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Introductory Unit:                       Strategies for Teaching Art History
The Meaningful Walk 

and the AP Art History Course
by Michael Bieze

Exploring the Everyday World

 I believe that a primary goal for AP Art History teachers should be to show students how to take a meaningful walk. This isn't as easy as it sounds. It requires, in the words of Harvard professor of landscape history John Stilgoe (Outside Lies Magic), unplugging oneself from the computer and the programmed experiences of postmodern society and learning to explore the everyday world. Slowly, through guidance, the palimpsest of the street reveals its layers. 

 Certainly studying art history can be a fulfilling academic pursuit on its own merits, may encourage interdisciplinary thinking, often creates informed travelers and museumgoers, and sometimes even leads directly to a career. However, many students do not live near museums, don't plan to pursue art history in college, aren't considering vocations in the field, or cannot afford a trip to Europe. But all students live in and travel through built environments, whether they live in an urban center, a suburb, or rural America. 

 The meaningful walk that art history teaches encompasses the following four goals that are on my syllabus: 

 1. visual literacy/learn the canon

 2. value other cultures 

 3. suspend judgement 

 4. aesthetic pleasure 

Visual Literacy and Cultural Context

 Visual literacy, in this context, means the ability to apply art historical methodologies to the students' environment. My first goal as an instructor is teach students how to ask good questions. As the photographer Henri Cartier-Bresson stated, "Seeing is questioning." Students need to be able to read the ways in which their environments encode social and political ideologies. They should be able to compare the great entrances of architectural sites in their survey text with the entrance of their school, apartment complex, or local mall. 

 We begin the year with our own school entrance, as the start of a discussion of how thresholds are created to delineate spaces. Teachers could have the students look beneath their feet and see how the floors of the school change to signify spatial hierarchy. Are the floors in classroom the same material and pattern as the floor in the principal's office or the teachers' lounge? Perhaps the students will begin to wonder why the architectural style of the bank is different from the fast-food place down the street. They may note how the spaces they travel through at school, the nearby grocery store, or the local neighborhood may subtly contain the social forces of race, class, and gender. What are the boundaries marking the public from the private spaces in the office building down the street? The art history of the walk teaches the students to be keenly aware of the structures and spaces in their world, which in turn makes them better art historians. Knowing the names and dates of distant and past cultures is important, but so is learning to see your own culture with new eyes. 

 Watching the visual canon projected in slides, as though they are images in Plato's cave, lets students drift into a world of objects void of texture, scale, context, and sometimes the right color. Slide history encourages abstract theories where all art, in the absence of real objects, becomes text. What makes art history distinctive is reading material reality within a context. Students always show surprise when encountering the real thing in museums or a street in Paris after studying it from slides or books. They struggle to make the adjustments to the new scale, color, and location of the real artifact. Students slowly realize how the angle of the photograph in the textbook affects the meaning of the work. The lesson from these encounters is that art history can be meaningful as a local experience. Distant cultures and museum holdings are important to learn about, but we tend to forget about the complexities of the world outside of our door. 

 Increasing Cultural Knowledge and Sophistication

 The second goal on my syllabus is that learning to value other cultures begins with increasing your knowledge about your own culture. First, the students need to see that we tend to think of other people as having culture, and that we, the viewers, are somehow culturally neutral. One should take some deeper ownership of his or her own culture before learning about another. If not, there is a great danger of practicing a kind of colonialist art history that advances Western formalism as a universal. Teachers should try to examine works of art from the concepts and values of the culture being studied rather than projecting formalist language upon the piece. 

 Second, authentic diversity means not merely adding more cultures to the canon or required viewing list but also transforming one's understanding of his or her own culture. This journey might begin by encouraging students to walk in the spaces of their own faith traditions and apply the art-historical language. Even if they don't have a faith tradition, there may be a space in which they feel empowered. What makes that space special? Afterwards, they may take a walk down the street and ask the people running local churches, synagogues, mosques, or temples how the spaces accommodate the religious needs of the faithful. 

 The third goal on my syllabus is learning to suspend judgment, a difficult task for all of us, but one that is especially prickly for students looking at a Carl Andre floor piece or found objects for the first time. A meaningful walk along the strip mall promotes looking without worrying about aesthetic merits. The students can discuss the relationships between text and image on a storefront, the reasons for the various angles of parking lines in a lot, or the hidden cell towers behind the apartment complex as cultural history without being frustrated by the prices commanded by a monochrome canvas. 

 Few books address the reason to suspend judgment as well as David Macaulay's Motel of the Mysteries, a book about future archeologists finding an "ancient" cheap motel from our culture. The researchers' errors in attribution and function remind the students to be very careful about claiming certainty about other cultures or the past. 

A Dialogue with the World

 Finally, an art history of the walk initiates an aesthetic dialogue with the world that is vastly more accessible than infrequent museum visits. In fact, modern artists hoped to awaken viewers to the aesthetic possibilities of the everyday world outside the confines of the museum. I propose that students learn the aesthetic pleasure of the street. 

 In his book Total Art, Adrian Henri writes that after experiencing a Michael Heizer earthwork or a Christo wrapped site, one can never quite see a construction site or slag heap in the same way. Artists change how we see the world. Richard Avedon has been quoted as saying that all he hoped for in his art is that some future child will feel comforted by knowing someone else saw the world in the same way. The means of achieving this is best expressed by William Wordsworth in "Tintern Abbey": 

...with an eye made quiet by the power

 Of harmony, and the deep power of joy,

 We see into the life of things. 

 I've been heartened to notice how in recent years, despite the proliferation of reproduced realities, historians themselves still feel the need to break free of the archives and take walks to make their discoveries. In an increasingly virtual world, thinkers in the liberal arts seem to still value the experience of the real. Robert A. Caro needed to sit in the old Senate chambers before writing his recent Pulitzer Prize-winning history of LBJ. The author of a new biography of John Paul Jones, Evan Thomas, sailed on a replica of a Jones ship in order to feel what life was like on such a ship during the eighteenth century. The former chief curator of the department of painting and sculpture at New York's Museum of Modern Art, Kirk Varnedoe, began his study for the 1999 Jackson Pollock retrospective by standing in the shed that served as the artist's studio. 

 Nearly every art historian I've ever asked has a story about taking a journey to stand in a certain spot in order to understand a work of art more fully. Bob Nauman, art history professor at the University of Colorado, remembered reading Impressionist scholar Robert Herbert's account of Monet's painting Saint-Germain l'Auxerrois and traveled to stand on the balcony of the Louvre, where the painting was created. Bob said he could feel how Monet turned his back on the old art in the galleries and looked across modern Paris for inspiration. I remember how my first visit to Arles impacted my understanding of Van Gogh's painting and made me see how he selected only a certain nostalgic image of this city in the deep south of France. 

 What art history is ultimately about, according to the Renaissance art historian John Shearman, is trying to discover why a work of art looks the way that it does. In his book, Only Connect, Shearman offers as the first tenet of art-historical inquiry the task of understanding the implied spectator of the work. In other words, we need to become acutely aware viewers who don't begin with how we see something, but how the creator of the work wanted us to see it. 

 I don't try to turn the students toward biographical methodology or away from reader-response theory; rather, I ask them to see art history as unusual because it approaches its subjects as objects created to be seen in a certain way in real space (even if it is a video screen). Getting them out the door and looking, describing, and analyzing the actual world around them makes them better art historians and informed people about their environment, and it guides them toward the simple joys of discovery in the ordinary. 

 Michael Bieze teaches art history at the Marist School. He is a current member of the AP Art History Development Committee.
THE PRECEDING ARTICLE APPEARS ON THE AP CENTRAL WEBSITE
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Why teach ART HISTORY?

· What is the relationship between art and history?
· What is the value of “visual literacy” (learning to decode images)? (Read “The Meaningful Walk and the AP Art History Course” by Michael Bieze (The Marist School, Atlanta, Georgia) found on the AP Central College Board website)
· What impact does culture have in our everyday lives?
Why teach AP courses?

· When teaching an AP course, should one be “teaching to the test”?
· Do AP courses help students to become more successful in college? (Read “A Chart Exposes High School Malpractice” by Jay Mathews (Washington Post) found on the AP Central College Board website)
· Should only “A” students enroll in AP courses?
How can teachers BOOST their AP enrollment?

· Where can you find potential AP art history students?

· What advantages can be highlighted for those who enroll in AP art history?

· How are questions addressing the workload be handled?

· How might current or ex-students help you sell your program?

What resources are needed to teach AP art history?

· Which textbook should I use?

· Where can I obtain images to use to teach art history? (Read “Web Guide for AP Art History,” “Accessing and Using Digital Images in AP Art History,” and “Using Powerpoint Slides in the AP Art History Classroom” by Yu      Ko (Tappan Zee High School, Orangeburg, New York) found on the AP Central College Board website)
· Are videos or DVDs useful in teaching art history?

· Should I consult supplementary texts and materials?

· What does the College Board provide in the way of resources?
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Writing a Syllabus

· How can the syllabus incorporate a vast amount of material with limited time? (Read “Less is More: Teaching Strategies for Limited Class Time” by Greg Jacobs (Woodberry Forest School, Woodberry Forest, Virginia) found on the AP Central College Board website)

· Should the syllabus be arranged in a chronological fashion?

· How should classroom time mostly be spent? (i.e., lecturing, group discussions, library research, worksheets, activities, projects, etc…)

· To what degree should non-western, non-European work be integrated into a syllabus that is Western-biased?

· How can a good syllabus keep students engaged and interested?

Sample Abbreviated Syllabus:

Unit One:
Art of Prehistoric and Ancient Cultures



Prehistoric, Ancient Near East, Egyptian, and African Art

Unit Two:
Greek and Roman Art



Aegean, Greek, Etruscan, and Roman Art

Unit Three:
 Art of the Far East and the Americas



Indian (Buddhist and Hindu), Chinese, Japanese, Pre-Columbian, 


and Native American Art 


 Unit Four:
 The Rise of Christianity and Islam



Early Christian, Byzantine, Early Medieval, and Islamic Art

Unit Five: The Late Middle Ages in Western Europe



Romanesque, Gothic, and Late Gothic Art

Unit Six: The Fifteenth Century 



Early Italian Renaissance and Late Gothic Art in Northern Europe 



of the Fifteenth Century

Unit Seven: The Sixteenth Century 



High Renaissance, Venetian, Mannerist, and Northern




Renaissance

Unit Eight: Seventeenth Century Baroque Art



Seventeenth-century Italian, Spanish, French, English, Flemish, 



and Dutch Baroque Art

Unit Nine: Rococo to Realism



Late Baroque, Rococo, Neoclassicism, Romanticism (including the 



PreRaphaelites), Early American Art, and Realism 

Unit Ten: The Rise of Modernism

Impressionism, PostImpressionism, Symbolism and


Expressionism, Early Modern Abstraction and



Architecture, and Early Twentieth Century Photography

Unit Eleven: Art of the Mid-Twentieth Century



Dada, Surrealism, Abstract Expressionism, Pop Art, Minimalism, 



Late Twentieth Century Art and Architecture, Twentieth




Century Realism

Unit Twelve: Our Postmodern Modern Age


Art and Architecture since 1980 (roughly)
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QUESTIONS for CLASS DISCUSSION

SUBJECT MATTER


SUBJECT: What does the work depict?  Who is depicted in the 


work?


ICONOGRAPHY: What do the figures and objects in the work



represent or symbolize?


NARRATION: What is the event or series of events being presented 


to the viewer?

FUNCTION


WHY was the work created?



Was it created for religious worship?



Was it created to entertain or to please the eye?



Was it created for propagandistic purposes?



Was it created to address a social issue?



Was it created to commemorate an event?



Was it created to commemorate the life of a famous person?



Was it created as an expression of wealth and status?



Was it created to savor a memory?



Was it created to document a place and time?



Was it created to promote an artistic theory or philosophical 



idea?



Was it created to tell a story?



Was it created to express some human emotion? (love, grief, 



anger, etc…)



Was it created to establish a personal or cultural identity?



Was it created to impress others with technical skill?



Was it created as a gift to a god or another person?



Was it created as a form of scientific study?



Was it created for private enjoyment?



Was it created for practical reasons only? (i.e. to provide 



shelter, to hunt with,  or to document something for 



legal purposes)


FOR WHOM was the work created? 



Who was the patron?



Why did the patron commission the work?



Is the patron upper class or middle class?



To what degree could the patron be described as “religious” 



or “secular”?



To what degree was the patron involved in the artistic 




decision-making process?



Was it created for the mass market?



Was it created for the artist himself/herself?


WHERE was the work originally intended to be located?



Was it created for a church or place of religious worship?



Was it created for a private home or a public place?



Was it created for a dramatic outdoor setting or an interior 



space?



Was it created for a particular viewpoint? (for example, down 


below or high above)



Was it intended to be seen with a particular kind of lighting?



Was it created as a complement to another nearby work of 



art? (such as a building or a sculpture)



Was it created to compete with another nearby work of art?



Was it created for a competitive exhibition?



Was it created for a portable object? (i.e. a book or a 




reliquary)

ARTISTIC DECISION-MAKING


WHAT decisions did the artist or architect make while creating


this work of art?



What medium was used and why?



What technique was used and why?
(i.e., alla prima, 




Impressionistic, trompe l’oeil, grisaille, etc…)



What format was used and why? (i.e., relief, freestanding, 


two-dimensional, horizontal, vertical, etc…)



What type of color scheme was used and why? (i.e., neutral,




intense, arbitrary, monochromatic, symbolic, warm, 



cool, etc…)



What type of lighting was used and why?



What type of texture was employed and why?



What type of line was used and why? (i.e. vertical, horizontal, 


diagonal, calligraphic, undulating, curvilinear, 




agitated, arabesque, gestural, etc…)



What so-called principles of design (balance, rhythm, 




movement, unity, emphasis, scale, and variety) did the 


artist employ and why so?



What mode of representation was used (i.e. 





representational, abstract, naturalistic, 





schematic, stylized, idealized, distorted, etc…) and 



why?



What rules did the artist follow in accordance with




the style of a particular time and place?



What rules did the artist break away from in order




to innovate or experiment?




What preparations were made before creating the 




work?




Did the artist observe from nature or conform to




archetypal forms?



How did the artist or architect compose or structure the 



work and why? (i.e., symmetrical, asymmetrical, 




radial, random, proportional, bilateral, open, closed,




etc…)



How large (or small) is the work and why?



How much time was spent on the work and why?



Did the artist or architect choose to emulate the work of




another artist or architect?

CONTEXTUAL ANALYSIS


How does the work REFLECT the culture of a particular time and 
place?



How does the work reflect religious beliefs?



How does the work reflect political ideologies?



How does the work reflect philosophical ideologies?



How does the work reflect attitudes towards social class




and gender?



How does the work reflect a culture’s concept of aesthetic 



beauty?



How does the work reflect a culture’s concept of power and 



authority?



How does the work reflect a culture’s concept of morality?



How does the work reflect a culture’s changing tastes?



How does the work reflect a culture’s concept of normality, 



perhaps with a view into the daily life of “ordinary” 



people?



How does the work reflect a culture’s concept of nature and 



man’s relationship with nature?



How does the work reflect a cultural view of history and 



tradition?



How does the work reflect cross-cultural influences?



How does the work reflect the status of the artist or 




architect?



How does the work reflect the impact of subcultures existing 



within a larger, mainstream culture?



How does the work reflect the impact of new scientific 




discoveries or inventions?



How does the work reflect the lifestyle and milieu of the 



artist or architect?

CULTURAL IMPACT


What IMPACT does the work of art or architecture have on the 
history of art?



Did the work inspire or influence other artists or architects?



Did the work dramatically rise in value?



Was the work seen by a large number of people?



Did the work cause controversy or raise complex questions?



Did the work alter visual perception in some way? (i.e. such 



as in the case with the invention of linear perspective)



Did the work popularize a particular medium or technique?



Did the work provide a sense of cultural or national identity?



Did the work make a particular person famous or infamous?



Did the work popularize a particular ideology?



Did the work alter fashion and taste?



Did the work alter the way artists were trained?



Did the work dramatically alter the art market?
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STUDENT ASSESSMENT: Writing Essays
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Student Assessment

· How is the actual AP exam structured?
· How should the AP teacher structure his/her exams?
· To what degree should students be required to memorize and regurgitate information?
· What “skills” should students develop to fully prepare themselves for the AP Art History exam?

· Can a student who has poor writing skills do well on the AP Art History exam?

· How often should students be assessed?

· To what degree should activities and projects be used for student assessment?

· How can students be encourage to read on a regular basis?
· How can students by assessed on their reading skills?
TYPES OF ESSAY QUESTIONS:
1. Formal Analysis

This type of question is designed to analyze the mode of representation chosen by the artist.  Such modes of representation include realism, naturalism, idealization, stylization, distortion, and abstraction.  This type of question may also address how an artist has utilized the elements of art (line, value, shape, form, texture, color, and space) or the principles of design (balance, rhythm, variety, movement, contrast, proportion, emphasis, and unity). Together, these formal issues are usually discussed within the context of a historical style associated with a time period or geographical location.

2. Contextual Analysis

This type of question addresses the cultural climate in which the work of art or architecture was created.  Typically addressed in this type of question is a huge range of topics such as patronage, function, societal convention, political ideologies, gender differences, cross cultural influences, philosophical ideas, religious movements, etc…  In such essays, the student is expected to provide insight on the artist’s own personal background as well as a historical context in order to provide access to visual messages encoded in a work o     .

3.    bined Analysis (Formal and Contextual)

This type of question requires the student to make a link between the formal elements of a work of art and the historical context in which it was created.

4. Persuasive Argument

This question requires the student to make his/her own judgment about a work of art and to defend that judgment.

5. Data-based Question

This question can be any of the above.  What is different about it is that it includes a passage written by an artist, patron, or critic.  Students are expected to respond to the question by referring both to a work of art and to the written passage with the goal of establishing a strong link between the two.  Currently,  each AP Art History exam will have at least one data-based question.

[image: image6.jpg]



Writing and Answering Essay Questions

· Should questions address formal concerns, contextual concerns, or both?

· Should students be required to deal with “unknown” works of art?

· How important are factual details and correct identification when writing essays?

· What are some ways in which students can easily organize their essays? (i.e. dividing into paragraphs, answering the bulk of the question in the first sentence, prewriting, etc…)
· Should a response be comprised of mostly memorized information or perceptive insights or both?
TIPS FOR CREATING ESSAY QUESTIONS

1. Write questions that address concerns in regard to a wide range of media. For example, don’t give an exam that only covers paintings. ALWAYS address architecture on an exam.

2. Write questions that address BOTH formal and contextual concerns on an exam.

3. Phrase questions in different ways to avoid students from assuming that they know what the question is asking without having to actually read it carefully.  

4. Write your own responses to your essay questions and establish a rubric BEFORE administering the exam to your students.


5. Write questions where students are required to apply their knowledge of major works of art and architecture in a discussion of “unknown” works.

6. Throughout the year, students will need to recall works studied long ago and relate them to works studied recently.

7. Keep an eye out for quotes by artists, critics, patrons, etc… so that you can include data-based questions on your exams.  Students should be expected to relate the quote to a particular work of art or architecture (on view) in their essay discussion.

8. Students do not always need to be required to provide identification of a work of art.   Only when major works of art or architecture are shown is identification necessary.

TIPS FOR WRITING SUCCESSFUL ESSAYS


Students should:

1. Be familiar with the structure, content, and time constraints of the exam.

2. Read the question carefully. (Underlining key words in the question will assist students in doing this.)

3. Be clear and direct when answering the question.  Elaborate introductory paragraphs are unnecessary; “cutting to the chase” saves time needed for writing an informative essay.  
4. Prewrite. Prewriting helps the student to organize his/her thoughts.

5. Write neatly. Poor handwriting can be distracting.

6. Identify works of art with as much specificity as possible. (If students are unable to identify a work of art with specificity, however, the student may still be able to an essay of merit and, therefore, should continue to write.)

7. Avoid simply providing a straightforward description of a work of art unless the description forms the basis of critical analysis.  

8. Avoid opinionated words or phrases such as “beautiful” or “the greatest building ever built”.

9. When writing about two works, organize the essay into at least two paragraphs for the sake of clarity. (Students may wish to leave some space between the two paragraphs so that room is provided to go back and add an additional thought to the first paragraph.)

STEPS FOR PREPARING STUDENTS FOR WRITING ESSAY

STEP ONE: 


Discuss major works with students by addressing each of the following: subject, function, artistic decision-making, contextual analysis, and cultural impact.

STEP TWO:


Do NOT address a prompt (the question) before assessing the students.  

In the case of a question dealing with narrative, for example, ask a question that specifies a particular issue in concern with narrative art (such as how narrative conveys aspects of a particular culture or how a narrative work has been incorporated into an architectural setting to create symbolic meaning).

Your goal is to teach students how to USE the information they are given for critical analysis.  If you spoon-feed the students beforehand, they will never be required to think on their feet.

STEP THREE:


Require the student to write a 5, 10, or 30 minute essay.  Afterwards, provide the student with a list of possible points that could have been made in the essay and a rubric.

STEP FOUR:


After the essay has been graded, have students REWRITE the essay so that it directly answers the prompt with valid and relevant information.

STEP FIVE:


Repeat process.
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EXAMPLE OF A THIRTY-MINUTE QUESTION:

How a culture is perceived is often expressed in the stories it tells. Choose two specific representations of a narrative from different cultures.  Only one of your choices may be from a European artistic tradition. Discuss significant aspects that are revealed by the way in which the narrative is depicted.

Before students are asked to answer this question, students SHOULD be very familiar with various depictions of narratives from a wide range of cultures.

Before students are asked to answer this question, students SHOULD NOT be given this question ahead of time.  At some point, students must learn to the SKILLS of critical analysis.  A memorized essay fully prepared beforehand is of little benefit for students since it can all be forgotten in a short time.

POINTS TO REMEMBER ABOUT 

THE THIRTY MINUTE ESSAYS

1. Students should read the question carefully.  Underlining key words helps to do this.

2. Students should take time to prewrite.  There is a space allotted for jotting down a list of suitable works and points that could be made.

3. Students should spend a minute or two to select works that are appropriate and relevant.  Students must write about works that they are strongly familiar with.  

4. Students should give an identification for each work discussed that is as specific as possible. (title, artist or architect, date, medium, location, historical period or style) 

5. Students should give specific information that is relevant to the question.  A generic essay that only describes works of art is not desired.

6. Students should use the entire thirty minutes to write.  Ideas and valid points may come more easily if the student continues to write.

7. Students should underline titles of works of art.

8. Handwriting should be legible.

9. Students do not need an introduction or a conclusion.  It is helpful, however, to organize the essay into paragraphs.

Introductory Unit:                       Strategies for Teaching Art History
CHALLENGES OF TEACHING 

AP ART HISTORY
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SUGGESTIONS FOR 

THIRTY MINUTE ESSAY TOPICS










SUGGESTED WORKS OF STUDY FOR VARIOUS TOPICS

POWER AND AUTHORITY: Expressed in Architecture

· Temple of Ramses II at Abu Simbel (Egyptian New Kingdom), 1290-1224 BCE

· Colosseum in Rome (Roman), c. 70-80 CE

· Anthemius of Tralles and Isidorus of Miletus. Hagia Sophia in Constantinople (Byzantine), 532-537 CE

· Angkor Wat (Cambodia), first half of the 12th century

· Forbidden City in Beijing (Chinese Ming dynasty), 15th century and later

· Michelangelo Buonarroti, Carlo Maderno, and Giacomo della Porta. Saint Peters in Rome (High Renaissance), 1546-1564. 

· Charles Perrault, Louis Le Vau, and Charles Le Brun. East façade of the Louvre in Paris (Baroque), 1667-1670

· Jules Hardouin-Mansart, Charles Le Brun, and Andre le Notre. Versailles palace (Baroque), begun 1669


POWER AND AUTHORITY: Expressed in Relief Sculpture

· Victory Stele of Naram-Sin (Akkadian), 2254-2218 BCE

· Reliefs from the palace of Ashurbanipal in Ninevah (Assyrian), c. 640BCE

· Palette of King Narmer (Predynastic Egyptian), c. 3000-2920 BCE

· Ara Pacis (Roman), 13-9 BCE

· Sarcophagus of Junius Bassus (Early Christian), c. 359 

· Tympanum of the south portal of St. Pierre at Moissac (Romanesque), c. 1115-1135

POWER AND AUTHORITY: Expressed in Freestanding Sculpture

· Seated statue of Khafre from Gizeh (Old Kingdom Egyptian), c. 2520-2494 BCE
· Portrait of Augustus as general, from Primaporta (Roman), c. 20 BCE
· Terracotta statues of the First Emperor of Qin from Lintong (Chinese Qin dynasty), ca. 210 BCE
· Michelangelo Buonarroti. Moses at San Pietro in Vincoli (High Renaissance), c. 1513-1515
· Nkisi n’kondi (from the African Kongo culture), c. 1875-1900
POWER AND AUTHORITY: Expressed in Two-Dimensional Imagery

· Justinian, Theodora, and attendants in the apse of San Vitale in Ravenna (Byzantine), 526-547, mosaic

· Pantokrator, Theotokos and Child in the apse of the cathedral of Monreale (Byzantine), c. 1180-1190, mosaic

· Perugino. Christ Delivering the Keys to the Kingdom (Rome), 1481-1483, fresco

· Jacques Louis David. Napoleon in His Study, 1812, oil on canvas

POWER AND AUTHORITY: Expressed through Narrative
· Reliefs from the palace of Ashurbanipal in Ninevah (Assyrian), c. 640 BCE

· Palette of King Narmer (Predynastic Egyptian), c. 3000-2920 BCE

· Vishnu asleep on the serpent Ananta from the façade of the Vishnu Temple at Deogarh (Hindu), early sixth century

· Bayeux Tapestry (Romanesque), c. 1070-1080, embroidery

· Perugino. Christ Delivering the Keys to the Kingdom (Rome), 1481-1483, fresco

· Pietro da Cortona. Triumph of the Barberini fresco in the Palazzo Barberini in Rome (Baroque), 1633-39

HUMAN FORM: Expression of Religious Ideas in Sculpture

· Seated Buddha preaching first sermon at Sarnath (India), second half of fifth century

· Shiva as Nataraja (Chola dynasty), ca. 1000

· Virgin of Jeanne d’Evreux from the abbey church of Saint-Denis (Gothic), 1339

· Michelangelo. Pieta. 1498-1500

· Gianlorenzo Bernini. Ecstasy of Saint Teresa in the Cornaro Chapel in Rome (Baroque), 1645-1652, marble

HUMAN FORM: Expression of Religious Ideas in Two-Dimensional Art

· Mosaic domes of San Marco in Venice (Byzantine), begun 1063

· Michelangelo Buonarrotti. Last Judgment in the Sistine Chapel in Rome (High Renaissance), 1534-1541, fresco

· Albrecht Durer. The Fall of Man. (16th century Renaissance), 1504, engraving

HUMAN FORM AND AESTHETICS: Works Exemplifying a Culture’s Concept of Beauty

· Polykleitos. Doryphoros (Classical Greece), c. 450-440 BCE, marble

· Praxiteles. Aphrodite of Knidos (Late Classical Greece), c. 350-340 BCE, marble

· Raphael. Madonna in the Meadow (High Renaissance), 1505-1506, oil on panel

· Suzuki Harunobu. Evening Bell at the Clock, from Eight Views of the Parlor series (Edo Japan), ca. 1765, woodblock print

· Thomas Gainsborough. Mrs. Richard Brinsley Sheridan (18th century Grand Manner Portraiture), 1787, oil on canvas

HUMAN FORM: Radical Stylization of the Human Form

· Gislebertus. West Tympanum of Saint-Lazare in Autun (Romanesque), ca. 1120-1135
· Coyolxauhqui, circular relief from the Great Temple of Tenochtitlan (Aztec), now in the Museo del Templo Mayor in Mexico City, ca. 1469
· Seated Couple from Dogon in Mali, ca. 1800-1850, wood
· Pablo Picasso. Les Demoiselles d’Avignon (Cubism), 1907, oil on canvas
· Marcel Duchamp. Nude Descending a Staircase, No. 2, (Cubism), 1912
NARRATIVE IN ART: Advantages and Disadvantages of a particular Medium and/or Format

· Last Judgment of Hu-Nefer from the tomb of Hu-Nefer at Thebes (Egyptian New Kingdom), ca. 1290-1280 BCE, painted papyrus scroll

· Funeral banner from the Tomb of Lady Dai at Mawangdui in China (Han Dynasty), ca. 168 BCE, painted silk

· The Good Shepherd and the Story of Jonah from the painted ceiling of a cubiculum in the Catacomb of Saints Peter and Marcellinus in Rome (Early Christian), early fourth century, fresco

· Bayeux Tapestry (Romanesque), ca. 1070-1080, embroidery

· Timothy O’Sullivan. A Harvest of Death, Gettysburg, Pennsylvania, July 1863, photographic print


NARRATIVE IN ART: Adapted for Architectural Space to Emphasize

Function and/or Symbolism

· Phidias. Pediment and frieze sculptures from the Parthenon in Athens (Classical Greek), ca. 447-432 BCE

· Vishnu asleep on the serpent Ananta from the façade of the Vishnu Temple at Deogarh (Hindu), early sixth century

· Ascension of Christ and Mission of the Apostles in the tympanum of the center portal of the narthex of La Madeleine in Vezelay (Romanesque), 1120-1132

· Andrea Mantegna. Interior of the Camera degli Sposi for the Palazzo Ducale in Mantua (Renaissance), 1474, fresco

· Michelangelo Buonarroti. Sistine Ceiling in Rome (High Renaissance), 1508-1512, fresco

· Pietro da Cortona. Triumph of the Barberini fresco in the Palazzo Barberini in Rome (Baroque), 1633-39

NARRATIVE IN ART: Use of Text and Image to Convey Narrative

· Tomb fresco paintings of Nebamun (Egyptian New Kingdom), ca. 1400-1350 BCE

· Maya Lintels 24 and 25, from Structure 23, Yaxchilan, Mexico, 725 CE, limestone
· Bayeux Tapestry (Romanesque), c. 1070-1080, embroidery

· Guo Xi. Early Spring, Chinese (Northern Song Dynasty), 1072 CE

· Suzuki Harunobu. Shimizu from the Seven Komachi, woodblock print (Edo Japan), c. 1767

· Andro Hiroshige. Fireworks over Ryogoku from One Hundred Famous Views of Edo, woodblock print (Edo Japan), 1856

PATRONAGE: Impact of a Patron on a Work of Art

· Tomb fresco paintings of Nebamun (Egyptian New Kingdom), c. 1400-1350 BCE

· Ara Pacis Augustae in Rome (Early Empire), 13-9 BCE

· Doors and column with reliefs illustrating the life of Christ at Saint Michel’s at Hildesheim (Ottonian), c. 1015-1022

· Ambulatory, radiating chapels, and choir of St. Denis (early Gothic), 1140-1144

· Limbourg Brothers. Les Tres Riches Heures du Duc de Berry (Northern Renaissance), 1413-1416, illuminated manuscript

· Sandro Botticelli. Primavera (Renaissance), c. 1482, tempera on canvas

HUMAN EXPERIENCE: Human Interaction with and Perception of Nature

· Guo Xi. Early Spring, Chinese (Northern Song Dynasty), 1072 CE

· Fan Kuan. Travelers Among Mountains and Streams, (Northern Song Dynasty), early 11th century

· Jean-Antoine Watteau. The Departure from Cythera, (French Rococo), 1717, oil on canvas

· Katsushika Hokusai. The Great Wave off Kanagawa, woodblock print from Thirty-six Views of Mt. Fuji (Edo Japan), 1826-33

· J.M.W. Turner. Slave Ship (Romanticism), 1840, oil on canvas

· Robert Smithson. Spiral Jetty, 1970, earth art in Utah

HUMAN EXPERIENCE: Spiritual and/or Physical Union of the Sexes

· Shiva as Mahadeva from Elephanta (Hindu), ca. 550-575

· Piero della Francesca. Battista Sforza and Federico da Montefeltro, diptych (Early Italian Renaissance), 1472-3, oil on panel

· Krishna and Radha in a Pavilion from the Gita Govinda, (Rajput Period), c. 1760

· Seated Couple from Dogon in Mali, ca. 1800-1850, wood

· Constantin Brancusi. The Kiss 1907, stone

HUMAN EXPERIENCE: Conflict between the Sexes

· Donatello. Judith and Holofernes (Renaissance), late 1450s

· Hieronymous Bosch. The Garden of Earthly Delights (Northern Renaissance), c. 1510-15

· Jacques Louis David. Oath of the Horatii (Neoclassicism), 1784

· Marcel Duchamp. The Bride Stripped Bare by Her Bachelors, 1915-1923
HUMAN EXPERIENCE: Death and Dying in Art

· Grave Stele of Hegeso (Classical Greek), 410-400 BCE
· Funeral banner from the Tomb of Lady Dai at Mawangdui in China (Han Dynasty), ca. 168 BCE, painted silk
· Giotto. Lamentation scene from the Arena Chapel in Padua (Late Gothic), 1305, fresco
· El Greco. Burial of Count Orgaz (Mannerism), 1586, oil on canvas
· Nicolas Poussin. Burial of Phocion (Baroque), 1648, oil on canvas
· Gustave Courbet. Burial at Ornans (Realism), 1849, oil on canvas

ART IN CONTEXT: Design of Architecture Inspired by Setting

· Temple of Ramses II at Abu Simbel (Egyptian New Kingdom), 1290-1224 BCE

· Doge’s Palace in Venice (Gothic), ca. 1340-1345

· Andrea Palladio. Villa Rotonda near Vicenza (Venetian), ca. 1566-1570

· Katsura Imperial Villa in Kyoto (Edo Japan), 1620-1663

· Frank Lloyd  Wright. Fallingwater in Bear Run, Pennsylvania (Prairie Style), 1936-1939

ART IN CONTEXT: Loss of Impact Due to the Removal of Art from its Original Setting

· Phidias. Pediment and frieze sculptures from the Parthenon in Athens now in the British Museum (Classical Greek), ca. 447-432 BCE

· Wall paintings (particularly a portrait of a husband and wife) from Pompeii now in the Museo Nazionale in Naples (Roman), ca. 70-79

· Duccio. Raising of Lazarus panel (now in the Kimbell Art Museum in Fort Worth), once part of the Maesta altarpiece in Siena (Late Gothic), 1308-1311

· Coyolxauhqui, circular relief from the Great Temple of Tenochtitlan (Aztec), now in the Museo del Templo Mayor in Mexico City, ca. 1469

· Haida Totem poles now in the Seattle Art Museum, 19th century

ART IN CONTEXT: Importance of Sacred Sites in Religious Worship

· White Temple and Zigguart at Uruk (Sumerian), ca. 3200-3000 BCE
· Iktinos and Kallikrates. Parthenon in Athens (Greece), 447-438 BCE
· Great Stupa at Sanchi (Buddhist), third century BCE to first century CE

· Ise Shrine (Japan), as rebuilt in 1993

ART IN CONTEXT: Works of Art that are Created for and Incorporated into a Specific Site

· Giotto. Arena Chapel frescoes (Padua) 1305-6

· Perugino. Christ Delivering the Keys to the Kingdom, Sistine Chapel (Rome) 1481-83, fresco

· Raphael. School of Athens, 1509-1511, fresco

· Gianlorenzo Bernini. The Ecstasy of St. Theresa. Cornaro Chapel, Santa Maria della Vittoria (Rome), 1645-52

· Richard Serra. Tilted Arc, 1981, installed in Federal Plaza, New York, cor-ten steel

ART AND SOCIETY: Art that Reveals Aspects of Everyday Life

· Limbourg Brothers. Les Tres Riches Heures du Duc de Berry (Northern Renaissance), 1413-1416, illuminated manuscript

· Pieter Bruegel the Elder. Peasant Wedding, c. 1567, oil on wood

· Jan Steen. The Feast of Saint Nicholas, c. 1660-1665, oil on canvas

· John Constable. Flatford Mill, c. 1816-1817, oil on canvas

· Georges Seurat. Sunday Afternoon on the Island of La Grande Jatte, 1884-1886, oil on canvas

· Edward Hopper. Nighthawks, 1942, oil on canvas

ART AND SOCIETY: Art that Addresses the Relationship between Social Classes

· Limbourg Brothers. Les Tres Riches Heures du Duc de Berry (Northern Renaissance), 1413-1416, illuminated manuscript 
· Gustave Courbet. The Painter’s Studio, 1855, oil on canvas
· Eugene Delacroix. Liberty Leading the People, 1830, oil on canvas
· Edouard Manet. Bar at the Folies Bergere, 1882, oil on canvas
· Alfred Stieglitz. The Steerage, 1907, photogravure
ART AND SOCIETY: Art Influenced by a Foreign Culture

· James Abbott McNeill Whistler. Nocturne in Black and Gold, 1874, oil on canvas
· Paul Gauguin. Where Do We Come From? What are We? Where are We Going? 1897, oil on canvas
· Pablo Picasso. Les Demoiselles d’Avignon (Cubism), 1907, oil on canvas
· Frank Lloyd Wright. Robie House (Chicago, IL), 1907-09
ART AND SOCIETY: Art that Criticizes and/or is Offensive to Society

· Pieter Bruegel. Netherlandish Proverbs, 1559, oil on panel
· William Hogarth. Breakfast Scene, from the Marriage a la Mode series, c. 1745, oil on canvas
· Edouard Manet. Olympia, 1863, oil on canvas
· James Ensor. Christ’s Entry into Brussels, 1888, oil on canvas
· Ernst Kirchner. Street, Berlin, 1913, oil on canvas
ART AND SOCIETY: Art Used as a Form of Protest

· Albrecht Durer. The Four Apostles (Northern Renaissance), 1526, oil on panel

· Francisco Goya. Third of May, 1808 (Romanticism), 1814-15, oil on canvas

· Theodore Gericault. Raft of the Medusa (Romanticism), 1818-19, oil on canvas
· Pablo Picasso. Guernica (Cubism), 1937, oil on canvas
ARTIST AS SUBJECT: Artist Includes Himself/Herself as a Witness to a Narrative
· Jan van Eyck. Giovanni Arnolfini and His Bride, 1434, oil on wood
· Raphael. School of Athens, 1509-1511, fresco
· El Greco. Burial of Count Orgaz, 1586, oil on canvas
· Diego Velazquez. Las Meninas, 1656, oil on canvas
· Jacques Louis David. The Coronation of Napoleon, 1805-1808, oil on canvas
· Gustave Courbet. The Painter’s Studio, 1855, oil on canvas
ARTIST AS SUBJECT: Personal Artistic Response to One’s Immediate Surroundings

· Pieter Bruegel the Elder. Hunters in the Snow, 1565, oil on panel
· John Constable. The Haywain, 1821, oil on canvas
· Claude Monet. Saint-Lazare Train Station, 1877, oil on canvas
· Henri de Toulouse-Lautrec. At the Moulin Rouge, 1892-1895, oil on canvas
· Vincent van Gogh. Bedroom at Arles, 1888, oil on canvas
· Edward Hopper. Nighthawks, 1942, oil on canvas
ART OF MAKING ART: Revolutionary Treatment of Pictorial Space (at the time it was created)

· Masaccio. Tribute Money, Brancacci Chapel (Florence), c. 1427
· Albrecht Altdorfer. Battle of Issus, 1529, oil on panel
· Paul Cezanne. Mont Sainte-Victoire, 1902-1904, oil on canvas
· Georges Braque. The Portuguese, 1911, oil on canvas
· Pablo Picasso. Still Life with Chair Caning, 1911-12, oil and oilcloth on canvas on canvas
ART OF MAKING ART: Creation of Movement and Tension in the Depiction of a Battle

· Victory Stele of Naram Sin (Akkadian), 2254-2218 BCE
· Ludovisi Battle Sarcophagus (Rome), c. 250-260
· Bayeux Tapestry (Romanesque), c. 1070-1080, embroidery
· Paolo Uccello. The Battle of San Romano, c. 1455, tempera on wood
· Albrecht Altdorfer. Battle of Issus, 1529, oil on panel
· Gino Severini. Armored Train, 1915, oil on canvas
ART OF MAKING ART: Using Color to Express an Idea or Mood

· Matthias Grunewald. The Isenheim Altarpiece, c. 1510-1515, oil on panel
· Eugene Delacroix. Liberty Leading the People, 1830, oil on canvas
· Claude Monet. Rouen Cathedral, 1894, oil on canvas
· Georges Seurat. Sunday Afternoon on the Island of La Grande Jatte, 1884-1886, oil on canvas
· Henri Matisse. Red Room, 1908-1909, oil on canvas (or The Dance)
· Piet Mondrian. Composition in Red, Blue, and Yellow, 1930, oil on canvas
ART OF MAKING ART: Use of Dramatic Contrast of Dark and Light to Enhance the Dramatic Tension of a Narrative
· Caravaggio. The Conversion of St. Paul, c. 1601, oil on canvas
· Jacques-Louis David. The Death of Marat, 1793, oil on canvas
· Francisco Goya. The Third of May 1808, 1818, oil on canvas
· Thomas Eakins. The Gross Clinic, 1875, oil on canvas
ART OF MAKING ART: Adaptation of Using a Newly Invented or Discovered Medium or Technique

· Jan van Eyck. Giovanni Arnolfini and His Bride, 1434, oil on wood
· Albrecht Durer. Fall of Man, 1504, engraving
· Honore Daumier. Rue Transnonain, 1834, lithograph
· Louis-Jacques-Mande Daguerre. Still Life in Studio, 1837, daguerreotype
· Pablo Picasso. Still Life with Chair Caning, 1911-12, oil and oilcloth on canvas on canvas
· Andy Warhol. Marilyn Diptych, 1962, oil, acrylic, and silkscreen enamel
· David Smith. Cubi XVII, 1963, polished stainless steel
Introductory Unit:                       Strategies for Teaching Art History

Sample Syllabus for the 2005-2006 School Year

Welcome to AP ART HISTORY

Textbook: Gardners Art Through the Ages by Kleiner and Mamiya (12th 
edition)

Additional Supplies Needed: 

· Three-ring binder for handouts
· Blank Sketchbook/Journal 
Course Objective: “The AP offering in Art History is designed to provide the same benefits to secondary school students as those provided by an introductory college course in art history: an understanding and knowledge of architecture, sculpture, painting, and other art forms within diverse historical and cultural contexts.  It also provides an opportunity for schools to strengthen an area neglected in most curricula.  In the course, students examine major forms of artistic expression from the past and the present from a variety of cultures.  They learn to look at works of art critically, with intelligence and sensitivity, and to analyze what they see.  Many colleges and universities offer advanced placement and/or credit who have performed successfully on the AP Art History Examination.” – The College Board

Assessment:


Daily Grades: (25%)


Students are required to have TEN daily grades each


six weeks; these will be essays written in their journal 


and/or miscellaneous journal activities; the journal 


will be taken up twice every six weeks (once at 



midterm and once at the end of the six weeks)

Major Grades: (75%)

· Quizzes (weight of 1)

· Thirty minute essays written in class (weight of 3 includes report turned in beforehand)

· Unit Exams (weight of 3)

Additional Major Grades 


Students may have up to 2 extra additional grades 
for “extra credit” to be averaged in with other major 
grades.

· Video Screenings with Reports (weight of 1, 2, or 3)

· Saturday Field Trips (organized by AP Strategies) (weight of 3)

· Exhibition Visits with Reports (weight of 2)

· Outside Lectures or Special Events with Report (weight of 3)

· Comprehensive Written Exam given the last week of every six weeks (must score a 70 to receive weight of 2)

· Researched topic with at least two sources outside of the study guide (weight of 2)

FIRST SIX WEEKS

Aug  8-12

Introduction to Art History




Prehistoric Art




Ancient Near East

Aug 15-19

Egyptian Art




African Art

Aug 22-26

African Art




UNIT ONE EXAM (Prehistoric, Ancient Near East,





Egyptian, African)




Aegean Art




Greek Art of the Geometric, Orientalizing, and Archaic





Periods

Aug 29- Sept 2
Greek Art of the Classical and Late Classical Periods

Sept 5

LABOR DAY: School Holiday
Sept 6- 9

Hellenistic Greek Art




Etruscan Art




Roman Art of the Early Empire

Sept 12-15

Roman Art




UNIT TWO EXAM (Greek and Roman Art)

SECOND SIX WEEKS

Sept 16

Art of India

Sept 19-22

Art of India and China

Sept 23

PARENT TEACHER CONFERENCE DAY

Sept 26-30

Art of China, Japan, and the Americas

Oct 3-7

FALL BREAK
Oct 10-14

Art of the Americas




UNIT THREE EXAM




Early Christian Art

Oct 17-21

Early Christian and Byzantine Art

Oct 24-28

Islamic and Early Medieval Art




UNIT FOUR EXAM (Early Christian, Byzantine, 





Islamic, and Early Medieval)

Oct 31-Nov 3
Romanesque Art

THIRD SIX WEEKS


Nov 4


Romanesque Art

Nov 7-11

Gothic Art

Nov 14-18

Late Gothic Art In Italy




UNIT FIVE EXAM (Romanesque, Gothic, and Late 




Gothic Italian Art)




Early Italian Renaissance

Nov 21-22

Early Italian Renaissance

Nov 23-25

THANKSGIVING HOLIDAY
Nov 28-Dec 2
Early Italian Renaissance

Dec 5-9

Early Italian Renaissance




Late Gothic Art in 15th Century Northern Europe



Dec 12-16

Late Gothic Art in 15th Century Northern Europe





UNIT SIX EXAM (The Fifteenth Century: Early Italian





Renaissance and Late Gothic Art in 15th Century





Northern Europe)

Dec 19-21

FINAL EXAMS
Dec 22

STUDENT HOLIDAY
Dec 23-Jan 3
STUDENT TEACHER WINTER BREAK
Jan 4


STUDENT HOLIDAY
FOURTH SIX WEEKS


Jan 5-6

High Renaissance

Jan 9-13

High Renaissance and Mannerism

Jan 16

STUDENT HOLIDAY
Jan 17-20

Venetian and Northern Renaissance

Jan 23-27

UNIT SEVEN EXAM (The Sixteenth Century: High 




Renaissance, Mannerism, Venetian, Northern 




Renaissance)




Italian and Spanish Baroque

Jan 30-Feb 3
Flemish, Dutch, French, and English Baroque

Feb 6-10

UNIT EIGHT EXAM (Seventeenth Century  Baroque)




Late Baroque and Rococo Art and Architecture

Feb 13

STUDENT HOLIDAY

Feb 14-16

Neoclassicism and Romanticism

FIFTH SIX WEEKS
Feb 17

Romanticism

Feb 20-24

Romanticism




Realism




Early Photography

Feb 27-Mar 3
Early American Art




UNIT NINE EXAM (Late Baroque, Rococo, 






Neoclassicism, Romanticism, Realism, Early 




Photography, Early American Art)




Impressionism

Mar 6-10

SPRING BREAK

Mar 13-17

Post-Impressionism




Symbolism and Expressionism

Mar 20-24

Symbolism and Expressionism




Early Modern Abstraction

Mar 27-31

Early Modern Abstraction




Early Modern Architecture

Apr 3-6

UNIT TEN EXAM (Impressionism, Post-Impressionism,





Symbolism, Expressionism, Early Modern 





Abstraction, Early Modern Architecture)




Dada and Surrealism

SIXTH SIX WEEKS
Apr 7


Dada and Surrealism

Apr 10-13

Twentieth Century Realism




Abstract Expressionism

Apr 14

STUDENT TEACHER HOLIDAY
Apr 17-21

Abstract Expressionism




Pop Art




Twentieth Century Photography

Apr 24-28

Twentieth Century Photography




Color Field and Minimalism




Mid-Century Architecture




UNIT ELEVEN EXAM (Dada, Surrealism, Realism,





Abstract Expressionism, Pop Art, Photography,





Color Field, Minimalism, Architecture)

May 1-5

Earth Art, Installation, Performance, and Video




Preparation for the AP Exam

May 8-12

Preparation for the AP Exam and/or Post Exam 




Activities

May 15-19

Post Exam Activities

May 22-23

FINAL EXAMS
Introductory Unit:                       Strategies for Teaching Art History
MAJOR TEXTBOOKS:

Adams, Laurie Schneider. Art Across Time. Boston: McGraw-Hill, 1999.
Janson, H. W. and Anthony F. History of Art, 6th ed. New York: Harry N. 
Abrams, 
2001.(does not include nonwestern art)
Kleiner, Fred S., Christin J. Mamiya, and Richard G. Tansey. Gardner’s Art Through the

 Ages, 11th ed. Fort Worth: Harcourt College Publishers, 2001.  (12th edition is

 now available)

Stokstad, Marilyn. Art History, 2nd revised ed. New York: Prentice Hall, 2005.
WORKS CITED FOR STUDY GUIDE:

Adams, Laurie Schneider. Art Across Time. Boston: McGraw-Hill, 1999.

Adams, Laurie Schneider. Italian Renaissance Art.  Boulder: Westview Press, 
2001.

Anderson, Nancy., et. al. National Gallery of Art, Washington. London: 
Thames and Hudson, 1992.

Arnason, H. H.  History of Modern Art. New York: Prentice-Hall, 1986.

Aruz, Joan, ed. Art of the First Cities: The Third Millennium BC from the 
Mediterranean to the Indus. New York: Yale University Press, 2003.

Aston, Margaret, ed. The Panorama of the Renaissance. New York: Harry N. 
Abrams,  1996.

Bailey, Martin. Vermeer. Ann Arbor: Phaidon Press, 1995.

Bartz, Gabriele, and Eberhard Konig. The Louvre. Cologne: Barnes and 
Noble Books, 2001.

Beckett, Sister Wendy. The Story of Painting. London: Dorling Kindersley, 
1994.

Becks-Malorney, Ulrike. Cezanne. San Diego: Thunder Bay Press, 1997.

Bee, Harriet Schoenholz, ed. MOMA Highlights: 325 Works from the Museum 
of Modern Art, New York. New York: Harry N. Abrams, 1999.

Belkin, Kristin Lohse. Rubens. London: Phaidon Press Limited, 1998.

Blier, Suzanne Preson. The Royal Arts of Africa: The Majesty of Form. New 
York: Harry N. Abrams, 1998.

Boardman, John, ed. The Oxford History of Classical Art. New York: Oxford 
University Press, 1997.

Bohm-Duchen, Monica. The Nude. London: Scala Publications, 1992.

Bolton, Linda. Art in Focus: Paris. Boston: Bulfinch Press, 1995.

Borsch-Supan, Helmut. Antoine Watteau. Cologne: Konemann, 2000.

Boulton, Susie, and  Christopher Catling. Venice and the Veneto. London: 
Dorling Kindersley, 1995.

Bourbon, Fabio, ed. Lost Civilizations. Vercelli, Italy: Barnes & Noble, 1998.

Bradley, Fiona. Surrealism. Cambridge: Cambridge University Press, 1997. 

Brickmann, Bodo, ed. Prestel Museum Guide: Stadelsches Kunstinstitut and 
Stadtische Galerie Frankfurt/M. New York: Prestel, 2000.

Britt, Helen. Ye Gods! An Introduction to Classical Mythology. Ross, 

CA: Longman, Inc., 1987.

Brook, Stephen. Eyewitness Travel Guides: Vienna. New York: Dorling 
Kinderseley, 1994.

Brown, David Blayney. Romanticism. London: Phaidon Press Limited, 2001.

Bugler, Caroline. Art in Focus: Vienna.  Boston: Bulfinch Press, 1995.

Camille, Michael. Gothic Art, Glorious Visions.  New York: Harry N. Abrams, 

1996.

Carr-Gomm, Sarah. Art in Focus: Rome.  Boston: Bulfinch Press, 1995.

Casazza, Ornella. Masaccio and the Brancacci Chapel. Florence: 
Scala/Riverside, 1990.

Catling, Christopher. Eyewitness Travel Guides: Florence and Tuscany. New 
York: Dorling 
Kinderseley, 1994.

Caygill, Marjorie. The British Museum A-Z Companion. London: British 

Museum Press, 1999.

Chadwick, Whitney. Women, Art, and Society. London: Thames and Hudson, 
1990. 

Champakalakshmi, R. The Hindu Temple. New Dehli: Roli and Janssen, 

2001.

Ching, Francis D.K. A Visual Dictionary of Architecture.  New York: John 
Wiley and Sons, 1997.

Chipp, Herschel B. Theories of Modern Art. Berkeley: University of California 
Press, 1969.

Chrístou, Panaghiótis, and  Katharini Papastamatis. Gods and Heroes in 

Greek Mythology.  Florence: Casa Editrice Beonechi, 1998.

Clark, Kenneth. Civilisation. New York: Harper Perennial, 1969.

Clunas, Craig. Art in China.  Oxford: Oxford University Press, 1997. 

Cole, Alison. Virtue and Magnificence: Art of the Italian Renaissance Courts. 
New York: Harry N. Abrams, 1995.  

Cole, Bruce. The Informed Eye: Understanding Masterpieces of Western Art. 
Chicago: Ivan R. Dee, 1999.

Conisbee, Philip. Chardin. Cranbury, NJ: Phaidon Press, 1985. 

Corbin, George A. Native Arts of North America, Africa, and the South 
Pacific. Boulder, Colorado: Westview Press, 1998.

Cormack, Robin. Byzantine Art. New York: Oxford University Press, 2000.

Craske, Matthew. Art in Europe 1700-1830. Oxford: Oxford University Press, 
1997. 

Craven, Roy C. Indian Art: A Concise History. New York: Thames and 
Hudson, 1976.

Crow, Thomas. The Rise of the Sixties: American and European Art in the 
Era of Dissent. New York: Harry N. Abrams, 1996.

Cumming, Robert. Annotated Art. New York: DK Publishing, 1995.

Cumming, Robert. Great Artists. New York: DK Publishing, 1998.

D’Ambra, Eve. Art and Identity in the Roman World. London: Weidenfeld and


 Nicolson Ltd, 1998.

Davis, Courtney. Celtic Ornament: Art of the Scribe. London: Blandford,
 

1997.

Dehejia, Vidya. Indian Art. London: Phaidon Press Limited, 1997.

Dixon, Laurinda. Bosch. London: Phaidon Press Limited, 2003.

Duby, Georges, and Jean-Luc Daval, ed. Sculpture: From Antiquity to the 


Middle Ages. Cologne: Taschen, 1991.

Durant, Will. The Story of Civilization: Age of Faith. New York: MJF 



Books, 1950.

Durant, Will and Ariel. The Story of Civilization: The Age of Reason Begins. 


New York: MJF Books, 1961.

Durant, Will and Ariel. The Story of Civilization: Age of Voltaire. New York: 


MJF Books, 1965.

Durant, Will. The Story of Civilization: Caesar and Christ. New York: MJF 


Books, 1971.

Durant, Will. The Story of Civilization: The Life of Greece. New York: MJF 


Books, 1966.

Durant, Will. The Story of Civilization: Our Oriental Heritage. New York: MJF 

Books, 1963.

Durant, Will. The Story of Civilization: The Renaissance. New York: MJF 


Books, 1981.

Durant, Will. The Story of Civilization: The Reformation. New York: MJF


 Books, 1985.

Eisenman, Stephen F. Eisenman. A Nineteenth Century: A Critical History. 


London: Thames and Hudson Ltd,  1994.

Elsner, Jas. Imperial Rome and Christian Triumph. New York: Oxford 


University Press, 1998. 

Eschenfelder, Chantal. Giovanni Battista Tiepolo. Cologne: Konemann, 1998.
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DVD/VIDEO TITLES:
Highly Recommended:

None

Recommended:

Civilisation series, na       by Kenneth Clark (MAY come out on DVD


next year; still superlative after all these years for teachers; 
students will be far less enthralled)

Robert Hughes’ American Visions (currently unavailable in DVD) (he also


Did a wonderful series decades ago called The Shock of the New, 
which is extremely difficult to find)

Michael Wood’s Art of the Western World (currently unavailable in DVD)


(very bad video quality)

Ancient Voices (Aztecs, Cahokia, Egypt, Dead Sea Scrolls, Stonehenge, 
Taj Mahal, etc…) (can be a bit hokey, but some really good 
information)

Time Life: Lost Civilizations (Maya, Africa, China, Roman, Greek, etc…)


(not as good as Ancient Voices, but more comprehensive)

Recommended with Reservations:

Empires Series: The Medici: Godfathers of the Renaissance (very hokey


and rather disappointing)

Empire Series: Egypt’s Golden Empire (more history than art)

Empire Series: Roman Empire in the First Century (more history than 
art, very scholarly)

Empire Series: The Greeks, Crucible of Civilization (more history than 
art, very scholarly)

Sister Wendy’s  Story of Painting (a favorite with art teachers; not much


scholarly information)

Simon Schama’s History of Britain (more history than art, very scholarly)

Introductory Unit:                       Strategies for Teaching Art History

EXAMPLE OF AN EXAM

Unit One Exam 2004

AP Art History
Name: ______________________________________________ Date: ____________

Section I: Image-Based Identification (2 points each)
Choose one of the following cultures to identify each of the works seen below: Sumerian (or Neo-Sumerian), Akkadian, Babylonian (or Neo-Babylonian), Assyrian, Persian, Hittite, or Egyptian.
1.






3. 


2.  






4. 


Section II: Multiple Choice (2 points each)

1. Ife is the sacred city of the 

a) Dogon

b) Ashanti

c) Kota


d) Yoruba

2. At Stonehenge, huge stones set in a circle is known as a/an

a) alignment

b) dolmen

c) cromlech

d) menhir

3. Typically, an Egyptian pharaoh is seen with all of the following EXCEPT

a) a nemes




c) an uraeus

b) a ceremonial beard



d) a naturalistic body

4. A nkisi nkonde can BEST be described as a

a) an image of twins



c) an ancestral figure

b) a staff sacred to Shango


d) a power figure

5. The Venus of Willendorf can BEST be described as

a) naturalistic
      b) megalithic
   c) stylized
d) a bas relief sculpture

6. A statue-column depicting a male figure is called a/an

a) pylon

b) ushabti

c) atlantid

d) caryatid

7. The Neo-Sumerian ensi Gudea was instructed to build a great temple in honor of the Lord of the Floods, 

a) Anu


b) Marduk

c) Inanna

d) Ningirsu

8. In Egyptian architecture, a “pylon” is a/an

a) opening for light



c) a massive gateway

b) an elevated causeway


d) an innermost burial chamber
9. According to the Yoruba, Orunmila and Eshu are

a) mediators between gods and humans
c) the first humans on earth

b) male and female fertility figures

d) royal kings (or obas)

10. A small, sealed room in a mastaba housing the ka statue of the deceased is called a/an

a) pylon

b) serdab

c) pyramidion

d) cella

Section III: Image-Based Multiple Choice (2 points each)

Use the image below to answer the following multiple choice questions.


1. The image to the right 

is that of

a) Gudea

b) Menkaure

c) Ramses

d) Khafre

2. The image to the right 

was created around

a) 4,500 BCE

b) 2,550 BCE

c) 950 BCE

d) 450 BCE

3. The image to the right was 

made of 

a) limestone

b) terracotta

c) wood

d) diorite

4. The hawk behind the head

of the figure on the right 

represents

a) Horus

b) Osiris

c) Hathor

d) Re

Section IV:  Identification (2 points each)

1. Name a work of art (its title and the culture that produced it) that uses registers to convey a narrative.

2. Name a work of art (its title and the culture that produced it) that depicts a figure using hierarchical proportion.

Section V:  Five Minute Essays (10 points each)

1. Identify this work as fully as possible. Discuss 

how this work expresses esteemed rank and status 

within the culture that produced it. (5 minutes)


2. Name the architect of this structure and 

its specific location. How did the design of

this structure and its surrounding complex

function symbolically? (5 minute

Section VI: Ten Minute Essays (20 points each)

1. Since earliest times, man has demonstrated in the arts his fascination with the animal kingdom.  Identify the cultures that created both of these works.  How do the two depictions compare and contrast in terms of their possible function, their setting (or context), and the technical and stylistic approach of the artist?

(10 minutes)


2. Both of these works depict a “narrative” suggesting a sequence of events.  Before depicting the events shown, the artist had to decide on a “format” that would BEST communicate the narrative to the viewer.  How do these two formats differ?  Compare and contrast the two narrative works in terms of their function, treatment of space, and approach to communicating a narrative. (10 minutes)


Introductory Unit:                       Strategies for Teaching Art History

EXAMPLE OF A MAJOR WRITING ASSIGNMENT
FIRST SIX WEEKS WRITING ASSIGNMENT

Each six weeks you will be asked to write an essay on a major topic.  The essay should be at least 4-5 typed (double spaced) pages long.  You will turn in the typed essay and write a timed 30 minute essay on the same topic on an assigned date.

You are required to list two sources for your essay (not including your textbook).  A study guide is available in the library for this research.  You do not need to document within your essay unless you feel the need to quote word for word (which should be rare.  Please keep in mind, however, that plagiarism in any form is not acceptable.  Please incorporate concepts and ideas from secondary sources into your own words.  List the sources at the end of your essay using MLA format taught in your English classes.

Only books and magazine articles are acceptable for your required secondary sources.  Internet sources may ONLY be listed as an additional third source.  

Each six weeks you will be provided a list of topics to choose from.  Choose only one.  A second paper may be written for extra credit.  You are not allowed to do two additional papers for extra credit.

The topics for the first six weeks are:

· Discuss how the narrative relief sculpture and the layout of the palace of Darius at Persepolis expresses symbolically the structure’s intended function.

· Discuss how the Temple of Luxor, through its design and location, reflects the culture and religious ideas of ancient Egypt during the New Kingdom.

· Discuss how the narrative relief sculpture on the Parthenon expresses symbolically the structure’s intended function.

· Discuss how Hadrian’s Villa reflects the state of culture and political rule during the reign of the Roman emperor Hadrian.

Be sure to include a number of details to support your ideas.  The topic you choose is your thesis.  You are required to write on only one topic!  You must choose one of the four listed above.  At the end of the essay, include four questions for discussion.  A sample essay follows on the next page.

Reims Cathedral






Douglas Darracott

How might the student of art history, especially one who has yet to experience firsthand a medieval cathedral, comprehend the spirit of breathtaking ambition that swept through Europe in the thirteenth century? This spirit, which began around 1140 in the Ile-de-France, just outside Paris at the abbey church of St. Denis, was rooted in both religion and politics.   There, Abbot Suger, a man of lowly birth, remade himself into a powerful royal advisor and transformed medieval architecture into a vision of material splendor that we now call “Gothic.”  This once-derisive label coined centuries later by architects of the Renaissance now evokes a sense of ethereal grandeur made possible by innovative building techniques.  The Cathedral of Notre Dame at Reims stands today as testimony to that spirit.  But what could possibly account for this seemingly miraculous building boom of this High Gothic period? Was this indeed an age of faith, where whole communities were moved by piety to erect a physical manifestation of the Heavenly Jerusalem? An analysis of engineering skills and innovation alone does little to explain why the medieval church desired to build with such extravagant costs.  The fact that Reims had to be rebuilt after a fire of 1211 (just as Chartres was rebuilt after a fire of 1194 and Canterbury in 1174) does adequately explain the desire to raise the structure to such extraordinary heights.  In order to help students fully understand what the mind of the medieval builder and his desire to build on such a grand scale, one must analyze the cultural changes and historical events that shaped medieval life at the beginning of the thirteenth century.

One cultural change that coincided with the emergence of the Gothic style was the growth of a robust urban environment.  Earlier Romanesque churches were generally located in rural areas, accommodating pilgrims and monastic communities weary of the secular world. But as trade and commerce grew in towns and cities, the Gothic cathedral began to function in an increasingly secularized world of self-made men who had freed themselves from the constraints of feudalism.  These merchants and craftspeople organized themselves into guilds and purchased charters of self-government from lords in whose fiefs their towns were located. No doubt this rising autonomy of the “bourgeois” was seen as a threat to the nobility and the church.  Hence, such a monument dominating the town would serve as an effective reminder not only of the omnipotence of a divine power but also of the authoritative control of both church and state over the lives of the town’s citizens.  And yet, without the massive contributions of skill and labor from master masons, craftsmen, and apprentices, Reims and other Gothic cathedrals like it would not have been built. 

Another cultural change explains the portrayal of the Virgin Mary as the Queen of Heaven amid a royal court at Reims.  Most of the great Gothic cathedrals were dedicated to “Notre Dame” (meaning “Our Lady”), a royal model of virtue and chastity expressed by her soft and graceful beauty.   She was seen as a “second Eve”, indicating that like Jesus, she too had a role in redeeming humankind from misery and death. This “Cult of the Virgin” inspired numerous accounts of miracles, many of which survive in literature and song.  Perhaps this new Gothic image of a compassionate Mary had the ability to subdue a growing population of townspeople in a way that the fearsome images of Christ as a harsh judge on Romanesque tympana could not.  At Reims, Mary’s tender affection for humankind is best symbolized by numerous rose windows, the largest dominating the west facade.  In earlier times, the rose was sacred to Isis and Venus as a symbol of love transcending passion.  As light passes through this intricate design composed of stained glass and bar tracery (which first appeared at Reims), it transforms the interior into a celestial realm.  This “lux nova”, or “new light” as Abbot Suger called it, could then understandably illuminate the soul so that it could unite with God, an idea made popular by Christian mystics such as Hildegard of Bingen.  The rose window thus symbolizes Mary’s presence as a divine intercessor.

As the Cult of the Virgin spread throughout Europe, so did a gradual dramatization of Church liturgy. The Gothic cathedral functioned less as a solemn retreat, as a monastery church would, and more as the site of popular entertainment and religious instruction for the townspeople.  Squares adjacent to cathedrals became open-air theaters where mystery, miracle, and morality plays were performed, sometimes from sunrise to sunset. The popularity of these plays easily explains the extravagant costumes and ceremonial music that became commonplace in the celebration of the Catholic Mass.  The jamb statues on the west façade of Reims, representing various workshops and regional influences, emerge from their architectural context and even turn to face one another as if they belong not to the past but to the present, providing the visitor with a dramatic performance of pose and gesture.  These figures, along with those at Chartres, indicate the trend of Gothic sculpture towards a greater realism for visual impact.  The great theologian of the thirteenth century, St. Thomas Aquinas, felt that one of the most important functions of images in a church was to stimulate the memory of the beholder.  For medieval people who could not read or who did not have access to books, cathedrals were “bibles in stone.”  Not only did these images need to be clearly organized in stained glass windows and sculptural reliefs so that they could be comprehended and stored away efficiently in one’s memory, they needed to be visually compelling to be imprinted upon the minds of the viewer.

Such cultural changes impacted the design of the cathedral itself.   When one thinks of a cathedral as a dramatic setting for pageantry and spectacle, one can easily understand why all Gothic cathedrals include features such as vaults of soaring heights and large windows of stained glass. Medieval towns competed with one another to build higher vaults with the aid of flying buttresses, leading some naturally to make comparisons to the Tower of Babel.  But for most in the city of Reims, the cathedral was intended as a source of pride.  For a building that had no fewer than four architects (once represented on the four corners of a maze set in the stone floor of the nave), teamwork, negotiation, and reconciliation were essential.  Like the propositions of St. Thomas Aquinas, establishing a system of argument, counter-argument, and solution, the cathedral appears as a harmonious synthesis born of inquiry, compromise, and resolution.  The desire of Aquinas to reconcile faith with reason seems analogous to a final design where uniformity of divergent features is achieved. 

The theories of St. Thomas Aquinas indicate yet another cultural change, involving the shifting of intellectual life from remote monasteries to newly founded universities in major towns throughout Europe. His system of Aristotelean logic, known as Scholasticism, was developed by Peter Abelard at the Cathedral School of Paris.  Another group of intellectuals, Platonists originating at the Cathedral School of Chartres, promoted the image of an architect by depicting God as a master builder.  In this context, the cathedral could be understood as a model of a medieval universe.  The reliance of its design on geometric or mathematical principles would reflect the order suggested by the cosmos created by God. Would not the seemingly miraculous application of mathematical harmony in the design of a Gothic cathedral to join earthly and heavenly realms clearly demonstrate that God has bestowed his favor on all those involved in such an unprecedented endeavor?

In addition to cultural changes, historical events played a role in how the Gothic cathedral functioned.  Although some felt that Gothic cathedrals were intended to promote unity and love among believers, others saw them as monuments to excess and oppression.  When the cathedral of Reims was begun in 1211, Pope Innocent III had already enlisted support from the French king Philip Augustus to wipe out a pious sect of Christians called the Cathars.  These heretics were critical of the church’s laxity and greed, particularly in the selling of indulgences to fund the construction of large building projects.  They were also called the Albigensians since they were concentrated largely in the region of Albi in southern France.  In 1209 the crusaders massacred thousands of men, women, and children in the small town of Béziers for refusing to hand over only a few Cathars.  The townspeople of Béziers saw this attack of northern barons and soldiers of fortune as acting not out of spiritual zeal but in an attempt to seize their lands.  Many Catholics admired these heretics for their piety and their goodness.   As news of these atrocities became known, sympathy for the victims of this so-called Albigensian Crusade grew.  

One of the most far-reaching impacts of this war was the increase of power of the French king.  As a link between the secular and spiritual worlds, Reims operates as an ideal expression of this increase in power.  One of its primary functions was to serve as the coronation site for the kings of France, as suggested by the relief of the coronation of the Virgin in the gable above the central portal of the west façade.  Above the rose window, monumental reliefs present scenes from the lives of David and Solomon, anointed kings of the Old Testament, reminding all that the French monarch is also anointed -- meaning that he is able to overcome the forces of evil, just as David was able to slay Goliath.  Even higher above, on the west façade in the king’s gallery  (a narrow arcade composed of sixty-three giant statues) is a statue of the Frankish king Clovis, immersed in a font and flanked by monarchs of various dynasties.  In a fashion similar to that of the Roman emperor Constantine, Clovis converted to Christianity after a victorious battle by seeking baptism from the bishop of Reims.  No doubt a newly crowned monarch would have seen himself as the successor of Clovis, the consummate Christian warrior against heresy. The fact that kings contributed greatly to the costs of building a Gothic cathedral explains this heavily propagandistic iconographic program at Reims.    

A more sinister impact of the Albigensian Crusade was the development of an institution called the Inquisition.  The Inquisition may have wiped out the Albigensian heresy, but it left a long legacy of fear and oppression that continued long after construction on Reims had ended.  

The people of Reims certainly had their own share of oppression as evidenced by another historical event.   In 1233 they rebelled against an insupportable taxation imposed on them for the building of the cathedral.  The townspeople attacked the archbishop’s palace, forcing the bishop and the chapter (a governing body in charge of contracting work for the cathedral) to flee.  The Pope placed an interdict on the town and the king passed harsh sentences on the rebels.  Some historians have speculated that the “Atlas” angels around the east end of Reims, straining to support the pinnacled buttresses, may be a comment on the heavy financial burden placed on the people of Reims.  These events question whether or not the building of cathedrals was part of a larger plan for extending power and control over the people.  Would not the very existence of these cathedrals in medieval times be seen as a triumph over heresy and rebellion? 

 Further historical events in the fourteenth century did not end the Gothic age but significantly altered its evolution.  Understandably, due to the advent of war, papal rivalry, and plague in the fourteenth century, kings and bishops would have little means or motivation to build cathedrals on a scale comparable to that of Reims. The cultural and economic forces that had empowered the building of cathedrals in the Ile-de-France were very much in disarray. Even though sporadic work on Reims continued into the fourteenth and fifteenth centuries, the cathedral was never finished.  Like many other Gothic cathedrals of its time, spires and towers were planned for Reims but never built. After the beginning of the Hundred Years War in 1337 and the arrival of the Black Death in1348, the surviving population of Reims must certainly have gazed upon their cathedral and wondered whether or not an earlier age of prosperity and ambition was now over.  Late Gothic churches, built in styles such as the Perpendicular in England and the fifteenth century Flamboyant in France, appeared to want to impress the visitor with tracery and detail, not size and lofty heights. 


How much insight the student of art history gains from a study of Reims depends on the extent to which he/she is able to explore the structure’s cultural and historical context.  The growth of commerce, the Cult of the Virgin,  a love of spectacle and drama, and a renewed intellectual climate all contributed to the spirit of the Gothic Age.  So did historical events, enabling the power and control of the king and the church to bond and increase.  All of these factors are responsible for the earthly representation of Heavenly Jerusalem that we see today.

GUIDING QUESTIONS:

The following questions address the point of view of the viewer in the thirteenth century.  References to historical events and cultural changes are essential in providing an adequate answer.
1. How would the townspeople of Reims during the thirteenth century account for the desire to build a Gothic cathedral on such a large scale at such extravagant costs?

2. How would scholars (such as St. Thomas Aquinas) during the thirteenth century account for the desire to build a Gothic cathedral on such a large scale at such extravagant costs?

2. How would the king of France during the thirteenth century account for his desire to build a Gothic cathedral on such a large scale at such extravagant costs?

3. How would the bishop of Reims during the thirteenth century account for his desire to build a Gothic cathedral on such a large scale at such extravagant costs?

Further Reading:
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Visit English or Humanities classes 	where students are already 	looking at art and hopefully 	writing about it as well


Encourage students to think about their		personal history (cultural 	background, family tree, 	traditions, etc…) when talking 	about the course 


Advertise (put up posters around the 	school with images of students)


Go on field trips


Emphasize possibility for college credit





ENCOURAGING STUDENTS TO SIGN UP FOR AP ART HISTORY





Planning a syllabus


Prioritizing


Focusing on main ideas, not 	superfluous details or trivia


Minimize your absenteeism


Avoid getting off the subject


Have students be responsible for 	studying a few works on their 	own for each unit




















STAYING ON SCHEDULE











KEEPING THE STUDENTS ENGAGED





Vary activities


Ask questions and initiate 	discussion


Emphasize relevance to 	contemporary		 issues/life


Introduce images of contemporary art as		 a point of comparison


Be funny


Bring in articles or books that relate to 	what is being taught


Have students do homework frequently 	(but not in overwhelming 	amounts)











IMPROVING WRITING SKILLS





Have students write an essay at least 	once a week


Have students keep a journal 


Have students rewrite exam essays 


Hand out sample AP essays and have 	students improve them


Walk students through the essay-writing		 process (even if they don’t 		actually end up writing the 	essay)


Have students work occasionally in pairs	(one writes and one dictates)





REVIEWING FOR THE AP ART HISTORY EXAM





Have periodic review sessions after		school (especially from March 	onward)


Play games where students pair up cards 	(one with an image and one with 	an ID)


Use Review Questions as Extra Credit 	Questions on exams and quizzes


Make frequent comparisons between art 	currently being studied and art 	studied a long time ago


Start off the class with old AP multiple 	choice exam questions (grading 	is optional)


Give comprehensive exams in March and	April (you might give two and 	take only the highest grade of 	the two)




















Prepare your lecture notes by reading 	material from as many different 	sources as possible


Introduce your students to the concept of	writing about “unknown” works		from the beginning of the year		(not midway through the year)


Emphasize skills (skills of looking and 	perception, articulation of big 	ideas) rather than the 	accumulation of knowledge 	(particularly of trivial details-		which seems to be what 	students remember most) 


Address both formal and contextual 	concerns when discussing works	 of art








PREPARING FOR “SURPRISES” ON THE AP EXAM

















POWER AND AUTHORITY





Expressed in Architecture


Expressed in Relief Sculpture


Expressed in Freestanding Sculpture


Expressed in Two-Dimensional Art


Expressed through Narrative











HUMAN FORM





Expression of Religious Ideas in 	Sculpture


Expression of Religious Ideas in 2-D 	Media


Expression of a Culture’s Concept of 	Beauty


Radical Stylization











NARRATIVE IN ART





Expression of Power and Authority


Advantages/Disadvantages of Using 	a Particular Medium and /or	 Format


Adapted for an Architectural Space


Use of Text and Image


Related to Religious Ritual











PATRONAGE





Impact of a patron on a work of art











HUMAN EXPERIENCE





Interaction with Nature


Spiritual/Physical Union of the 	Sexes


Conflict between the Sexes


Death and Dying











ART IN CONTEXT





Design of Architecture inspired by	 Setting


Impact of Removal from Original 	Setting


Importance of a Sacred Site in 	Religious Worship


Works Created for/ Incorporated 	into a Specific Site or 	Building











ART AND SOCIETY





Art the Reveals Aspects of 	Everyday Life


Art that Addresses the 	Relationship between		 Social Classes


Art influenced by a Foreign 	Culture


Art the Criticizes or is Offensive to 	Society


Art as a Form of Protest











ARTIST AS SUBJECT





Artist includes Himself/Herself as 	a Witness to a Narrative


Personal Artistic Response to One’s	 Immediate Surroundings











ART OF 


MAKING ART





Revolutionary Treatment of 	Pictorial Space


Creation of Movement and Tension 	in Battle Scenes


Color Used to Express an Idea or a	 Mood


Dramatic Contrast of Dark and		Light to Enhance the 	Dramatic Tension of a 	Narrative


Adaptation of a Newly Discovered	 or Invented Medium or 	Technique


Reaction against Established 	Traditions or Conventions
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