
_________________ 
includes his own 
self-portrait in the 
gathering, an 
indication of the 
rising status of 
artists during the 
Italian Renaissance.  

8. The architects of the 
Sistine Ceiling are also 
included. They modeled 
the dimensions of the 
Sistine Chapel on those 
of the Temple of 
Solomon. The 
inscription repeated in 
the attics of the two 
triumphal arches state,  
 
“You, _______________, 
inferior to Solomon in 
wealth, but superior to 
him in religion and 
devotion, consecrated 
this immense temple.” 

5. Directly across the 
chapel from this fresco is a 
related scene painted by 
the artist  
 
_____________________ 
depicting “The 
Punishment of Korah.” 
This subject addresses the 
consequences of failing to 
follow the authority figure 
established by God in the 
Old Testament, that of the 
Biblical prophet  
 
_______________.  

4. No immense 
piazza of this 
scale was ever 
built during the 
Renaissance. The 
anachronistic 
episodes 
depicting the life 
of  
 
__________ in the 
middle ground 
establish the 
setting as an 
idealized space, 
not an actual 
place. 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

1. This fresco was painted by 
Raphael , a pupil of  
 
___________________ for 
the Santa della Segnatura, 
the papal library where the 
pope signed official 
documents. It was 
commissioned by Pope  
 
____________________.  

2. Raphael places within his 
composition two central figures, 
depictions of  
 
_________________ and  
 
_________________.  
 
_______________ holds his book 
Timaeus and points to Heaven, the 
source of his inspiration, while  
 
________________ carries his book 
Nichomachean Ethics and gestures 
toward the earth, from which his 
observations of reality sprang.  

3. The barrel-vaulted spaces suggest a 
proposed design for St. Peter’s by the  
 
architect __________________.  At 
the left and right are niches in which  
 
statues of ________________ and  
 
_________________- ancient gods of 
the arts and wisdom- preside over the 
assemblage.  Raphael’s setting is not 
meant to suggest a real building; it is 
a pictorial invention designed to 
establish a grand classicized setting 
for his debaters. 

7. To the far right, on the lowest 
level, Raphael has painted his 
self-portrait looking out.  He is 
standing next to a portrait of  
 
_________________; one 
wonders how much  
 
__________________, whose 
frescoes were being covered up, 
appreciated the compliment. 
Raphael’s “style appealed to the 
pope, who stopped the work of 
the more conservative painter 
and turned over the decorating of 
his Vatican apartments (the 
Stanze, or rooms) to Raphael. 

5. Here the bearded  
 
____________________ has his 
sets of numbers and harmonic 
ratios arranged on a pair of 
inverted tables that each 
achieve a total of the divine 
number ten. They refer in turn 
to the two tablets with the Ten 
Commandments held by 
Moses, who is found directly 
opposite in La Disputa. This 
philosopher believed in a 
rational universe based on 
harmonious proportions, the 
foundation of much of Greek 
philosophy. 

6. Despite their rivalry, Raphael 
added Michelangelo at the last 
minute as  
 
____________________ writing 
on the steps.  

8. The 16
th 

–century biographer claims 
that this figure is the cynic  
 
___________________. Other sources 
claim the figure is Socrates, identified 
so by the deadly cup of  
 
_________________ that Socrates was 
known to have drunk from.  

4. In this fresco, 
Raphael attempts to 
reconcile and 
harmonize not only 
the Platonists and the 
Aristotelians but also 
classical humanism 
and  
 
__________________, 
surely a major factor 
in the fresco’s appeal 
to its patron. The 
fresco, directly across 
from The School of 
Athens address the 
contentious doctrine 
of  
 
___________________ 
to highlight opposing 
camps within the 
church. 



 

 

 

 

 

 

 

Compare and contrast these two frescoes, analyzing how the aims or goals of their patrons were achieved by 

addressing each of the following:   

 

LOCATION of FRESCO 

(within the Vatican) 

 

 

CONTENT: Subject 

Matter and/or 

Symbolic Imagery 

 

 

STYLE: Visual 

qualities associated 

with the Classical 

Tradition 

 

Perugino. Christ Delivering the Keys to the 
Kingdom, Sistine Chapel, Rome, 1481-3, fresco    

Raphael. School of Athens, Stanza della 
Segnatura, Rome, Italy, 1509-1511, fresco 

 

Name of Patron:  Name of Patron: 


