
 

 
 

Eight-Lesson History Curriculum Unit 

 

“So-long Sophists and Socrates”: 
the Visual-Arts as History’s Virtual 

Vectors” 
 

by David Walsh: Queen’s 2013-14 Teacher 
Candidate 

 
Nota Bene: Henceforth, the “World History to the 16th Century “ course in “Canadian and World Studies, 
the Ontario Curriculum, Grades 11 and 12” (CWS 2005) is designated “WH16.” 

 
Preamble: Traveling to the Classical Greek Golden Age and back starting from the cinquento High 
Renaissance,  this unit traces “traces” of History in Art, leading students on (necessarily selective) 
journeys through a 2000 year period of increasingly “European” history.  Necessarily left out of account, 
in our voyage through such a large expanse of time, are much of what was happening in Europe (and 
European Art) defined widely, particularly in the North, not to mention most of the social and political 
history of Antiquity and the Middle Ages.   While the unit’s focus is Art in History- (or rather History in 
Art)- three additional topics are explored in parallel procession: they are (a) the  Medieval Muslim and 
Byzantine ‘academic scribblers,’ (b) sport and (c) architecture. The reason for these inclusions was that 
these topics furnished meaningful and accessible historical contexts, the fabric wherein the broader 
narrative about art in history was woven.  Since so many post-pagan artifacts deal with 
explicitly religious subject matter, one could not avoid some encounter with the emergence of 
Christianity, too, though the aim here was more  to see religion through the lens of art than vice versa,( 
thus avoiding tendentious apologetical treatises).  These narrower themes- sport, architecture, and a 
few of the ‘academic scribblers-’  (not that these topics are, in fact, really ‘narrow’)-  are as “strands” in a 
unit focused on surveying and sampling artistic mimesis, representations a t o n c e recurrent yet 
innovative, passed down and transformed through the ages. Upon completing the unit, students 
should begin to appreciate how the arts, for the better part of 2000 years north of the Mediterranean, 
in Latin Christendom and neighboring areas, owed much to the Classical Greeks but departed from 

Hellenistic precedent in the name of increasingly devotional motifs and proclivities.1 No full justice could 
be done to the fascinating topics surveyed here-which are more than just fascinations; such are choices 
a history teacher inevitably faces.  The prescription was for an eight-lesson unit assimilable to WH16 
embodying an “inquiry” (or constructivist, action-centered, student-driven) approach to History 
engineered with “the Big Six Historical Thinking Concepts” (Seixas and Morton 2013)  playing the 
protagonist’s role. In one unit of WH16, 99.99% of what happened elsewhere in the world, and even 
what would normally be covered  under the themes of social, economic, political, intellectual, and 
technological history around the mare nostrum in the 2000 year expanse of history considered here, has 
necessarily either slipped through the cracks or fallen well outside of account. Such tragedy aside, the 
unit’s focus is on art for- but not only for- art and for history’s sake. 

 
 
 

 
1 

Whence the twofold meaning of “So-long” in the title: to the enduring impact (or continuity) of the Ancient Greek 
World (or more broadly Classical Civilization) on European and World History in the Middle Ages which lasted “so 
long,” and to the attenuation (or Change) of that influence with the rise of Rome and the latter’s hybridization within 
Latin-Christendom, which effectively said “so long” to the Classical World. The word “vector” conveys its Latin 
meaning of “bearer”-(that is, “carrier, traveler, or rider”)-in other words, the pregnancy of primary visual sources for 
(hopefully) giving birth to Historical Thinking. 



 

 
 

Lesson 1:  Two great Libraries in One Strange Loop: from the Vatican’s Stanza 
della segnatura to the Alexandrean musaeum and back (one period in duration) 

 
To start from the chronological beginning of our period, as the sun was beginning 
to set upon Classical Greco-Roman Civilization and the great library at Alexandria 
fell into disuse and disrepair- (though the precise causes and the timing of its 
demise remain shrouded in obscurity)-what treasures were at risk of being 
permanently lost to posterity? What, precisely, made the holdings of the library 
at Alexandria and what these stood for, not to mention the institution itself, 
Significant?  Or to start from the narrative beginning of our journey, circa 1500 
AD: how was Hellenistic patrimony subsequently “found”, rediscovered and 
reinterpreted, roughly 200O years hence, in one of Raphael’s most beautiful 
frescoes commissioned for a papal library in the Vatican apartments in Rome? 

 
a.  Overview: The first lesson orients students, inviting and prodding them gently into enlarging their 

terminological repertoire, including some geospatial and period references, to organize historical 

thinking.  (While it is not usually possible or even desirable to “cover” enough such notions, least of 

all in one lesson, it is important to make some kind of a start. At minimum, students should begin to 

appreciate here some of the semantic range of topoi such as “Athens, Philosophy, Tragedy, the 

Roman Empire, Constantinople, and amphitheatre” etc.. The trick is not to make memorizing empty 

the focus, which it emphatically is not). Reme tene, verba sequentur.  Students will have a chance to 

interpret two primary sources-(as they will do in every subsequent lesson in the unit).  Once they 

have seen see the instructor model some source analysis, students will have a turn at this 

themselves.   The modest but essential goal of the first lesson is to encourage students to ask good 

questions of the sources they encounter, and will continue encountering, throughout the unit . 

Students will not be provided with a list of exactly which questions to ask, but they will receive hints, 

oral cue, and explicit examples from the instructor. It will be explained to students why (the 

instructor thinks) some questions are ‘good’ ones worth asking; and students may (but are not 

strictly required) to write these down.  By the end of the lesson, students should be shown, as 

much as possible, that thinking academically and being motivated by a sense of wonder are not 

contradictory but indeed complementary psychological states that will tend to co-occur in every 

lesson throughout the rest of the unit.   This is one major part of the elusive affective dimension of 

their education; the other part of which has to do with their attitudes towards their teachers and 

peers (not their subject matter). 
 

 
b.   Learning Goals: Historical thinking: Especially about Significance and Evidence, and to a lesser extent 

in this lesson Historical Perspectives (since the latter can only be lightly brushed upon here). Students 

should be able to explain the significance of the “School of Athens” to modern people as well as (to 

some degree) to the episcopal elite which was its main audience circa 1500 AD, given what they are 

able to glean about this via the group discussion facilitated by the instructor in class. Likewise, they 

should understand the significance of the library at Alexandria: and most importantly, what was 

nearly lost 



 

there forever.  A good way to convey part of this is to explain the tiny ratio of the works of the trio 

of the great Greek dramatic-librettists (Sophicles, Aeschylus, and Euripides) that was conserved vs. 

what was lost (typically about 1/4). This latter point illustrates our fragmentary, incomplete, 

knowledge of Greek history and literature handed d own to us through the scholastic tradition 

requiring us to imaginatively reconstruct lost texts based on second-hand reports, triangulation, and 

quellenforschung, thus deriving in many cases our accounts from a limited number of incomplete or 

biased sources.  Students should note the subtle shades of difference between bias, inaccuracy and 

incompleteness (re: Evidence). 
 

 
c.   Curriculum Expectations: Through reading Pericles’ funeral oration (primary source #1) and 

“reading” Raphael’s “School of Athens” (primary source #2), students will begin contemplating  “the 

factors that allowed certain societies to thrive” as specific requirement of the “Development of 

Societies” in the section “Communities” of WH16.  Echoes of Pericles’ famous speech in more recent 

memory-e.g., like  Lincoln’s emancipation proclamation, or Obama’s state of the union addresses- 

should elicit the cultural distance separating the Greeks from us as well as striking similarities-thus 

Continuity and Change.  Seeing how Greek influences pervade so much Art of the Renaissance may 

also lead them to begin (but only to begin) wrestling with questions about causality.  How were the 

rarely surpassed achievements of Renaissance influenced yet not determined by Greek plastic, 

literary, and even political influences? Lastly, though he topic of Athenian democracy will not be 

engaged with directly in this course, reading (Thucydides’ rendering of) Pericles’ famous funeral 

oration in translation should fuel student interest in “Citizenship and Heritage” in the context of 

classical Athens.  That is to say “Social, Economic and Political Structures”, notably nascent 

democracy in the polis of bygone Athens. 
 

 
d.   Materials: (A projector will be required for this and every other lesson in the unit).  It is desirable (but 

not in this case strictly necessary) that students have PCs or devices at their disposal for exploring the 

links to “Vatican Virtual visits” presented to them via projector.  Instructors should prepare a 

cusomized selection of slides and maps for the lesson from the extremely user -friendly and free 

resources available on Pinterest.  Appendix 1.1  contains some indicative and representative 

slides of maps and paintings to be supplemented by instructor commentary and marginal smartboard 

or chalkboard notes, plus links for “virtual visits” to the Sistine Chapel and the Stanza della 

Segnatura in the roman papal complex. Appendix 1.2 is “Pericles’ Funeral Oration” from Thucydides , 

Book II of his “History of the Peloponnesian Wars”. Extra copies of this text may also be distributed to 

students, one for every two or three students in the class (though a feasible paper- saving alternative 

would be to have students link directly to this text at any number of possible internet locations (e.g., 

Project Gutenberg). 



 

 
 

e.   Plan of Instruction: 
 

 
-Step 1, Warm-Up: Students are shown a few slides of maps and paintings from Appendix 1 or from 

Pinterest to start the conversation, and may be asked for instance whether they are familiar with 

the Laocoon or Michelangelo’s most famous Pieta or JL David’s La mort de Socrate.  Students are 

then guided briefly through the 3-D model of the Sistine Chapel: whose purpose here is mainly to 

stimulate wonder about this virtual meeting of minds, art, and technology, but also to introduce the 

idea of the Renaissance (approx. 3-5 minutes) 
 

 
-Step 2, Discussion: Ask students: why do we still study the Ancient World, particularly Greece and 

Rome? Solicit their answers, prodding them gently into expanding upon these in free and open 

discussion.  This may be done via a “Think, Pair Share” distributed thinking break-out or at the 

group-level-(that is particular tactical decision is to be made in situ). I would opt for deploying these 

two tactics in combination. (approx. 6-8 minutes). 
 

 
-Step 3, Modeling: Model an interpretation of one of paintings shown at the beginning from 

Appendix 1-either La mort de Socrates or have a closer look at The Last Judgment from the virtual 3- 

D Sistine. (approx. 5 minutes) 
 

 
-Step 4: Guided Practice: students are guided in forming their own interpretations of other frescoes 

lining the walls of the Sistine Chapel in 3-D and/or Michelangelo’s pieta, largely by activating their 

prior knowledge (approx. 8 minutes). As a class we read Pericles’ funeral oration (approx. 30 

minutes). 
 

 
-Step 5, Independent Activity:  Students will have an opportunity to think quietly about another 

artefact (or part of an artefact) in small groups: this time, Raphael’s “the School of Athens.” 

(approx. 8 minutes) 
 

 
-Step 6, Sharing/Discussing/Teaching:  Students are asked whether they have ever heard of the 

Library at Alexandria.  Do they know that many of its contents were largely destroyed in late 

antiquity and/or the early Middle Ages, though that no final historical consensus has been arrived at 

about precisely when and how this occurred? What do students think was lost-culturally speaking- 

amidst the destruction and decay with the passage of time?   Part of an answer to this question 

involves understanding that in addition to inventing democracy, developing the alphabet, and 

pushing the limits of the visual arts of their time, the Greeks either invented or advanced practically 

the whole suite of literature-i.e., the literary genres- in the West. Another part of an answer to this 

question-an index of part of what the medieval European world lost and/or retained from the Greek 

Golden Age and a “hook” for reeling in some students- can be deduced from a shared group analysis, 

to close lesson 1, of  one of the most famous and revered paintings in all of history. Some if not all of 

what was lost in Alexandria is represented in one of Raphael’s greatest frescoes in the Stanza Della 

Segnatura in Rome, his “School of Athens,” whose subject is essentially ancient learning and 

Philosophy- which we already saw depicted in la mort de Socrates.   To close lesson one, students are 

asked: what good questions can we ask about Raphael’s Vatican frescoes?  What makes the “School 

of Athens”, 



 

historically speaking,  Significant? Where might we go, who could we consult, to further inform our 

judgments?  It turns out that to understand this painting, as is often the case, it is important to 

understand the work’s visual language, style and citations, and particularly the environment or 

milieu in which the work was originally situated- which brings us to take a larger view of the arts in 

Rome circa 1500 AD, the papacy and the aspects of the artist’s biography (insofar as these seem 

relevant).  Of particular importance, here, is to understand the decorative plan for this papal 

apartment.  How does “the school of Athens” fit in with the decorations on the other three walls 

and the ceiling in the room in which it was situated? What was the purpose of that room (and the 

building it was in) and what was it used for?  It is possible to engage students in these kinds of 

questions while further navigating through the Vatican Virtual Visit, time permitting.   If necessary 

this process can be concluded at the beginning of the next period. 
 

 
f.    Assessment: Pay close attention to student engagement, particularly  responses to the “big” 

questions posed.  I.e., Why study the legacy of the Ancient Mediterranean World at all? What was 

lost in the destruction at Alexandria? What does “the School for Athens” symbolize 

in relation to that loss? Renaissance means “rebirth”: so who or what was being born again anyway? 

And provided you have gotten this far: how does the School of Athens relate to its immediate 

physical and temporal-cultural surroundings?   Check that students understand as many key 

concepts as possible through explicit questioning and naturalistic observation.  Perhaps have 

students fill-out a KWL, “I knew, I wanted to know, I learned”, sheet at the end of class. Make no 

formal assessment of students at this early stage.  In response to the question “how will you know 

what students have learned,” you will not “know” exactly, but you should have a better idea by the 

end of the period than you had had back at the beginning. 
 

 

Lesson 2: By God’s Bygone Byzantines: from Monk-like Muslim ‘Mavens’ to 

Advanced Arab Academics: Medieval Universities avant la lettre (two periods) 
 
 

How was philosophy and the rest of Classical Literature nearly lost, yet 

transmitted and revitalized, as light grew gradually from the “Dark Ages”?  This 

lesson reframes the theme of the unit in avowedly presentist terms- as “the 

transmission of Hellenistic influences to the Modern World”- and focuses on two 

big parts of an answer to that even larger question by considering the roles 

played by Muslim and Byzantine scholars in the transfer of parts of what was 

nearly lost to late Antiquity forever to be found to the modern Latin West. 
 

 
a.  Overview: The class will collectively read excerpts from one Peter Watson’s most acclaimed works of 

intellectual history, “Ideas” (on which see Appendix 2.2),(or comparable works), to gain some grasp of 

how Muslim and Byzantine scholars preserved what was nearly lost of Greek learning, after Alexandria, 

during the so- 



 

 
 

called “dark ages.”  Then students will watch short segments (typically of 10 minutes each in duration) 

parceled out from two recent historical documentaries (or comparable works), one treating of the 

impact of the Islamic World on the Europe in the Middle Ages, and the other dealing with the distinct 

offshoot of the Roman Empire to the East we still call by its Latin name of Byzantium (see Appendix 2.3). 
 

b.   Learning Goal: Watson’s book is a secondary source so students will be invited to inquire about its 

epistemological credentials: i.e., the challenges a learned non-specialist faces in constructing a historical 

narrative amidst the complex and elusive materials of-a –piece to broad-sweeping topics.  To start with, 

surely he takes careful notes in class!  Seriously: does Watson rely on and cite further secondary sources, 

or does he appeal more to the primary sources themselves, in laying out his arguments?   How do 

language barriers (e.g., Greek and Arabic) enter in?   In thinking about the remise en cause of Greek 

patrimony in the “dark ages” under the aegis of Christendom, students will engage with Historical 

Thinking processes already activated in lesson 1: Continuity and Change, Significance, Evidence, Causality 

and Historical Perspectives.  The main focus in the first period of study, in the reading of Watson, 

though, is on Evidence; the focus of the second period- in the activity  ‘document the documentaries’- is 

spread across the distillation of Significance and considerations of Causality, Continuity, and Change 
 

 
c.   Curriculum Expectations: The cultural diffusion (i.e., transmission) of Greek learning through the 

Middle Ages, evoked by the radiation of Byzantine culture to the East and the interactions of Muslim 

scholars in Spain and elsewhere, is subsumed under the “Relations between Societies” desideratum in 

WH16.  The task of organizing the wealth of material that students- who will be asked to “document 

these documentaries-“ face, since they are generally unfamiliar with Ancient History, will incite them to 

think about and apply “Chronology and Cause and Effect” also 

outlined in WH16.  Also relevant is another specific objective outlined under “Citizenship and Heritage”: 

“evaluate the impact of significant thinkers from various societies and periods”; for we will also be 

looking at samples of innovations introduced by Arab scholars in this period, such as Algebra, in the 

reading from Watson’s work, as well as in the short videos.  Lastly, since the major formative assessment 

activity at the end of this lesson is a kind of conference plenary, wherein students will be summarizing 

and criticizing the segments of the two films that they watched in small groups, this activity also 

betokens several specific expectations under “Methods of Historical Inquiry and Communication” 

outlined in WH16. 
 

 
d.  Materials: Appendix 2.1 (slides and maps for introducing notions of the Muslim Conquests, 

Byzantium, Constantinople, and Muslim and Christian Art)- to which instructors may add selections from 

Pinterest. Excerpts from Peter Watson’s “Ideas: a History of Invention from Fire to Freud” are discussed 

in Appendix 2.2 and Appendix 2.3 suggests hyperlinks for documentary video clips for the “document 

the documentaries” activity. This rich Art-Historical presentation on the Hagia Sophia (which will 

reappear at the unit culminating test) is worth including as well: 
 

 
http://chnm.gmu.edu/worldhistorysources/analyzing/mcobjects/mcobjsq1.html 

http://chnm.gmu.edu/worldhistorysources/analyzing/mcobjects/mcobjsq1.html


 

 
 

e.  Plan of Instruction: 
 

 
-Step 1, Warm-up: Begin (as usual) by checking with students to see if they have any questions or 

concerns emanating from the previous class (and perhaps wrapping up any leftover business regarding 

Raphael, etc.). Explain that today we will venture, in our historical journey, into terra incognita, 

(re)discovering not one but two neighbouring civilizations-(a) The Muslim diaspora across North Africa, 

Spain, and the Middle East and (b) the Byzantine Empire- which were once arguably as much a part of 

Euope as Europe itself, and each of which is an object of immense fascination in its own right.   A few 

broad-brush slides (from Appendix 2.1 and Pinterest) and maps set the scene, prompting students to 

fathom our spatio-temporal coordinates (approx. 5 minutes).  These slides are only suggestive since 

students will soon be immersing themselves in a number of primary and secondary sources to “go 

deeper,” as we continue to trace the legacy of Classical Greek Art and Literature into the Middle Ages. 
 

 
-Steps 2 and 3, Discussion and Modeling:  Make space for a rich, prolonged reading class-wide group 

reading of the texts from Watson (Appendix 2.2). Part of the reading may be left to silent student 

reading, but it important to start together and make sure everyone is safely on board.  The point of this 

reading is not necessarily to “finish it” but to stimulate class discussions and questioning, which should 

both be amply supplied.  In addition, during the reading, the teacher must model source analysis and 

discuss Evidence, with tactful interjections steering students towards the author’s  footnotes and 

citations.  When does Watson refer to primary and secondary sources, or to no sources at all, in this 

text?  What is the role left to discretion or judgment in this?  What are the challenges for a generalist 

historian with wide-learning who is no particular specialist on the broad region or period under study, in 

handling some of the bigger and combing some of the finer issues?  Historical thinking, it should be 

made plain, is a delicate waltz or a dance proportionally blending the universal and the particular 

(approx. 50 minutes). 
 

 
-Steps 4 and 5, Guided Practice and Independent Activity: For the end of this period and extending into 

at least the first half of the next, students are delegated the following assignment. They are to view short 

clips from the two above noted documentaries (on Byzantium and the impact of Islam on Europe) laid 

out in Appendix 2.3.  Students will form small groups, view these clips, take notes, and report back on the 

key claims advanced in their assigned video segment- specifically about when and why primary sources 

figure in the two videos and how artworks figure in the narrative, when they do.  After students share 

among themselves in small groups, they will be invited to share with the whole group via a circular 

“conference” format (and of course they always enjoy the right to “pass”). (approx. 

45 minutes (= roughly 15 minutes of viewing, 8 minutes of planning, and 22 minutes of sharing)). 
 

 
Step 6, Sharing/Discussing/Teaching: The informal Conference (or workshop) format is supposed to flow 

seamlessly into open questioning and discussions.  This is an opportunity to consolidate basic 

understandings of key concepts, periods and civilizations (e.g., Islam, Hadith, Koran, Iconography, 

Bishops’ “seas’, the Black Sea, Papyrus, the Muslims in Spain, the Crusades etc.), at least a subset of 

which are necessary for understanding European History in la longue duree after the fall of the Roman 



 

 
 

Empire, during the period under study.   To close the period, students will be encouraged to ask historical 

questions, which they are perhaps already doing on their own, such as: counterfactually, how might the 

course of Western History have unfolded differently had the Arabs and Byzantine scholars not played the 

roles that Watson claims they did in the transmission of Greek culture?  How might the Roman Empire’s 

fate have followed a different trajectory had the explosion of Christianity on the scene North of the 

Mediterranean been less pronounced, or had Constantine not moved the imperial center from Rome to 

the eponymous Constantinople,  had the barbarian incursions been less problematic, or had the pace of 

some forms of Greek cultural production (e.g., the closing of the academies) not decelerated so 

dramatically in Late Antiquity? It would be enough to explore a couple of these questions, and hopefully 

some of them will probably be raised in some form spontaneously in discussions.  These questions are 

worth asking even though their answers are elusive. 
 

 
g.    Assessment: Students will be given formative, qualitative non-graded feedback on the product of 

their group-generated summary and analysis of the documentary segments.   The emphasis here should 

be on attempts at successful group collaboration.  Moreover, some of the material from the readings 

from Watson’s “Ideas” and from the “circle conference”-i.e., on document the documentaries- may 

reappear in students’ summative in-class assessment at the end of the unit. ( Students will be given 

further direction about this later as the end of the unit approaches). 
 

Lesson 3: Roaming Renown Roman Renovations without the ROM’s 

Remonstrations (i.e., Royal Ontario Museum) (two periods) 
 

Much of Ancient Greek and Roman History- e.g., Hellenistic Greek Civilization in 

the Macedonian period was contemporary and adjacent to the later Republican 

period in Rome across the Ionian sea- overlapped in space and time. Moreover, by 

most accounts, it would be no exaggeration to say that much (albeit not all) of the 

Roman elite was essentially philhellenic, just as European elite would (with some 

fascinating exceptions) avidly be in the Renaissance and Neoclassical periods.   The 

fascinating hybrid we call Greco-Roman civilization, in full bloom once 

Macedonian Greece became a province under Rome’s yoke (around 200 to 150 

BCE) in the time of Polybius,  presents special problems.  How can we begin to 

appreciate such civilizational  cross-fertilization, not unreminiscent of the kind 

which finds expression elsewhere today in many political federations? How were 

Greek and Roman civilization different yet the same? Almost any answer to these 

questions must take in to account traces left in the visual record.  As a preliminary 

exercise, in this lesson, students will 



 

 
 

focus on contrasting Greece and Rome across a distance of roughly 750 years in 

just two of their aspects: sport and monumental architecture. 
 

a.  Overview:  The goal of this unit is NOT an in-depth examination of Classical Greek or Roman 

civilization. Yet this lesson does engage students in a comparison of these two civilizational entities in 

microcosm.  By a comparison of Greece to Rome in one particular respect, (either sport or architecture), 

it is hoped that students will wrestle with their “mythical” and “romantic” understandings of each of 

these ‘seeing the forest from the point of view of one tree”.   This lesson is designed specifically out of 

recognition that many students in a grade 11 WH16 lack familiarity with Greece and Rome and that 

familiarity with these notions will be helpful (not to say necessary) in the rest of the unit as we trace 

artistic developments through the Middle Ages and Renaissance.  At the same time, the two topics 

chosen- athletics and architecture- provide rich and meaningful contexts for discovering ancient visual 

artifacts.  By the end of this lesson, students should begin to appreciate how artworks 

and artifacts serve as evidence, or time capsules, regarding specific topics of inquiry (either sport or 

architecture) and the wider civilizations (or societies) in which  institutions and practices are embedded. 
 

 
b.   Learning Goal: This lesson is particularly well-suited to addressing Historical Perspectives, for 

students will engage in a sympathetic, if rudimentary, understanding of both Classical Athens around the 

time of the Peloponnesian War (around 430 BCE) and Rome as it began it approached its decline near 

the end of Constantine’s reign (around 320 AD).  Through Comparison and Contrast students will 

examine Continuity, Change, and Causality, albeit in a somewhat simplified way characteristic of 

“mythic” and ‘romantic” styles of thinking (re: Egan’s (1997) framework in the Educated Mind).  This 

lesson also provides students rich matter for contemplating  Significance, Evidence, and Historical 

Perspectives.   Why are the Greek Olympics of interest to us today and how does this differ from yet 

relate to the interest these games once held to the Greeks themselves? Curiously: the IOC website 

suggests that all world cultures engage in some form or another of sport, and yet the Greek Olympics (as 

a comparison with Roman gladiatorial combat illustrates) were in a sense sui generis.  What is significant 

about the Forum and the Acropolis today and, more importantly, to Roman and Athenian citizens in the 

time-periods specified?  Were these edifying edifices objects of veneration or scorn (or both) to 

contemporaries? How could we know this?  How could we not know this without considering the 

religious and/or political significance of these games and/or these buildings?   Does the prevalence of 

societal consensus in the ancient world distinguish it, sociologically speaking, from the modern?  Or is 

this rather the nostalgic projection of mythical-romantic mind, exemplified in Constant’s De la Liberte 

des anciens comparee a celle des moderns or the Querelle des 

anciens et des modernes (references which-which elicit possible post-activity enriching extension topics 
requiring extra time if any is available). 

 

 
Some instructors might like to pursue the particular Ethical Dimension(s) of sport in conjunction with the 

project option (a), “compare the Greek Olympics and the Roman Gladiatorial combat”, described below. 

But the largest goal of this lesson-regardless of which of the Big Six students emphasize most in their 

thinking- should be to realize how much work goes in to making a serious 



 

 
 

historical comparison, even when that comparison takes as its focus only one aspect of a culture or one 

major monument.   Students should understand that such comparisons raise difficulties of historical 

incommensurability (e.g., apples vs. oranges)- which is to say, the irreducibly unique character of 

civilizations and epochs; yet that at the same time even the most remote, culturally distant, civilizations 

in space and time can be instructively compared with reference to several social-scientific, sometime 

cliometric, dimensions or criteria. Students should see that to some extent, understanding any one part 

of a culture implicates many other others in an often holistic process dependent upon, yet beyond the 

reach of, a priori armchair speculation. 
 

 
c.   Curriculum Expectations: Once again, the requirement “relations between societies” from WH16 is 

foregrounded, this time by an explicit contrast of the two striking landmarks in their urban settings (the 

Roman Forum and the Athenian Acropolis) when each city was near its respective apogee. Students, in 

completing either of the Compare and Contrast assignment options, will “analyse the factors that 

influenced the nature of relationships between societies”.  The three video modules of Bernard 

Frischer’s-which are the substance if the first of this two-period lesson- serve as a through introduction to 

the Roman setting circa 350 AD and even provide students much of the essential historical backdrop to 

the rise of Rome (a process whose consummation took hundreds of years). (Students’ lack of familiarity 

with classical Athens should have been be partly attenuated by their prior reading of Pericles from 

lesson 1). Frischer’s videos do an excellent job of introducing students to “the role of legends and myths 

etc. in the context of the communities that produced them”(WH16) –by outlining precisely Rome’s 

mythohistorical, foundational, auto-history.  Moreover, these videos introduce “significant legal and 

political events” (under “Citizenship and Heritage”) without bogging students down in any overbearing 

apparatus of terms and dates.  Students should come away from this two-period lesson, then, with at 

least some appreciation of how Greek and Roman Political (government and military) structures were 

similar yet differed in nature and physical and temporal extent-though (again) they are NOT expected to 

master the life-histories through which Rome and Athens’ social and political developments passed. 

Lastly, students’ work on options (a) or (b) of the formative task during the second period of this lesson 

responds to a number of the overall and specific expectations under “Methods of Historical Inquiry and 

Communication” outlined in WH16. 
 

 
d.   Materials: Appendix 3.1 suggests some slides and maps for re-introducing Athens and Rome which can 

be supplemented by Pinterest and other resources; Appendix 3.2 provides hyperlinks to Professor 

Frischer’s three short videos on Roman civilization, housed at the University of Virginia Advanced 

Institute for Technology in the Humanities (under the “projects” tab). Also included in the same Appendix 

are instructions and links to additional primary sources for formative task options (a) and (b): 

“Contextualize and Compare the Greek Olympics vs. Roman Gladiatorial Combat” or “Compare the 

Athenian Acropolis and the Roman Forum by Situating each Building (or set of buildings) in its Original 

Historical Setting”. 
 

 
e.   Plan of Instruction: 

 

 
- Step 1, Warm-up: Students are reminded that our mission- to trace the reception and transmission of 

Greeks in art through the Middle Ages- really begins with and necessarily passes through Rome.  Tutte le 

strade portano a Roma.  Right at the beginning of the class, students are asked to watch a first of 



 

 
 

Professor Frischer’s three videos featured in this lesson- (a state of the art 3-D model reconstruction of 

Rome as it would have appeared around 320 AD)- which is almost sure to get students “wondering” 

about Rome.  (approx. 5 minutes) 
 

 
-Steps 3 and 4, Modeling and Guided Practice: What do students think about what they see?  What else 
do they know about Rome and/or the Roman Empire?; Where else might they have “learned” that (e.g., 
Hollywood, Comic books, etc.)? What might they like to learn more about now? Since there remain two 
more worthwhile short videos on Rome to show students, the teacher has students assume increasing 
responsibility for discussions flowing naturally out these subsequent viewings. While practically 
everything in the videos is important, students will be asked to pay particular attention in the video 
segments to discussions of architecture: i.e., the Colosseum, the Circus Maximus, and the Forum. For 
these architectural landmarks and monuments likely figure in either of the one of two tasks students are 
now assigned to carry out, working in small groups of 2 or 3, whether they choose architecture or 
Sport- and will also reappear on the end-of-unit summative test.  (It may be worth reminding students 
here that architecture counts as “Art” for the purpose of our unit theme (Art in History), for reasons which 
may be challenged and explored, and that much of what historians think they know about ancient sport is 
disciplined by the record of the arts).  The links between art and sport (and sport and war and sport and 
architecture) in the Ancient World should be explicitly drawn, preferably by students themselves, but if 
necessary with the guidance of the teacher. (about 30 minutes). 

 

 
-Step 5, Independent Activity: Students are offered a choice for a formative task of inquiry to be 

conducted during the rest of this period and about half (or if necessary all) of the next. They can (a)” 

Contextualize, Compare, and Contrast the Greek Olympics and Roman Gladiatorial Combat,” by using 

the primary sources adumbrated in Appendix 3.2; or (b) “Compare the Acropolis and the Roman Forum 

by Situating each Building in its Historic Milieu” and describing the respective significance and function 

of each (once again using the links to primary sources in Appendix 3.2). The suggested dates for the 

comparison are, for the Acropolis and the Olympics, the time of Pericles’ oration (around 430 BCE), 

precisely when much of the Acropolis complex was being constructed and a time students already 

encountered in the first lesson, and (for the Forum and Gladitorial combat,  the beginning of 

Constantine’s reign (i.e., the time at which Fischer places his 3-D model reconstruction, around 320 AD). 

(approx. 45-55 minutes) 
 

 
-Step 6, Sharing/Discussing/Teaching: By the end, it is important that students who chose architecture 

hear from those who worked on sport, and vice versa. What primary sources-textual and visual, 

secondary but especially primary- did students find helpful or stimulating, from the rich array they 

encountered in web-links and online exhibitions?  Do the ruins of the Acropolis and the Forum 

themselves today count as primary sources? (Answer, yes and no, it depends, but not really! Because a 

primary source is defined as a contemporary or near contemporary). Why were the Romans able to 

build, in certain ways, on a “grander” or at any rate larger scale than the Greeks?  What traces of Greek 

style and form, if any, were seen during Frischer’s videos of Roman cityscape? Are students aware to 

what extent the Roman elite was given to collecting Greek artifacts and statuary in this period, in way to 



 

 
 

be oddly recapitulated by European collectors and tourists to Rome over a millennia later? Do they 

know that this latter pattern is where the word tourism comes from (i.e., the grand tour)? Are they 

aware of the major modern archaeological discoveries which have advanced our understanding of the 

Greco-Roman world- pre-eminently Herculaneum and Pompei?  Was sport in the ancient world really of- 

a-piece with sport in the Roman world or sport today?  How might different actors on the Roman or 

Athenian scene have experienced these architectural wonders differently, according to their station in 

society or political views? (approx. 25 minutes) 
 

 
h.   Assessment: Students will submit a written draft of their work (regardless of whether it is 

‘complete’), by the end of the second period. I would not give students a rubric for this activity, thus it is 

imperative to give them opportunities before they begin and while they are conducting their 

investigation to ask more precisely about what “compare and contrast” could mean, as applied to 

particular aspects of their problem. Presumably, so far in this unit, students have seen several examples 

of “interpreting a historical object in its context”- but this is something they need to practice, presenting 

novel problems in novel circumstances.  The primary sources provided to students outlined in Appendix 

3.2, which are often accompanied by secondary sources as explanations, are designed to be self- 

contained- to give students enough of a basis to solve particular problems.   Students need to separate 

what is primary and what is secondary in these sources.  They may be resourceful and consult additional 

sources at the instructor’s behest or on their own initiative, or stick to a focused and deep exploration of 

what has been already been provided to them. The purpose of collecting students’ draft exercises in 

“compare, contrast, and contextualize” is to gather information about their performance, to enhance 

design for learning, and to give students qualitiative specific feedback, not primarily to provide a basis for 

assigning them grades. 

 

Lesson 4: Where and When, as far as the Story of Art Furnishes us Some Sort of 

an Answer, Did the “Classical World” End and “the Middle Ages” Begin? More 

importantly, how and why did this occur where and when it did, insofar as it 

did? 
 

Perhaps understanding European history may be conceived as vector of forces 

acting on the materials of Christian art. Here, at any rate, is the opinion of the 

eminent Art Historian, Lord Clark, which he attributes to perhaps his greatest 

master,  John Ruskin: "Great nations write their autobiographies in three 

manuscripts, the book of their deeds, the book of their words, and the book of 

their art. Not one of these books can be understood unless we read the two 

others, but of the three the only trustworthy one is the last"(my emphasis). I 

personally share the Lord’s venerable sentiment; but, more importantly, what 

do students think of it? 



 

 
 

Are students convinced, yet, or open to being convinced, that studying art 

provides us a treasury of evidence about the past? Is art in one way a more 

faithful or brilliant or honest kind of source than most written ones, as Lord 

Clark suggests? We shall check to see if students’ thoughts about such matters 

change over the course of then unit and this exercise. 
 

a.  Overview: This lesson engages students in a much closer look at Early Christian Art in Late Antiquity 

collected from around the Italic Peninsula, Asia Minor, and Byzantium. Students will have a careful look 

at selected artifacts from the online exhibit “Transition to Christianity: Art of Late Antiquity 3rd to 7th 

Century A.D-” ( for detailed instructions see Appendix 4.1 below).  While the focus of the lesson falls 

resolutely on material Evidence itself, the richness of that evidence enables an instructor to broaden and 

build in many directions therefrom.  Indeed there is ample evidence, even just within this small online 

exhibit, suitable for engaging any of the Big Six Historical Thinking Concepts. Our two priorities, for the 

sake of representativeness regarding the Big Six, though, here, will be Ethical Dimensions and Historical 

Perspectives, but Evidence and Significance are of course almost always present. 
 

 
b.   Learning Goals:  At the end of this lesson, students will be directed to reflect on the Ethical 

dimensions of the encounter of early Christians and the Roman Empire.  How, it is worth asking, was 

this largely internecine conflict nevertheless conceived by some Romans as “Barbarian” in origin, and 

inflected by differences in what philosophers call “conceptions of the good life” revealed both in the 

persecutions of Christian martyrs as well as accounts of these persecutions (depending on the 

authorial intent of those ‘bearing witness’). At the same time, the instructor does well to also explain, 

en passant, the collision of historical narratives that occurred precisely as the Christianity eclipsed 

paganism in the period under study.   The rise in Christian historico-hagiographical-martyrology 

arguably shook the very foundations of inhabitants of newly Christian lands’ historical consciousness- 

at least insofar as this is revealed in the eschatological fixations of surviving Christian historical 

narratives which were typically, though not always, penned by ecclesiastical elites (though luckily 

heretical counter-elite accounts also survive, such as those of Ammianus Marcellinus and Julian the 

Apostate).  These paradigmatic changes wrought a grip in the imaginaire or mentalites of academic 

scribblers and churchmen for centuries.   Even without going into contemporary Christian historical 

writings as primary sources in this lesson, this historiographical arch is a fascinating topic to engage 

students with broadly, requiring only the “technology of free and open discussion.” We know that 

paradigm shift in historical consciousness occurred during the period under study; how then, if at all, 

does this reveal itself today in the surviving artifacts featured in the exhibition under study? 
 

 

c.  Curriculum Expectations: Students are working their “interpretation and analysis” muscles (re: 

“Methods of Historical Inquiry and Communication” in WH16) as they engage with a manageable but 

diverse set of artifacts as primary sources, accompanied by secondary source descriptions, in this 

exhibit. The exhibit gives some sense of how Greco-Roman cityscapes, particularly large buildings, were 

later re-appropriated as churches, which is a nice example of transformative cultural “borrowing.”  (The 

immense riches and utter wealth of some Christian bishops in this period is also touched on in this 



 

 
 

connection).  The exposition’s rich (if sporadic) discussion of funerary ritual brings in to focus both 

Continuities in forms of ancestor worship, on the one hand,  and the profound Changes visible across 

the uneasily breachable Pagan/Christian gulf, on the other.   “The development of artistic forms” is 

amply covered, for the requirement “Arts, Ideas, and Beliefs” in “Citizenship and Heritage” in WH16. The 

development of distinct cultural practices within sub-communities that lived for centuries in close 

proximity is a fascinating theme too, that fits under “Communites: Characteristics, Development and 

Interaction” in that same document.  Though the most popular themes of this unit- Continuity and 

Change, Evidence, and Significance- remain front and center in this exhibition the material on early 

Christian Art serves to launch a discussion here instead of Historical Perspectives and/or the Ethical 

Dimension in History. Indeed these two topics are actually linked and worth treating together: the 

unique ethical perspectives promulgated by the increasingly vociferous stirrings of new Christian 

communities in this period were tightly interrelated with contemporaries’ historical-consciousness- their 

sense of their own unique role and place in a larger (divinely informed) History-( which is not the same as 

Historical Thinking or Historical Mindedness, though those things were perhaps going on too!) 
 

 
d.  Materials: Appendix 4.1 offers suggestions on precisely what parts of the exhibit to exploit in a period 

of about one hour in duration. 

 
e.   Plan of Instruction: 

 
-Step1, Warm-up: Elicit get students’ feedback on how things have gone so far. Students are informed 

that today’s activities will require them to spend some time working again in small groups and that, since 

they have been doing this already in practically every period, they have the option of working individually 

for a change if it pleases them to do so.  More intriguingly, today students are offered the possibility of 

listening to selections of religiously inspired music as they work- such as the Gregorian chants, Chamber 

music, JS Bach, Handel’s Messiah, Negro spirituals, Hymns and Chants and so on!   But little (if any) of this 

music actually dates back the period in question- i.e., Late Antiquity-students are warned, because their 

instructor’s  knowledge of music in this period is embarrasingly scant and recordings are relatively thin on 

the ground. It seems we have come some way from (what the Wikipaedia article on early medieval music 

calls) the “monophonic plainchant”.  Can students appreciate in some way the simplistic beauty of 

ancient choral hymns and strings such as the lyre nonetheless? (4 or 5 minutes) 
 

 
-Step 2, Discussion: Students are asked whether they know anything about Christian Art.  Have they ever 

been to Europe, seen a Gothic Cathedral or any of the works of the so-called ‘Great Masters?’ Students 

will be read the quote of Ruskin’s from Lord Clark, above.   Importantly, it is worth reminding students 

that many of the principle period designations used by historians, and indeed by archaeologists and 

architects and others, either come from or in any case were more or less motivated by studies of period-

style developed in the academic discipline known as “Art History” (e.g., witness the ebullient ekphrastic 

effervescence of such terms as Baroque, Roccoco, and Gothic, etc.).   Pity we forget that history has left 

us so much more than words from which we may interpret (parts of) what came before! 



 

 
 

Joy when we remember with what brio, elan, and gusto early Christians, and indeed most cultures in the 

world, poured their souls into creating and imitating artifacts of lasting transcendent aesthetic value! 

Often historical discussions seek characteristic features claimed to unify both the visual arts and 

literature in a given period; can students come to see the fascinations, but also the difficulties, involved in 

proving or disproving, or more usually just nuancing, such theories in light of new evidence? (5 or 6 

minutes) 
 

 
-Step 3, Modeling: On the projector or Interactive Whiteboard, show students how to navigate to and 

through the targeted exhibit on the Onassis Foundation website.  It is explained to students that instead 

of having to cover the whole exhibit, the tactic of distributed learning (a technique they are already 

familiar with from its previous use in the unit) will be employed.   Small groups of students will be 

delegated responsibility for reporting back on particular sections of the exhibit.   Students are to 

summarize the contents of their section in front of the class using an interactive white board- and 

especially shy students will be made to feel comfortable, not begrudged, and accommodated in some 

way(s).  The instructor models the interpretation of one section of the exhibit by choosing a simpler, and 

then a more complex, less straightforward seeming, artifact, in succession.  Students may be introduced 

to the distinction between formal (largely descriptive, quantitative and qualitative) and iconographic 

interpretations of an oeuvre.   They should understand that both these “levels of explanation” can be 

revealing and significant, but that probably most (if not all) deep historical significance tends to find its 

purest expression in the second (iconographic) of these two levels. (For instance, while the “School of 

Athens” is a testament to Raphael’s pre-Poussin- adroitness in brushwork and soft colours, it is 

ultimately significant for what it depicts, where it is situated and when it was composed-all things that 

are ‘external’ citations of the painting itself, not ‘internal’ to it). The importance of reframing language in 

one’s own words, to avoid merely parroting the views of the exhibit’s curators, is here to be particularly 

emphasized.  Just the same, it is added, there is nothing wrong with “quoting,” i.e., taking account of 

connoisseurship in a connoisseur’s field, in lieu of conjurous conjecture. (6-8 minutes) 
 

 
-Step 4, Guided Practice: The instructor circulates around the room to deal with students’ particular 

needs, making additional suggestions (and also letting students work) as students prepare to give their 

mini-expository exposes. (20 minutes) 
 

 
-Step 5, Independent Activity: While the instructor continues to circulate, facilitate, and keenly observe, 

students are presumably working diligently and following instructions about how to navigate the 

website, while also exploring other parts of the exhibit and additional resources on their own. ( The 

question of how to deal with unengaged students at this point must be left to the particular discretion 

of the instructor on the scene.  Is this an aberration or a regular phenomenon?  Might the students 

benefit from some modification of the task or remediation oppourtunity? Do they need more or less 

time to complete the task?  Can an additional layer of complexity be added to the task to stimulate 

bored, unchallenged students who may have finished prematurely?) (10-12 minutes) 



 

 
 

-Step 6, Sharing/Discussing/Teaching:  As usual, the goal here is to play midwife to student discussions. 

The instructor should save extra time at the end of the period to start a conversation with the whole 

group, preferably seated in a circle, about the specifically Ethical Dimensions of the encounter between 

Pagans and Christians, as revealed by martyrological, hagiographical, or funerary artefacts featured in 

the exhibit.  At the same time, students are asked: how did the emergence of Christianity in Late 

Antiquity impact historical consciousness?   While reading early Christian historiography (e.g., Lactanius, 

Eusebius, and Augustine) falls outside the scope and focus of this unit, the general contours of this 

cognate field of inquiry are worth bringing up here in light of their Significance as Evidence.   Time 

permitting, it would be desirable segue from the paradigmatically opposed nature of historical 

‘scholarship’ in Late Antiquity to Edward Gibbon’s magum opus, “the Decline and Fall of the Roman 

Empire”.  I.e., since Gibbon’s work remains a classic germane to our period of study in this lesson, and 

indeed among the most enduring works of history ever composed in the English language, it would be 

worth quoting him on the arts in Late Antiquity, to wind up the class. (15 minutes) 
 

 
f.  Assessment: Take diligent notes on both the strengths and weaknesses of students’ reportage of their 

particular section of the exhibit, as well their levels of engagement with other students and with the 

other activities of the class as a whole.   The students are told basically one and only one thing about 

their writing of reports about their assigned portion of the exhibit: they are permitted and indeed 

encouraged to go madly off in all directions with their commentaries, but they must always try to relate 

these back as much as possible to Evidence.   Students are encouraged to formulate further questions 

that they would like to have answered in the event that they were to visit another exhibit on early 

Christian Art, or participate in an Archaeological excavation of ruins, or have lunch with an expert. Did 

students check their understanding of the Significance of any of the primary sources featured in the 

exhibit against the views of their peers or their instructors? (If the answer is no, then we may have a 

problem).  The instructor should collect student questions for later redeployment in a future broadening 

and building lesson, perhaps to kick off the next period.   Are students able to explain, in their own 

words, the basic taxa of artifacts seen in the exhibit (e.g., jewelry, amphora, frescoes, statuary, et 

cetera)?   It is essential that students are able to do this.  If they have had difficulty, they may benefit 

from a grid (or table) designed to facilitate such classification. A particular rubric could be constructed to 

guide to student enquiry through the exhibit, though I have not done so leaving this to the discretion of 

the instructor. 
 

 

Lesson 5: from Crafty Mythmaker to Heroic Mix-Maker: Comparing Greco- 

Roman Myths in Early and later European Painting and Sculpture 
 

 

Beginning in the largely (but not exclusively) Christian and (and, in most of 

Southern and Eastern Europe, predominately Catholic ) world of the High Middle 

Ages and accelerating into the Renaissance and Early Modern (or Baroque, circa 

1600-1675 AD) period, the Greek Myths are increasingly represented pictorially, 

in painting and 



 

 
 

sculpture, just as with increasing frequency they are drawn on in dramaturgical, 

literary, and poetic (re)productions. A question, which we began to contemplate 

in the previous lesson, worth asking is: what specifically caused, first, the decline 

of pagan imagery and, second- what we shall consider presently- its subsequent 

resurgence? (Or perhaps it would be better to eschew the apparatus of rise and 

fall and, better, ask simply : what changes took place?)  What larger scale forces 

(of continuity and change) may explain the enduring appeal of ancient myth 

attested to in the artistic record by the end of our period (circa 1500 AD)?  Is it 

that mythological folklore ebbs and flows both with local currents of fashion while 

at the same time it responds to longer term quasi-universal human yearnings? 

Could myths have meant to later Europeans-who we tend to assume were the 

most pious of earthly Christians- anything like what they originally emblematized 

to earlier pagan Romans and Greeks? Why were European elites-still (with a few 

exceptions) the main patrons and consumers of most works of art as late as, say, 

Louis XIV’s grand siècle or el siglo de oro- so interested in (if not obsessed with) 

the Classical and Ancient world, which by then had in many respects faded 

beneath their own expanding mental horizon(s)? 

 
a.  Overview: In this lesson, students will perform a comparison of one Ancient and one Renassiance (or 

one Early-Early Modern) artwork, both containing the same mythological subject matter.   Since 

significant student-led activity in the gathering, distillation and expression of information is involved, the 

emphasis here is on individual study and research savoir-faire.  At the same time, the task should 

provide students another opportunity to consolidate their growing understanding of ‘the Renaissance’, 

‘late Antiquity’, ‘the Classical World,’ and other spatial and period designations cut of the same cloth, 

albeit mainly (as always in this unit) by sticking mostly to the artistic, visual record. 
 

 
b.  Learning Goal: What, if anything, is Significant about the perseverance- you might even call it the 

folkloric or pictorial inertia- of mythological language in European history, as revealed through the 

prevalence of such language in the Art evident near the end of our period of study?  Also, what, if any, 

enduring moral messages do mythological tales still present to “Europeans” of various background, circa 

1500, that they perhaps say still to us today, albeit in a manner that is faded and foreign to us?   Since, 

presumably, later Europeans of varying backgrounds, most of whom were Christian, brought very 

different Historical Perspectives to these myths than the ancient Greeks and Romans formerly had, how 

might a historian characterize some of these differences in Weltanschaung?  Why, again, did the 

bourgeoning elite of the Renaissance hold ancient civilization in such nearly universal high regard? 



 

 
 

d.  Curriculum Expectations: Once again, “Continuity in History” and “Arts, Ideas and Beliefs (under 

“Citizenship and Heritage”) in WH16 are cast into relief.   Students, as noted above, work towards 

attaining specific expectations under “Methods of Historical Inquiry and Communication”, as they 

explain the provenance of one Greek myth’s intersection with two works of art each from a distinct 

period: one more ancient and another more modern.  At the same time, this extended encounter with 

nascent artistic styles in the European Renaissance may impress (albeit dimly) students both by the 

regional interconnectedness as well as the local particularities of the continent attested in its art. This 

should lead students to ask, in their private reflection and in class discussion, what larger forces 

determined such patterns of continental disintegration and harmony.  In this latter connection, it is 

hoped that student explorations will bring out further differences between the interacting yet distinct 

artistic canons and concatenations of the Northern and Italian Renaissances. 
 

 
e.   Materials:  Appendix 5.1 outlines how to use the Mythology page of the UVIC (University of Victoria) 

Classics Department for this lesson, and suggests two other extremely valuable resources on myth and 

art (one online and another in print). 
 

 
f.   Plan of Instruction: 

 

 
-Step 1, Warm-up: Students are asked whether they are interested in mythology and whether they have 

studied the topic before.  If they say they are not interested, (as I certainly was not when I was an 

adolescent), they might be asked whether they are interested, in general, in understanding the beliefs of 

societies different from their own (to which the answer will almost certainly be “yes”). In what sense do 

they think that this is really possible and what difficulties might this present?  Students may be reminded 

of the myriad forms that ancient mythology still takes, even today.   The wider sense of the word “myth,” 

as distinct from its use in referring to classical mythology, is also worth calling some attention to. Can 

there obtain “true myths” and if so, how is this possible? Does this latter thought relate to a further one: 

that the enduring appeal of myth has (at least partly) to do with its function in transmitting ethical 

maxims in a historically fictive and accessible narrative form, appealing even to children, and the 

uncommitted or uninitiated? (3-4 minutes) 
 

 
-Step 2, Discussion: To entice students, it is worth mentioning that an interest in, say, art or drama (or 

language or literature) provides them with an additional reason to become reacquainted with ancient 

myths, beyond what natural curiosity they may  have.   So much art and literature is pervaded by 

mythology, you might say, that understanding the latter becomes a sort of Sherlock Holmsean strategy 

for figuring out the former.  This raises larger questions about how Art Historians seek patterns and try to 

decode the visual language of artefacts.   The concomitant  joys and uncertainties and puzzles may be 

revealed with one or two concrete examples (a perennial favorite being Hans Holbein’s “the 

Ambassadors,” of about 1533, in the National Gallery- the instructor should choose an example they and 

students gravitate towards).  Visual artists, in the later Middle Ages and the Renaissance, it could be said, 

worked a bit like Shakespeares with words , or musical DJs or jazz musicians or poets do with sound. 

Increasingly by the Renaissance, artists, aware of 



 

 
 

the stories they worked to re-re-represent, channeled their creative energies into emulation at the 

expense of imitation. They were influenced by contemporary norms and fads and made use of the raw 

materials of their milieu, no doubt, but also exercised by what the held, anyway, to be in some sense 

‘universal.’  Students should also be aware that a resurgence of interest in Classical Mythology in general 

was probably just one concomitant of a broader, general, movement- centered upon, but not restricted 

to, Italy- in European history we refer to as the Renaissance.  That movement was predicated above all 

on a renewal of interest in all-things Ancient and by newly rediscovered classical manuscripts, but 

especially upon the wisdom and learning these latter represented;  form and beauty and their spiritual 

and secular-human possibilities.  To see how new artistic trends could collide with prevailing social and 

religious norms in this period, one needs only to recall the powerful iconoclasm that washed over whole 

swaths of Europe in the 16th century Reformation-another fascinating topic which falls just outside our 

course of study in this unit (though students may be interested to hear that the first Protestant rebellions 

arguably occurred in the early 15th century around Prague-which was also a rich enough center for the 

visual arts). Such cross-currents of 15th century Europe betray some of the iconography of perhaps 

Holbein’s greatest masterpiece, it is worth adding, by the way . 
 

 
Step 3, Modeling: Show students how to navigate to the UVIC Classical Mythology site.  It is explained 

that, as a way of engaging further with the iconography and subject matter of European painting 

towards the end of our period, as well as revisiting Early Christian or Late Antique Art, each student will 

be asked (working individually this time around on an Ipad or portable computing device) to prepare a 

short presentation comparing one “ancient” (pre-1000 AD) and one later (post 1000 AD) artifact,  in 

each of which features the same (or a similar) Greco-Roman myth.   Students’ task, more precisely, will 

be to explain the provenance of each artifact as well as the myth represented, as a point of departure 

from which students may expand.  Students are told that they can be flexible about their means and 

manner of expression, but that with time constraints involved it is probably best to commit to one 

medium of presentation from the beginning.  (Both “slide-show” formats and small poster collages have 

been popular, and worked well, in past years, given that the project typically involves 2-D 

representations of 2 or 3-D Art-Works).  Students are encouraged to select works of art from within the 

temporal limits of the course, though we allow those limits to be expanded on to include early 16th 

century works, and even archaic pre-classical works where possible (the criterion of inclusion being 

some reference to Greco-Roman mythological subject matter).  Those more interested in architecture 

than in specific artifacts are encouraged to work this interest into their presentation. Once students 

have made some headway, they may pair up of with another student, compare notes, and reorient their 

thinking towards in collaboration, provided they “do not show up to the pot luck empty-handed.”  The 

instructor should model one level-3 or 4 exemplar work in poster and slide-show format, focusing on 

how to present, in succinct summary, a myth in a nutshell, and on the problems that would befuddle an 

Art-Historian stumbling upon a recently unearthed primary source.  How would he/she know that such a 

painting ‘refers’ to a mythological source, anyway?  (Note that the UVIC Classics site gives particular 

guidance about this, under “Attributes in Iconography” where it summarizes forms (or visual language) 

frequently accompanying representations of Greco-Roman deities in art (e.g., whereby a lightning bolt 

signals the presence of Zeus, et cetera).  Much of European art depicts either mythological or biblical 

scenes as subject matter, and the process of identifying instances of either of these two, in some ways, 

similar genres should be impressed upon students. 



 
 

 
 
 

Step 3, Modeling: the Instructor should (as usual) model successful description of two works of painting 

or sculpture (or other media) with mythological subject matter, one of more ancient and the other of 

more medieval or modern vintage. What is essential to discuss are different possible problems of 

interpretation, and ways of problem-solving, such as “consult the experts; consult Google; or consult the 

Dictionary,” etc.  This raises the question of the “epistemology of testimony”- which is another way of 

saying, ‘the importance of ultimately relating secondary sources back to primary ones and vice versa.’ 

How does one deal with unfamiliar language, or figure out what scene from a mythological story is being 

represented in a painting, or what the little doggy in the picture may have been up to in the corner (and 

what this symbolizes)?  Where does one go to find out more information about a particular artist, the 

provenance of an artwork, or an artistic movement or period?  Where are the best museums worth 

checking out generally? In a more philosophical mode we might ask: are there any other areas in life or 

in art where we feel we are not well-advised to consult experts? (6- 8 minutes) 
 

 
Step 4, Guided Practice: the instructor circulates to see how students are performing, making 

suggestions and offering help and advice for dealing with idiosyncratic problems or concerns. Since 

students are working on their own during the first phase, this may be an opportune time to 

troubleshoot efficacious study habits. Let us ask:  what students are more or less focused, and why? Are 

these anomalous aberrations or stable patterns in the data? Why so?  (25-30 minutes) 
 

 

Step 5, Independent Activity: the Students are encouraged to avoid “the principle of least effort” and to 

generate more and more questions, both of the general philosophical and precise empirical variety, 

about their investigation(s), as they either collaborate with a partner or develop their autonomous work 

further. Those finished with the major descriptive component of the task are encouraged to include an 

additional evaluative component, by asking: is this painting or sculpture any good? Students should then 

be encouraged to qualify these statements either with “by the standards of its time” or “by today’s 

standards,” etc. (10 minutes) 
 

 
Step 6, Sharing/Discussing/Teaching: What were the Greek myths in European Painting and Sculpture 

(and perhaps other Decorative Arts and Architecture) students chose?  What forces or factors might 

have made some myths more popular in certain periods than in others (for example, perhaps some 

myths grew in popularity since they were cited most often in popular contemporary literary works; 

perhaps others came to be associated with certain courtly figures (who commandeered monumental 

oeuvres) or nascent nations or (as in the Florentine republic) principalities or (in The Holy roman Empire) 

fiefdoms and mini-kingdoms and so on.  How does the resurgence of myth in European art prefigure or 

get explained by the idea of the “Renaissance”?-an idea we have encountered by now in the unit a few 

times.  Would artists and collectors at the turn of the 16th century necessarily have believed in the 

mythological subject matter depicted in their art? Would even ancient people in the time of Pericles 

necessarily have done so? What other social forces might have helped to resuscitate, as it were, the 

Greek Myths, so many years later, in Europe’s history? Are myths best understood as part of a 

continuous body of grassroots folkloric tales intergenerationally relayed or as the products of a literati- 



 

 
 

cum-intellegentsia? In a higher spiritual register complementary to Christian credence or as plain 

morality alla Epicurus or LaRochefoucauld? How does a painting of particular Greco-Roman myth 

compare to the painting of various popular biblical scenes (if it does)?  Here, it is worth adding that the 

two of the greatest masters of the early to mid 17th century, Caravaggio and Rembrandt, were especially 

fond of depicting biblical and mythological scenes in the visual language of contemporary genre 

painting-which is to say speaking ‘older languages in a profoundly new voice’ ( TS Eliot’s discussion in 

“Tradition and the Individual Talent” may be relevant here) (15-2O minutes). 
 

 
g.  Assessment: Students will evidence, if not that they “completed” their task, at least that they made 

substantial headway and formulated some questions.  Everyone should be far enough long to explain 

what myths were represented in the particular works of art they explored, and what ecstasies and 

exertions bestrode their wayfinding. 
 
 

Lesson 6: From Collectors to Curators: Connoisseurs Collect in a British 

Collection, Construction a “Classy” Class Timeline to Collate and Recollect 

Connections (one period) 
 
 

Ill-received memorization feels like a scurge or bane to deep learning but art 

objects, stored outside of our heads, remember for us such that we can 

remember them without too much occupying our thoughts.  We can collect them 

at least as easily as we can collect our fleeting thoughts. In this class, students 

will forward paintings they have selected to the teacher who, with the assistance 

of students nominated as ‘royal art hangers’, ‘guides,’ or ‘curators,’-and perhaps 

we shall invent a Ministry of Research- will, on an interactive white board or 

projector, construct a class-arts timeline,  decking out a visual space to parcel 

together a rich body of data against which to test ideas about periods, trends, 

‘progress and decline’ in the arts across history, an allegedly distinctive Byzantine 

style, and other possible generalizations of similar stock. 

 
(a)  Overview:  In this lesson’s activity, rather than have every student construct their own timeline of 

“the arts though the ages” in small groups or individually, students (who have been producing a lot of 

output up to this point in the unit) will look through the British National Gallery online in order to select 

paintings corresponding to the artistic periods and regions we have encountered hitherto, albeit in 

many cases only briefly and superficially-(which is a problem today’s work seeks to rectify).  The purpose 

is to consolidate notions of period and region visited so far only inadequately, and also to expose 

students to perhaps the single greatest resource for History in Art available online known to man (and 
woman)kind:  the British National Gallery. Once each 



 

student has found a favorite painting for as many historical periods and/or regions discussed in the unit 

as it is reasonable to ask of them- e.g., the Roman Empire, the Arc of Medieval Islam, Greco-Roman 

Pagan Civilization in the Classical World, Byzantium, Latin Christendom, the Northern and Italian 

Renaissances, etc.- (perhaps also the ancient Persian Empire or the late Medieval Ottoman Empire or 

the International Gothic style might be attributed a few specimens as well)- they will have performed 

their duty as would-be art-dealers. Now, in small groups, students will view three short, very special, 

presentations housed on the National Gallery website to be selected by the instructor: I suggest 

those covering “Leonardo,” “Titian,” and the “Guide to Altarpieces”.  (In the meantime, while this 

viewing takes place, the instructor begins sorting out the images forwarded to the timeline software 

from students. (For directions on how to use the British National Gallery site and how to construct a 

timeline, see Appendix 6.1). Students are told that they will be examined during the last lesson of this 

unit on the subject matter of at least one of these three short video presentations. So they ought 

urgently to pay attention! When they are done viewing these short films they return to collaborate 

instructor on the timeline, wherein they will be responsible for particular sections, designated 

respectively as ‘curators, guides, or royal portrait hangers’ to facilitate a functional division of labor. 
 

 
(b)   Learning Goal: Students gain deeper substantive exposure to art and sophisticated discourse on the 

Significance of the arts in the tutorials they watch from the National Gallery, in formal and informal class 

discussions of the activities and the artworks, and in their roles as collectors, curators, hangers or 

guides- thus further consolidating their conceptual repertoire and thinking and interpretive skills 

enacted in previous lessons.  (This lesson is designed to be more leisurely for students, who should have 

worked diligently up to this point).   At the same time, placing the works that students have selected in 

their virtual tour on the collective class timeline (with the Interactive White Board or the Projector ), 

sections of whose (re)arrangement will be delegated to students later on, is supposed to deepen 

students’ understanding of the relation of specific evidence to generalizations about regional and 

temporal period(s) and style(s).  Alas deepening students’ understanding of chronology through the 

construction of a diachronic class-arts timeline is a perfect way to go back and review at least some of 

the bigger themes and ideas of the unit before these pass to the oblivion of the forgotten wasteland of 

data.   With a class of 25 students charged with selecting 4 paintings each from different periods or 

regions in the 3-D virtual gallery rooms, the timeline should soon encapsulate 

a rich body of 100 works of art! Once the timeline is constructed, students can volunteer to act as tour 

guides to the paintings organized under the particular region or period in their charge.  (Thus one 

person, say, could be responsible specifically for Byzantium, and a few people could take on a period 

better-reflected in the collection, and so on). The major learning task is achieved once the timeline is 

organized and analyzed in class discussions. At that point,  it will be possible to add to this by posting 

student analyses on various artworks or even just statements of “why I this painting” in the 

confessional mode. 
 

 

(c) Curriculum Expectations: the Timeline may be conceived as one big excursus on Continuity and 

Change, as well as Evidence (how many examples does it take to characterize a period accurately 

enough?) and Significance (why were these works selected and these periods and not some others?) 



 

 
 

(d)  Materials: Instructions for handling the British National Gallery online and for constructing a 

historical timeline are outlined in Appendix 6.1 
 

 
(e)  Plan of Instruction 

 

 
Step 1, Warm-up: It is well to begin giving students some feedback on their contributions so far.  It is 

fitting to announce also that we are (sadly) nearing completion of the unit on History in Art, and that 

today’s project will create a lasting record of students’ work, in the form of a class timeline, that they will 

be able to come back to and enjoy (and improve upon) in virtual perpetuity. 
 

 
Step 2, Discussion: Since student activity in all parts of this lesson depends on their notions of period and 

region enacted so far in the course, it is worth refreshing everyone’s memory and bringing everyone on 

board and up to speed as we re-embark.   By projecting the timeline on to the screen or Interactive 

White Board, it will be possible to retrace our footsteps back through the time we have traveled.  Recall 

that in the first lesson, we started by relating Raphael’s “School of Athens” to the ancient Library at 

Alexandria; and we listened in on Pericles’ stirring oration in the Athenian Golden age, too.  Then we took 

side-trips, as it were, taking the long way back home, by introducing the Byzantine Empire and the 

Middle-Age Muslim expansion in pursuit of one crucial thread- the transmission of near-missed Greek 

learning around the Mediterranean basin to be later rediscovered, as it were, hazardously and far from 

inevitably, by the erstwhile dispossessed inheritors of the Latin West, much later. Just think what we 

almost lost!  After we looped back and revisited Pericles’ milieu once more, and were party to a 

stunningly state-of-the-art 3-D model of ancient Rome, where, it turned out, we witnessed civilizations 

teetering on the precipice of their own dissolution.  We then took a closer look at the visual record of a 

Late Antiquity, by turns pagan and Christian, and zoomed in as well on the Greek Myths refusal to die, or 

rather their instantiation p o s s i b l y o f what the Art Historian Aby Warburgh memorably called “the 

migration of symbols” in later European (mostly Renaissance) Art. No matter how good the road trip, one 

is usually happy to arrive back home. But first w e are going to London to the National Gallery situated at 

Trafalgar square, from the comfort of our own classroom. 
 

 
Step 3, Modeling: Show the students how to navigate through the virtual galleries on the NG site; show 

them also where the presentations that they are to attend in the second phase of the class are to be 

held. Re-introduce the timeline software (which students will be using later) if necessary so that no-one 

is left in technological obscurity about what we are talking about. 
 

 
Steps 4 and 5, Guided Practice and Independent Activity: All three phases of the lesson: (a) the students’ 

search for representative paintings they wish to post on the timeline through the gallery rooms, (b) their 

viewing of the three short in-depth videos, and (c) their help at the end with ‘suping up’ periods and/or 

regions on the arts-timeline, involve substantial independent student activity.   The guidance comes in 

the form of active support and encouragement: about how to find a painting in the virtual gallery, say, or 

how to take effective notes when listening to the short multimedia presentations from the National 

gallery that one will later be responsible for, and even how to think about the arrangement of pictures 

(and labeling and so on) in the creative timeline space. 



 
 
 
 

Step 6, Sharing/Discussing/Teaching:  (This step will occur at the beginning of the next class, if time 

expires during this period).  What do students think of the British National gallery as a web resource? 

Would any of them like to consider a career in a museum?  Are they surprised by the breadth and 

quality of the class-collection represented on the timeline?   Isn’t it amazing how big and complex 

history is compared to the simplified rendering this timeline affords?  Does the use of the timeline 

(rightly or wrongly) suggest in some way that History proceeds more linearly than circularly or iteratively 

or fractally? Does any such pattern tend to oversimplify? And yet isn’t it true that our timeline really 

captures stable patterns in the period and distribution of artworks, not to mention in the popularity and 

significance of certain works compared to others, in the same way that most Historians do think that 

terms like Gothic and Baroque and so on do can in some sense refer to stable objective patterns?  Don’t 

we need to oversimplify historical patterns in some sense to understand them?  If we were to construct 

another timeline 10 years from now would we be likely to select similar favorites? Where does objective 

taste begin and subjective taste, in art (and other disciplines like history writing), begin and end? How 

much divergence/convergence is reflected if we compare the preferences among members of our group? 

Lastly, if we were plot the information associated with our one hundred collected works in various ways- 

(picture size, date, secular/sacred subject matter, human or non-human subjects, 2 or 3-D depth, etc.), 

perhaps using the Tinkerplots software on OSAPAC -what further patterns would be revealed?  (Note that 

actually doing this would take a further period; here it is enough to merely have students think about 

what could be achieved with data management software). 
 

 
(f)  Assessment: There is a nice opportunity here to critique (or troubleshoot) the class timeline, since it 

belongs to all and so to nobody in particular.   How could we improve its structure formally but above all 

conceptually?  Have we left out any key periods or regions whose inclusions would radically alter our 

representational awareness of the arts in European History until 1500 AD? Is our civilizational scope too 

small or too big?  Should we have made a World Art History timeline instead or perhaps just to a 

narrowly European one (excluding bordering regions)?  Does it make sense to include all the visual arts 

(like sculpture) or to limit the inquiry only to, say, painting?  The assessment here is less of individual 

student performance than of our quality of thinking, and our capacity for improving our own thinking, 

as a class.  This is a good time for students to share comments and concerns about how the class is 

running too, since we are engaging in critical self-reflection (and that includes cordially criticising the 

instructor). 



 

 
 

Lesson 7: Finishing Lasts: Finessing with Unfinished Finish an incomplete 

symphony 
 
 

Here are suggestions for activities for a possible seventh lesson to complete the 
unit… 

 
 

(a)   Vive le Video:  Art History videos are rich in supply and if students responded positively to previous 

uses of video in the classroom, this may be a reasonable alternative.  There is no guarantee that video 

will foster Historical Thinking, but nor is it written in stone that this could not occur.  The devil is in the 

details. Probably the best for Grade 11s in Art History include Kenneth Clark’s timelessly important 

series “Civilization” which is easy to access freely in the form of short digestible clips, and is particularly 

strong on the Gothic International and the quattrocento, two topics treated insufficiently in then unit 

hitherto.   Instructors could sift out some of the greatest clips from Clark’s series.  Simon Schama’s 

much more recent series “the Power of Art” is also easily accessible and very much worth-while, though 

it is many ways ultimately inferior to Clark’s achievement, despite being more than fifty years its junior. 
 
 

(b) The Gothic International Style: This very desirable thematic option would fill-in another area sorely 

neglected in the unit as currently conceived.   Finding visual source-materials on 

the subject in the form of images and video could not be easier; finding appropriate textual materials for 

students would be somewhat more challenging, but hardly unmanageable.  The cathedrale de Notre 

Dame is utterly inspiring to behold and there are perhaps over a hundred churches of comparable 

interest scattered across Europe; students might love to learn about the production of stained glass too, 

what Gargoyles mean,  how these immensely large Cathedrals were built, and why some of them (but 

not others) fell down.  A focus on engineering and construction would counterbalance the overly 

‘intellectualist’ or at any rate decorative character of the unit as prosecuted thus far. 
 

 

(c) Field-Trip Options: the best choice for the 7th lesson would almost definitely be a class field trip to 

see a local collection, museum(s) or building(s)- but the arrangement of this naturally depends where an 

instructor’s home school is situated. Apparently in Kingston, for example, RMC (the Royal Military 

College) retains at least two buildings in the Neo-Gothic style which alone or in conjunction with visits to 

one or two of the other very impressive older churches still standing in the area, and with appropriate 

preparation and guidance, could make for a worthwhile field experience for students that would, by the 

same token, fulfill the unit’s lacuna regarding the Gothic, the local, and Cathedral built-environments. 

Getting out in the community is important too, though to say that is to state the obvious. 
 

 
(d) Planning a Field Trip: Kingston is hardly alone among Canadian cities with neo-Gothic buildings worth 

viewing afresh. Toronto is by far the most blessed in this regard, with Montreal and a host of other 

cities boasting at least a handful of buildings with NeoGothic motifs and countless other eye-opening 



 
 
 

churches.  The intriguing ‘plan a field-trip’ option for the 7th lesson would involve students in constructing 

a travel itinerary to include what they would like to see, how they would like to see it, and how they 

would get more information to optimize their experience.   Even many of the logistical aspects could be 

governed by students and the class could actually take on one of the most feasible and interesting plans, 

for real, later in the year.  This would add a welcome practical field dimension to the unit as conceived so 

far. 
 

 
(e)  Renascimento Reloaded: Students only had time to touch in a cursory fashion on the Renaissance, in 

the unit- and so another very desirable possibility would be to organize the 7th lesson around  further 

explorations of the quattrocento’s riches in store.   Activities could be site or city determined, or based 

upon an interactive map, or the original correspondence of artists (Vasari’s well-known accounts furnish 

a wealth of nearly contemporary material, perfect for someone who wants to think about the 

primary/secondary source matrix).   An imaginary tour of Italy designed to further familiarize students 

with cities such as Milan, Naples, Venice, Genoa, Sienna, and Florence is worth delivering. A different 

tack, one which we have given some thought to, would be to pursue cross-curricular connections 

between art of this period and, say, politics or poetry.   Building a lesson around the medieval worldview 

of Dante would have provided fascinating subject matter for looking at Historical Perspectives in greater 

detail, which could have been extended into representations of Dante in post-Renaissance art or even 

restricted to the visual poetry of Botticelli with respect to Dante.   Dante in this context foreshadows 

what was to come-the Copernican Revolution and Galileo- and reminds us how powerful (and yet how 

weak) the church’s grip on the medieval mind still was in the 15th century. Other rich ideas for examining 

the Renaissance in greater depth include comparing an Italian city state to the Greek polis, in some 

respect, or looking at the emergence of 3-dimensionality in the Arts, not to mention exploring the 

Architectural achievements of the era in more depth in conjunction with other themes. 
 

Lesson 8: 1-2 1-2, this is Just a Test 
 

NB: The following principles governing the drafting of the summative test below are stated here for the 

purposes of the instructor (not for students). 
 

(a) Students are usually only supposed to be tested on something if it was covered in class.  While this 

principle often holds, there are a few rare exceptions. Call these “exploration questions”.  When this is 

so, students know this and are reminded by test question’s being called an “exploration question” and 

there being three stars*** besides the question number. 
 

(b) Students are given a wealth of questions to respond to, but they are only expected to respond to 

around 3/4 of them, a proportion which they are to calculate themselves.   They are welcome to go 

beyond this but they need not do so to achieve a level three or four on the Achievement Chart 

corresponding to CWS (2005), provided their answers are of high caliber. Since ultimately quality, not 

speed, counts, a student could answer every question and get a lower score than a student who only 

answered ¾ of them.  That said, answering more questions provides students who strive to achieve level 

4 more opportunities to demonstrate Historical Thinking in action, and to sharpen their Historical 

Knowledge’s sword. “Quality” or “Calibre” for the purposes of the test, are functions both of factual 

accuracy and of the application of the kinds of Historical Thinking (Significance, Continuity & Change, 



 

 
 

Causality, Historical Perspectives, the Ethical Dimension, and Evidence) students find relevant to the 

question.  We have been modeling this throughout the entire unit but it may be good to run through 

more examples contiguous to the test (at the risk of belaboring the point).   The six kinds of Historical 

Thinking are not all equally represented in the test, nor were they in the unit, though some effort was 

made to be as inclusive as expansive as possible.  Often (but not in every case)  students are told 

explicitly precseily what kind of Historical Thinking (of the Big Six) a question entails. To really focus 

on Historical Thinking (as conceived by Seixas and Morton 2103) would probably require a test 

consisting of only one or two deep questions based on primary source-analysis, such as are found on the 

test section SHEG (Stanford History Education Group) website. For my part, I believe that the short- 

answer format proposed below also gets students entangled in Historical Thinking, albeit one 

sometimes lacking in empirical pedigree. There are likely larger issues in play here that would be worth 

taking up another time: about the difference between Critical-Thinking qua language and qua history 

(since these two domains intersect). 
 

(c) All questions are worth 5 points for grading purposes. 
 

(d) No marks are given for writing neatness, since ultimately ideas matter.  (No marks are deducted for 

spelling and grammar but radical mistakes in this regard could risk compromising the instructor’s ability 

to understand students’ thinking and result in a less positive mark). 
 

(e) Students who are left feeling deeply unsatisfied by their result on the test are typically allowed to 

take another one- but that will involve an entirely different test, normally, not a rewriting of the same 

one. 
 

(f) It is hoped that the test will be concluded after about two/thirds of the period so that the last third 

can be spent discussing answers to the test questions and other possible questions that could have been 

included. 
 

(g) There are two bonus enrichment questions which are not for marks, and included just for fun. 

Arguably they should only be done last. 

 

Summative Evaluation: History in Art 
 

Instructions for students: Answer as many questions as you can or wish to.  Marks will be 

deducted for blank questions not answered if and only if less than 3/4ths of the test questions 

are answered. ( You must calculate this proportion on your own).  All answers are worth 5 

points. Answer with any combination of text, info-graphic or concept map.  “Exploration 

Questions” are clearly identified, as are Bonus Enrichment questions included just for fun.  The 

emphasis here is on the quality of your answers and thinking, not the quality of your written 

expression, per se. So while you may write long, high-flown, ciceronian periods, (i.e. complex 

sentences) you are certainly not obligated to do so.  Do your best, good luck, and enjoy the 

challenge. (PS: there is no rule against asking the teacher for clarification about the wording of a 

question during the test, but be sure to do so in a low whisper). 



 

 
 

1.) The demise of the library at Alexandria is famous as a symbol of the near-loss of a once- 

great culture’s patrimony.  For a great stockpile of the amassed learning of the Greek World 

had been preserved there in the form of scrolls for several hundred years before the library’s 

virtual disappearance sometime around the 2nd century AD.   Yet scholars say that, in fact, we 

know relatively little about what actually caused this library’s demise and even about what was 

lost there and precisely when this occurred.  But if we don’t really know what we lost, how is it 

that we were saying that “so much” was lost in the first place?  Can you think of some reasons 

why this lack of clarity ( a b o u t w h a t re a l l y h a p p e n e d a t A l e x a n d ri a ) persists even to this 

day, among experts?  In your answer, try to think about Evidence for the fall of Alexandria and 

its holdings, or the lack thereof. If scholars disagree, is that because the evidence disagrees too? 
 
 

2.) One of Raphael’s greatest frescoes, the “Scuola di Athene” (“the School of Athens’), still 

housed in its original home in the Vatican, was composed for P ope Julius II around 1508-9. 

What is its theme? What is the common activity engaged in by the figures portrayed in this 

picture called?  (Clue: the word we are looking for starts with ‘P’).  Is this theme significant or 

important even today? What does this theme tell us about the beliefs of Pope Julius II, given 

that he was a Pope (i.e. an important religious figure) who also meddled somewhat in regional 

politics and that, according to historians, he specifically commissioned this picture and its 

‘learned’ theme? 
 
 

3.) Pericles’ funeral oration is an example of speech (or monologue) placed in a book: the kind 

that the early renown Greek historian Thucydides had the habit of writing into his long master 

work of narrative history, “the History of the Peloponnesian Wars.”  In this way of writing 

Thucydides followed the practice of many ancient authors.  Can you think of why speeches, and 

learning how to speak well, were more highly prized in Ancient Athens than they may have 

been in other periods and places in history?  It may seem tempting to believe that Thucydides 

must have written these speeches in imaginative flights of fancy.  Yet many historians think that 

Pericles probably said something along these lines, in the way that Thucydides depicts him 

doing, at around the very same time.  What kind of evidence might have led scholars to arrive 

at this non-skeptical conclusion regarding the authenticity of Pericles’ famous funeral oration? 
 
 

4.) How is the process of detective work scholars use today to study textual sources on the 

Ancient World similar, by analogy, with how early cartographers measured the world using 

mathematical triangles?  How are these two similar processes in another way, though, 

dissimilar? (Clue #1: one good answer to the first question sort of involves “triangles.”  Clue #2: 

a good answer to the second question sort of involves “numbers.”) 



 
 
 

5.)Beginning in the 7th century, the Muslim faith began to spread gradually across the Middle 

East and North Africa, as it won and brought adherents into its fold in those regions.   What part 

of Western Europe was inhabited by peoples of Muslim faith during the later middle ages? 

Name at least one crucial invention that later Europeans owe to their Medieval Muslim 

neighbors; name one important medieval Muslim City (or center) and one Muslim Intellectual 

from the Middle Ages. Lastly, there are many reasons why North-Americans tend to be fairly 

out of touch with the Muslim world.   What kind of role do you think language plays in this? 
 

 

6.)What is the Hagia Sophia and where is it located? How is this related to the onetime Roman 

Emperor Constantine, and the fall of the Western Roman Empire? Given where the Hagia 

Sophia is located, people of what two religious faiths would have worshipped there, say, during 

the 15th century? 
 

(6) The building of the Athenian Acropolis was a subject of some controversy, according to 

historians, at least when it was originally proposed in the 5th century BCE.  What, roughly, was 

the nature of the controversy? Do we have broadly speaking similar kinds of controversies 

today about ‘grand public works projects’ in Canada (justify and/or explain your answer)?  If so, 

can you explain how a controversy over a grand project for improving public space might be 

experienced differently in the Ancient World from one which we might experience here today ? 
 

(7) In comparing the Roman Empire during its near 1000 year existence in the West -(it lasted 

longer than that in the East)- to the spread of Islam during the Middle Ages, the great 

philosophe cum British Historian Edward Gibbon (in his magnum opus, “the Decline and Fall of 

the Roman Empire”), around 250 years ago,  noted that these two Empires were rather similar 

in one respect related to their size, but different in another way related to the way these 

empires were administered. Try and guess what Gibbon had in mind, given what you know 

about the broader sweep of Ancient and Medieval World History 9and the differences between 

these two civilizations). 
 

(8) Name a Greek Myth that was represented once in a more ancient and another time in a 

more modern work of art, and discuss the differences between these two works of art in terms 

of their formal and iconographic differences .  Does this myth convey a moral message?  Is the 

meaning of this message culturally relative or universally accessible to most people, in your 

opinion, once you understand the gist of the myth or story? 
 

(9) Can you think of one trend or pattern in the early Christian Art you have seen (especially in 

the exhibit “Transition to Christianity” which we looked at in class) that distinguished it from 

the earlier Pagan art that you have seen (perhaps in the lesson on the Olympics, the Forum and 

the Acroplois etc.)? 



 

 
 
(10) In one way, the relationship between the Greek-speaking and Latin-Speaking Eastern and 

Western parts of the Mediterranean, once Greece fell under Roman administration in the 2nd 

Century BCE, resembles a bit the relationship between Quebec and the rest of Canada in our 

own country over the past two centuries.  Name and explain briefly one similarity or connection 

between these two otherwise very different seeming historical contexts. 
 

(11) Name one painting that you liked from the British National Gallery.  From what period or 

region or movement in European (or other) Art History does it hail? Why is it significant to 

you, and to the wider public at large, and to its contemporary audience at the time it was 

produced? 
 

Bonus Enrichment Question***: Is European architecture: i.e., buildings and churches and town 

squares and so on, in your opinion, the same or better or worse than what we have in Canada? 

Or are the two hard to compare to one another. Or does it just depend what particular 

examples you compare.  Justify your response. 
 
(12) How did the ideas of newly converted Christians sometimes conflict with those of some 

Pagans in the early centuries AD, as Christianity spread widely north of the Mediterranean,  with 

respect to elite-scholars’ thinking about History, Ethics, and Philosophy?   Elaborate. 
 

(13)Exploration Question***: How, generally, do you think that music was very different in the 

early Middle Ages from later European Classical Music, for example, the kind we owe to JS 

Bach? Why might it be hard, though, to know exactly what kinds of music ordinary people 

played and listened to in the early Middle Ages?  Think about Evidence. 
 

(14) Describe one relationship between Greek Sport and Sculpture. 
 
(15) Describe some ways in which technology today has improved our ability to study art. 

Describe one particular challenge we face in understanding ancient religious art if we study it 

online, instead of seeing it in its original place. 
 

*** Enrichment Question:   Comment on the Significance of Hans Holbein’s painting, “the 

Ambassadors”, from 1533? How does this painting reflect the political scene or spiritual life of 

Europe at this time? 
 

(17) Why do some Historians claim that in Europe there were at least two Renaissances in the 

arts: a Northern Renaissance as well as a Southern Italian R enaissance on the other side of the 

Alps.   How did it happen that artists in these two parts of Europe developed rather distinctive 

tastes and styles, and yet that they nevertheless influenced each other quite a lot? 
 

(18) Do you think the average artist in the Italian Renaissance, or say the average Ancient 

sculptor,  worked pretty hard physically?   Do you think they would have thought of themselves 



 

 
 

or their rhythms of work as being ‘unusual’? Why or Why not? Would you find it unusual to 

work that hard, say, spending twelve hours a day painting a ceiling on a ladder with paint 

dripping on your face, or carving a block of stone all day with rudimentary hand -tools? 



 

 
 
 

Appendix 1.1 Note: Instructors should have no trouble identifying the slides below, which are NOT under copyright. 

The purpose of these slides is only to introduce student interest in the unit; draw a basic distinction 

between ancient art and modern art with ancient subject matter, and give students some sense where 

the Library of Alexandria was, and where Rome (in Renaissance Italy) was. Pinterest is a resource for additional 
handy visual resources worth exploiting. 
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Also:  3-D interactive models of the Sistine Chapel and the Stanza della segnatura are currently available 
on the Vatican website: 

 
 
 

http://www.vatican.va/various/cappelle/sistina_vr/ 

 
http://mv.vatican.va/3_EN/pages/SDR/SDR_03_SalaSegn.html 

http://www.vatican.va/various/cappelle/sistina_vr/
http://mv.vatican.va/3_EN/pages/SDR/SDR_03_SalaSegn.html


 

Appendix 1.2  NB: Here is Pericles’ Funeral oration from Thucydides, Book 2 of his “History of the Peloponnesian 

Wars”, which was “released” (though the work was never completely finished) before the war had 

entirely ended around 411 BCE. The version below is an apparently fairly reliable translation from 

Project Gutenberg. Instructors are advised that a superior version, for high school students, is 

Robert Strassler’s “the Landmark, Thucydides”, if they can find a copy of this for students. 
 

(Midway through book 2, and at an early stage in the conflict, probably at the end of the first year of the 

war, Pericles, an Athenian general, begins this oration at a funeral paying hommage to the recently 

vanquished). 
 

 
 
 

In the same winter the Athenians gave a funeral at the public cost to those who had first fallen in this 

war. It was a custom of their ancestors, and the manner of it is as follows. Three days before the 

ceremony, the bones of the dead are laid out in a tent which has been erected; and their friends bring to 

their relatives such offerings as they please. In the funeral procession cypress coffins are borne in cars, 

one for each tribe; the bones of the deceased being placed in the coffin of their tribe. Among these is 

carried one empty bier decked for the missing, that is, for those whose bodies could not be recovered. 

Any citizen or stranger who pleases, joins in  the procession: and the female relatives are there to wail at 

the burial. The dead are laid in the public sepulchre in the Beautiful suburb of the city, in which those 

who fall in war are always buried; with the exception of those slain at Marathon, who for their singular 

and extraordinary valour were interred on the spot where they fell. After the bodies have been laid in 

the earth, a man chosen by the state, of approved wisdom and eminent reputation, pronounces over 

them an appropriate panegyric; after which all retire. Such is the manner of the burying; and throughout 

the whole of the war, whenever the occasion arose, the established custom was observed. Meanwhile 

these were the first that had fallen, and Pericles, son of Xanthippus, was chosen to pronounce their 

eulogium. When the proper time arrived, he advanced from the sepulchre to an elevated platform in 

order to be heard by as many of the crowd as possible, and spoke as follows: 

 

 
 

"Most of my predecessors in this place have commended him who made this speech part of the law, 

telling us that it is well that it should be delivered at the burial of those who fall in battle. For myself, I 



 

should have thought that the worth which had displayed itself in deeds would be sufficiently rewarded 

by honours also shown by deeds; such as you now see in this funeral prepared at the people's cost. And 

I could have wished that the reputations of many brave men were not to be imperilled in the mouth of a 
 

single individual, to stand or fall according as he spoke well or ill. For it is hard to speak properly upon a 

subject where it is even difficult to convince your hearers that you are speaking the truth. On the one 

hand, the friend who is familiar with every fact of the story may think that some point has not been set 

forth with that fullness which he wishes and knows it to deserve; on the other, he who is a stranger to 

the matter may be led by envy to suspect exaggeration if he hears anything above his own nature. For 

men can endure to hear others praised only so long as they can severally persuade themselves of their 

own ability to equal the actions recounted: when this point is passed, envy comes in and with it 

incredulity. However, since our ancestors have stamped this custom with their approval, it becomes my 

duty to obey the law and to try to satisfy your several wishes and opinions as best I may. 

 

 
 

"I shall begin with our ancestors: it is both just and proper that they should have the honour of the first 

mention on an occasion like the present. They dwelt in the country without break in the succession from 



 

generation to generation, and handed it down free to the present time by their valour. And if our more 

remote ancestors deserve praise, much more do our own fathers, who added to their inheritance the 

empire which we now possess, and spared no pains to be able to leave their acquisitions to us of the 

present generation. Lastly, there are few parts of our dominions that have not been augmented by 

those of us here, who are still more or less in the vigour of life; while the mother country has been 

furnished by us with everything that can enable her to depend on her own resources whether for war or 
 

for peace. That part of our history which tells of the military achievements which gave us our several 

possessions, or of the ready valour with which either we or our fathers stemmed the tide of Hellenic or 

foreign aggression, is a theme too familiar to my hearers for me to dilate on, and I shall therefore pass it 

by. But what was the road by which we reached our position, what the form of government under which 

our greatness grew, what the national habits out of which it sprang; these are questions which I may try 

to solve before I proceed to my panegyric upon these men; since I think this to be a subject upon which 

on the present occasion a speaker may properly dwell, and to which the whole assemblage, whether 

citizens or foreigners, may listen with advantage. 

 

 
 

"Our constitution does not copy the laws of neighbouring states; we are rather a pattern to others than 

imitators ourselves. Its administration favours the many instead of the few; this is why it is called a 

democracy. If we look to the laws, they afford equal justice to all in their private differences; if no social 

standing, advancement in public life falls to reputation for capacity, class considerations not being 

allowed to interfere with merit; nor again does poverty bar the way, if a man is able to serve the state, 

he is not hindered by the obscurity of his condition. The freedom which we enjoy in our government 

extends also to our ordinary life. There, far from exercising a jealous surveillance over each other, we do 

not feel called upon to be angry with our neighbour for doing what he likes, or even to indulge in those 

injurious looks which cannot fail to be offensive, although they inflict no positive penalty. But all this 

ease in our private relations does not make us lawless as citizens. Against this fear is our chief safeguard, 



 

teaching us to obey the magistrates and the laws, particularly such as regard the protection of the 

injured, whether they are actually on the statute book, or belong to that code which, although 

unwritten, yet cannot be broken without acknowledged disgrace. 

 

 
 

"Further, we provide plenty of means for the mind to refresh itself from business. We celebrate games 

and sacrifices all the year round, and the elegance of our private establishments forms a daily source of 

pleasure and helps to banish the spleen; while the magnitude of our city draws the produce of the world 

into our harbour, so that to the Athenian the fruits of other countries are as familiar a luxury as those of 

his own. 

 

 
 

"If we turn to our military policy, there also we differ from our antagonists. We throw open our city to 

the world, and never by alien acts exclude foreigners from any opportunity of learning or observing, 

although the eyes of an enemy may occasionally profit by our liberality; trusting less in system and 

policy than to the native spirit of our citizens; while in education, where our rivals from their very 

cradles by a painful discipline seek after manliness, at Athens we live exactly as we please, and yet are 

just as ready to encounter every legitimate danger. In proof of this it may be noticed that the 

Lacedaemonians do not invade our country alone, but bring with them all their confederates; while we 

Athenians advance unsupported into the territory of a neighbour, and fighting upon a foreign soil 



 

usually vanquish with ease men who are defending their homes. Our united force was never yet 

encountered by any enemy, because we have at once to attend to our marine and to dispatch our 

citizens by land upon a hundred different services; so that, wherever they engage with some such 

fraction of our strength, a success against a detachment is magnified into a victory over the nation, and 

a defeat into a reverse suffered at the hands of our entire people. And yet if with habits not of labour 

but of ease, and courage not of art but of nature, we are still willing to encounter danger, we have the 

double advantage of escaping the experience of hardships in anticipation and of facing them in the hour 

of need as fearlessly as those who are never free from them. 

 

 
 

"Nor are these the only points in which our city is worthy of admiration. We cultivate refinement without 

extravagance and knowledge without effeminacy; wealth we employ more for use than for show, and 

place the real disgrace of poverty not in owning to the fact but in declining the struggle against it. Our 

public men have, besides politics, their private affairs to attend to, and our ordinary citizens, though 

occupied with the pursuits of industry, are still fair judges of public matters; for, unlike any other nation, 

regarding him who takes no part in these duties not as unambitious but as useless, we Athenians are 

able to judge at all events if we cannot originate, and, instead of looking on discussion as 
 

a stumbling-block in the way of action, we think it an indispensable preliminary to any wise action at all. 

Again, in our enterprises we present the singular spectacle of daring and deliberation, each carried to its 

highest point, and both united in the same persons; although usually decision is the fruit of ignorance, 

hesitation of reflection. But the palm of courage will surely be adjudged most justly to those, who best 

know the difference between hardship and pleasure and yet are never tempted to shrink from danger. 

In generosity we are equally singular, acquiring our friends by conferring, not by receiving, favours. Yet, 

of course, the doer of the favour is the firmer friend of the two, in order by continued kindness to keep 

the recipient in his debt; while the debtor feels less keenly from the very consciousness that the return 

he makes will be a payment, not a free gift. And it is only the Athenians, who, fearless of consequences, 



 

confer their benefits not from calculations of expediency, but in the confidence of liberality. 
 

 
 
 

"In short, I say that as a city we are the school of Hellas, while I doubt if the world can produce a man 

who, where he has only himself to depend upon, is equal to so many emergencies, and graced by so 

happy a versatility, as the Athenian. And that this is no mere boast thrown out for the occasion, but 

plain matter of fact, the power of the state acquired by these habits proves. For Athens alone of her 

contemporaries is found when tested to be greater than her reputation, and alone gives no occasion to 

her assailants to blush at the antagonist by whom they have been worsted, or to her subjects to 

question her title by merit to rule. Rather, the admiration of the present and succeeding ages will be 

ours, since we have not left our power without witness, but have shown it by mighty proofs; and far 

from needing a Homer for our panegyrist, or other of his craft whose verses might charm for the 

moment only for the impression which they gave to melt at the touch of fact, we have forced every sea 

and land to be the highway of our daring, and everywhere, whether for evil or for good, have left 

imperishable monuments behind us. Such is the Athens for which these men, in the assertion of their 

resolve not to lose her, nobly fought and died; and well may every one of their survivors be ready to 

suffer in her cause. 



 

"Indeed if I have dwelt at some length upon the character of our country, it has been to show that our 

stake in the struggle is not the same as theirs who have no such blessings to lose, and also that the 

panegyric of the men over whom I am now speaking might be by definite proofs established. That 

panegyric is now in a great measure complete; for the Athens that I have celebrated is only what the 

heroism of these and their like have made her, men whose fame, unlike that of most Hellenes, will be 

found to be only commensurate with their deserts. And if a test of worth be wanted, it is to be found in 

their closing scene, and this not only in cases in which it set the final seal upon their merit, but also in 

those in which it gave the first intimation of their having any. For there is justice in the claim that 

steadfastness in his country's battles should be as a cloak to cover a man's other imperfections; since 

the good action has blotted out the bad, and his merit as a citizen more than outweighed his demerits as 

an individual. But none of these allowed either wealth with its prospect of future enjoyment to unnerve 

his spirit, or poverty with its hope of a day of freedom and riches to tempt him to shrink from danger. 

No, holding that vengeance upon their enemies was more to be desired than any personal blessings, and 

reckoning this to be the most glorious of hazards, they joyfully determined to accept the risk, to make 

sure of their vengeance, and to let their wishes wait; and while committing to hope the uncertainty of 

final success, in the business before them they thought fit to act boldly and trust in themselves. Thus 

choosing to die resisting, rather than to live submitting, they fled only from dishonour, but met danger 

face to face, and after one brief moment, while at the summit of their fortune, escaped, not from their 

fear, but from their glory. 

 

 
 

"So died these men as became Athenians. You, their survivors, must determine to have as unfaltering a 

resolution in the field, though you may pray that it may have a happier issue. And not contented with 

ideas derived only from words of the advantages which are bound up with the defence of your country, 

though these would furnish a valuable text to a speaker even before an audience so alive to them as the 

present, you must yourselves realize the power of Athens, and feed your eyes upon her from day to day, 



 

till love of her fills your hearts; and then, when all her greatness shall break upon you, you must reflect 

that it was by courage, sense of duty, and a keen feeling of honour in action that men were enabled to 

win all this, and that no personal failure in an enterprise could make them consent to deprive their 

country of their valour, but they laid it at her feet as the most glorious contribution that they could 

offer. For this offering of their lives made in common by them all they each of them individually received 

that renown which never grows old, and for a sepulchre, not so much that in which their bones have 

been deposited, but that noblest of shrines wherein their glory is laid up to be eternally remembered 

upon every occasion on which deed or story shall call for its commemoration. For heroes have the whole 

earth for their tomb; and in lands far from their own, where the column with its epitaph declares it, 

there is enshrined in every breast a record unwritten with no tablet to preserve it, except that of the 

heart. These take as your model and, judging happiness to be the fruit of freedom and freedom of 

valour, never decline the dangers of war. For it is not the miserable that would most justly be unsparing 

of their lives; these have nothing to hope for: it is rather they to whom continued life may bring reverses 
 

as yet unknown, and to whom a fall, if it came, would be most tremendous in its consequences. And 

surely, to a man of spirit, the degradation of cowardice must be immeasurably more grievous than the 

unfelt death which strikes him in the midst of his strength and patriotism! 



 

"Comfort, therefore, not condolence, is what I have to offer to the parents of the dead who may be 

here. Numberless are the chances to which, as they know, the life of man is subject; but fortunate 

indeed are they who draw for their lot a death so glorious as that which has caused your mourning, and 

to whom life has been so exactly measured as to terminate in the happiness in which it has been passed. 

Still I know that this is a hard saying, especially when those are in question of whom you will constantly 

be reminded by seeing in the homes of others blessings of which once you also boasted: for grief is felt 

not so much for the want of what we have never known, as for the loss of that to which we have been 

long accustomed. Yet you who are still of an age to beget children must bear up in the hope of having 

others in their stead; not only will they help you to forget those whom you have lost, but will be to the 

state at once a reinforcement and a security; for never can a fair or just policy be expected of the citizen 

who does not, like his fellows, bring to the decision the interests and apprehensions of a father. While 

those of you who have passed your prime must congratulate yourselves with the thought that the best 

part of your life was fortunate, and that the brief span that remains will be cheered by the fame of the 

departed. For it is only the love of honour that never grows old; and honour it is, not gain, as some 

would have it, that rejoices the heart of age and helplessness. 
 

 
 
 

"Turning to the sons or brothers of the dead, I see an arduous struggle before you. When a man is gone, 

all are wont to praise him, and should your merit be ever so transcendent, you will still find it difficult 

not merely to overtake, but even to approach their renown. The living have envy to contend with, while 

those who are no longer in our path are honoured with a goodwill into which rivalry does not enter. On 

the other hand, if I must say anything on the subject of female excellence to those of you who will now 

be in widowhood, it will be all comprised in this brief exhortation. Great will be your glory in not falling 

short of your natural character; and greatest will be hers who is least talked of among the men, whether 

for good or for bad. 



 

"My task is now finished. I have performed it to the best of my ability, and in word, at least, the 

requirements of the law are now satisfied. If deeds be in question, those who are here interred have 

received part of their honours already, and for the rest, their children will be brought up till manhood at 

the public expense: the state thus offers a valuable prize, as the garland of victory in this race of valour, 

for the reward both of those who have fallen and their survivors. And where the rewards for merit are 

greatest, there are found the best citizens. 

 

 
 

"And now that you have brought to a close your lamentations for your relatives, you may depart." 
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Appendix 2.2:  

 

The targeted text by Peter Watson from his “Ideas: a History from Fire to Freud” is a key addition and 

holds an important place in the overall unit. I was unable to secure digital access rights to for this unit 

plan. The text is currently available from Harper Collins, at least, in 

read-only format, here: 
 

http://www.harpercollins.com/browseinside/index.aspx?isbn13=9780060935641 
 

(Retrieved November 16th 2013) 
 

Reading easily identifiable selections taken from two chapters of this book- pgs 242 to 282-entitled “the 

Near Death of the Book, the Birth of Christian Art” and “Falsafah and al-Jabr in Baghdad and Toledo”- 

affords students an almost peerless opportunity to engage with important subject matter germane to 

this unit. Specifically, these readings outline the changes engendered by the transition to Christianity in 

the intellectual life of our period, the roles played by Byzantine and Arab scholars in transmitting some of 

Greek learning, and also provide some important references and background for these two civilizations 

to the South and East of “Europe.” I therefore encourage anyone who wishes to use this text to seek 

permission from the author directly or to try to find a copy of this text in a local library (which should be 

easy to do). Given that the aim is to use short excerpts for educational purposes, obtaining permission 

to use parts of the two noted chapters from this work should be unproblematic. 

http://www.harpercollins.com/browseinside/index.aspx?isbn13=9780060935641


Appendix 2.3  

 

The two documentary films proposed for this lesson, which complement the reading from Peter 
Watson, are: “An Islamic History of Europe” produced by BBC4 in the UK in 2009, and “Byzantium: the 
Lost Empire” which first aired on the Discovery Channel in 1997 and is housed currently on VHS in the 
Queen’s Education library. The following links provide the best format for using this material in the 
classroom, since each of the documentaries is broken down into roughly 12 manageable clips. This 
makes for an ideal condensed learning experience for students and may allay concerns over copyright, 
though instructors are certainly advised to double-check applicable copyright laws in their particular 
jurisdiction. 

 
http://www.dailymotion.com/video/x88qzl_bbc-an-islamic-history-of-europe-1_people 

 
http://www.documentarytube.com/byzantium-the-lost-empire 

 
(retrieved Nov 16th 2013) 

http://www.dailymotion.com/video/x88qzl_bbc-an-islamic-history-of-europe-1_people
http://www.documentarytube.com/byzantium-the-lost-empire
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Appendix 3.2: Links to Professor Frischer’s Three Videos on Rome, and Sources of 
Sources for Group Mini-Project Options (a) and (b): 

 

 
Professor Frischer’s three invaluable videos are housed 
here: 
http://romereborn.frischerconsulting.com/gallerycurrent. 
php#images_2_1- (Retrieved Nov 16th 2013) at the University of Virginia. These videos are also 
available on Youtube and/or Vimeo. The first video to watch is this one- http://vimeo.com/32038695- 
entitled “Rome Reborn 2.2: a Tour of Ancient Rome in 320 CE,” since this provides a short overview of 
what is in store, perfect for opening the course with. The next two videos- http:// 
www.youtube.com/watch?v=VAgA6G75XsI and http://vimeo.com/70720724- give, respectively, 
more detailed information about the historical formation of Roman civilization and some of its 
architecture and technology. They deserve to be watched together. Both are excellent, and one of them 
was produced recently for a special exhibit at the ROM (Royal Ontario Museum).When watching these 
videos, instruct students to attend to any information about architecture or works of art, particularly 
regarding the Forum. Students who choose either project option- compare and contrast the Roman 
Forum and the Athenian Acropolis or compare and contrast the Greek Olympics and Roman gladiatorial 
combat-will have an oppourtunity to review Frischer’s videos. Those who choose option (b) should 
consult this site- http://acropolis-virtualtour.gr/acropolisTour.html#25- on the Acropolis. If students find 
the Acropolis hard to wrap their heads around, this may be because it encompasses the ruins of several 
distinct albeit related buildings. Therefore, students should focus on 
one or two of these buildings. Students choosing project option (b) should be prepared to employ their 
search skills to seek supplementary information, though they would have enough, I reckon, were they to 
only stick to these sources. Students choosing project option (a)-“Compare and Contrast and the Greek 
Olympics and Roman Gladiatorial Combat-“ should also checkout the exhibit “Gladiators” at the British 
Museum here (Retrieved Novmeber 16th 2013): 
https://www.britishmuseum.org/explore/online_tours/rome/gladiators/gladiators.aspx. A key source 
with excellent primary artifacts from the Greek Olympics is : 
http://www.penn.museum/sites/olympics/olympicintro.shtml,  from the University of Pennsylvania 
Museum of Archaeology and Anthropology. Finally, for primary textual accounts on ancient sport, 
students should consult this site- http://www.fordham.edu/halsall/ancient/greekgames.asp ,from the 
Fordham University E-textbook with hyperlinks online. 

http://romereborn.frischerconsulting.com/gallerycurrent
http://vimeo.com/32038695-
http://www.youtube.com/watch?v=VAgA6G75XsI
http://vimeo.com/70720724-
http://acropolis-virtualtour.gr/acropolisTour.html#25-
http://www.britishmuseum.org/explore/online_tours/rome/gladiators/gladiators.aspx
http://www.britishmuseum.org/explore/online_tours/rome/gladiators/gladiators.aspx
http://www.penn.museum/sites/olympics/olympicintro.shtml
http://www.fordham.edu/halsall/ancient/greekgames.asp


Appendix 4.1  

 

The exhibit “Transition to Christianity” (retrieved November 16th 2013) is housed at 

http://www.onassisusa.org/aboutocc.php. 
 

To make the length of the exhibit more manageable for students and create space for exchange and 

discussion at the end of the period, we suggest prioritizing the following portals within the exhibit: 

“From Philosophers to Apostles”, “Daily Life” (especially slide 2), “Urban Realities”, Death and New 

Life”, and especially “Genesis of Christian Art”. Make sure that students view this exhibit meticulously, 

such that they can report back on the role of primary sources in the arguments of the Museum’s 

curators.  The tactic of distributed learning, assigning specific portals to specific students and then 

pooling resources after, is strongly recommended since, in our judgment, it would be too much to ask 

students to comb through the entire exhibit in the time allotted. 

http://www.onassisusa.org/aboutocc.php


Appendix 5.1  

 

This activity is based on a web page from the UVIC Classics department at (retrieved Novemebr 16th
 

2013):  http://web.uvic.ca/grs/department_files/classical_myth/index.html 
 

Essentially, for most (if not all) Olympian Gods, the site provides a rich selection of texts and images. 

Students should have a guided look around with a view to selecting one of the Olympian Gods (and a 

corresponding myth in which that God was complicit) to work on.   Then they should select the function 

“attributes in iconography” to learn about the visual code, or symbols, often employed by artists to 

symbolize that particular God and his/her corresponding myth(s).   Looking through the images, students 

should select one from pre-1000 AD and another from a later period with which to conduct their 

comparison.  The later work should preferably fall within (or nearly within, we can extend this by a 

century) the limiting year of 1500 AD.   Students should also read a few of the texts posted to 

understand an authentic literary source in which recourse to a Mythological explanation or anecdote 

seemed natural or desirable for a Greek author.   Students should ask themselves how they would go 

about determining that such and such paintings depicted a particular myth had they not known this in 

advance. They should ask as well what these depictions could possibly have meant- was it mere 

entertainment light or folkloric inertia?- for contemporary audiences.   Also, students must inform 

themselves about the significance of the myth itself, for curiosity’s sake and also because this may 

further inform their (re)interpretation of the artifacts in which that myth found visual expression.  Are 

the archived texts contemporary with the paintings in all cases?  If not students should ask themselves 

whether they can find, for the later of their two artifacts, a contemporary textual source to give some 

conviction to their contextual historical interpretation. An additional tremendous resource from the 

British National Gallery on myth in painting, which should work very well for students having difficulty, 

which I have added at the last second, is: 
 

 
http://www.nationalgallery.org.uk/channel/stories-myths-and- 

legends/ 

http://web.uvic.ca/grs/department_files/classical_myth/index.html
http://www.nationalgallery.org.uk/channel/stories-myths-and-


 

 

 

Appendix 6.1: Instructions for the Virtual Visit to the British National Gallery and a 

Resource for Building a Class-Arts Timeline 
 

(1) The British National gallery is here:  http://www.nationalgallery.org.uk/ (Retrieved Nov 17th 2013) 
 

To go on a virtual tour, which currently allows you to visit 18 incredible and large rooms in the gallery in 

3-D,  click on “Visiting” and “Virtual” and then select a room from the map.  As students tour the gallery 

rooms tell them to collect 4 paintings each from different periods and styles no later than 1600 AD. 

Once they have found a painting they want, they will have no trouble finding a free jpeg image duplicate 

online.   (An instructor who wished to control this step in the search process could tell students to look 

in specific art image banks for digital reproductions). 
 

Once students have gathered their paintings, direct them to this 5 minutes presentation on 

“altarpieces”: 
 

http://www.nationalgallery.org.uk/paintings/learn-about-art/altarpieces-in-context 
 

Also, under “learn about artists,” have the students watch a short video about Leonardo or Titian. 

Indeed one could spend a lifetime on this one web resource! 

(2) The tool for constructing timelines that has been recommended to me is: 
 

http://timerime.com/?views=checkVeriCode&i=219554&vc=1KbYzrq42zFlQ44Wgg19va45Gj80MHyq 
 

There are no special difficulties in using this software, but the instructor should set up an account and 

preview the tool to troubleshoot it before in-class deployment.  The choice of having students define the 

periodization is probably to be favored over doing it yourself beforehand. 
 
 
 

Appendix 6.2: Some resources from Seixas and Morton (2013) to supplement evaluation of students’ 

Historical Thinking 

http://www.nationalgallery.org.uk/
http://www.nationalgallery.org.uk/paintings/learn-about-art/altarpieces-in-context
http://timerime.com/?views=checkVeriCode&amp;amp%3Bi=219554&amp;amp%3Bvc=1KbYzrq42zFlQ44Wgg19va45Gj80MHyq


 

Assessment Continuity and Change 
 

 
Name:   Date:   

 
 

Criteria for Historical Thinking 

 
Very well 

To some 
extent 

To a limited 
degree 

 
Not at all 

Not 
applicable 

Student uses the conventions 
and vocabulary of chronology. 

     

Student creates a chronology 

(e.g., a timeline) that shows 
continuity and change existing 

together. 

     

Student demonstrates 
understanding that change is a 
process, by identifying an 

example of change that varies in 
pace or pattern. 

     

Student identifies turning 
points: moments when the 

process of change shifts in 
direction or pace. 

     

Student uses the terms 
progress and decline to 

describe a broad evaluation of 
the direction of change over 
time. 

     

Student considers the impacts of 
change on more than one group 
of people, noting that progress 
for one people may be decline 
for another. 

     

Student uses criteria to define a 

period of history, and explains 

why alternative definitions might 

be plausible. 
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Question Bank 
 

The Ethical Dimension 
 
Question stems and prompts you can use to draw out the historical thinker in all your 
students 

 

To think about ethical positions in a textbook: 
 

• How do textbooks convey ethical positions? 
• Whose ethical positions do they represent? 
• What ethical positions does our textbook take? 
• What evidence do you see of these positions? (e.g., particular words or 

phrases) 
• Which ethical positions in this textbook do you agree with (if any); which do 

you disagree with (if any)? 
• How can it be useful to be aware of the ethical dimension in a textbook? 

 

To identify the ethical positions in various media: 
 

• Who are presented as the heroes and who are presented as the villains? 
• Are there subtleties and complexities to the characters (e.g., are the heroes 

flawed; do the villains have a ―good side‖)? 

• To what extent do conditions at the time suggest that we should excuse or 
forgive the villains? 

• What judgments does X (the book, film, or exhibit) convey about key actions? 
How does X convey those judgments? 

• What are the consequences for those who commit crimes or injustices? 
• Do villains receive their ―just deserts,‖ or is their only punishment to be 

condemned by those who remember? 
• What is the message of X (the film, exhibit, cartoon, painting, or book)? 

 

To compare the ethical positions in two or more contrasting passages: 
 

• How are these passages different in respect to the authors’ ethical positions 
on X? 

• What specific words or phrases reveal the differences? 
• Who is taking action in these passages? W ho is being acted upon? 
• In each passage, what are the ethical messages conveyed? 
• In each passage, who are the possible heroes, villains, or victims? How do 

you know? 
• What might have led the authors to their different positions? 

 

To assess how historical context explains or justifies an historical action: 
 

• Did X (context) justify Y (historical action)? If so, how? 

• Did X (context) help us understand why Y (a person or group) took this 
particular historical action? If so, how? 
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To avoid imposing contemporary ethical standards: 
 

• X (a practice) was common at the time. How should we judge this practice as 
we look at it today? Should we excuse it, condemn it, or do something else? 

 

To determine a responsibility to remember and respond: 
 

• What heroic actions, contributions, sacrifices, or tragedies deserve to be 
remembered? W hy? 

• How should we remember them? 
• How should we judge one another’s past actions? 
• What obligations does my group owe to others, or do other groups owe to 

mine? How should we fulfill those obligations? 
 

To decide whether to respond to a past injustice, and how to do so: 
 

• Does X (a group or nation) have a collective responsibility to Y (the victims of 
an historical injustice, or their descendants)? W hy or why not? 

• In what circumstances, if any, should we try to forget about a past injustice? 
• What is an appropriate response to X (the victims of an injustice or their 

descendants) in view of Y (a legacy of the injustice)? 
 

To reflect on learning about the ethical dimension in history: 
 

• What are the advantages and disadvantages of studying history to help us 
make decisions about issues of social justice in the present? 
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Assessment Historical Perspectives 
 

Name:  Date:   
 

 
 

 
Criteria for Historical Thinking 

 
Very well 

To some 
extent 

To a limited 
degree 

 
Not at all 

Not 
applicable 

Student identifies an example of 
relevant difference between the 
worldview of an historical actor 
and current worldviews by 
considering, for example, 
– social norms 
– dominant belief systems 

     

Student avoids anachronism— 

the introduction of technologies 
or practices that did not exist in a 
particular period of the past. 

     

Student avoids presentism—the 

imposition of present ideas on 

the past. 

     

Student uses historical context 

to make sense of the perspective 

of an historical actor. 

     

Student uses textual, visual, oral, 
or artifactual evidence to make 
valid inferences about an 
historical actor’s thoughts and 
feelings. 

     

Student identifies a variety of 

perspectives among historical 

actors participating in a given 
event. 
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