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ABSTRACT

USING THE ARTS TO TEACH HISTORY:
TEACHER KNOWLEDGE AND BELIEFS ABOUT HISTORY

By

Yonghee Suh

The use of the arts has not been a popular subject in research on history teaching,
though several historians and history teachers have written about art as historical
evidence and as a pedagogical tool. Most of all, little is known about how, if any, history
teachers use the arts in their classrooms and why. To address this gap in research, this
study explored and responded to the two following questions: How do secondary history
teachers use the arts in their teaching? How do their knowledge and beliefs influence
what history they teach and how they teach it in their classrooms?

To answer these questions, I collected data from three sources: interviews,
observations, and classroom materials. Three high-school history teachers in Michigan
participated in this study. All were experienced teachers with more than 10 years of
teaching experience who taught in secondary schools with more than 70% White
students. My findings suggest that these teachers use the arts — paintings, music, poems,
novels — mainly for the three purposes: Fist, they use the arts to teach the spirit of an age;
second, they use the arts to teach the history of ordinary people invisible in official
historical records; and third, they teach, both with and without art, the idea of history as
art.

To explain the teachers’ reasoning behind their decisions to use the arts, I

analyzed their beliefs about history and the purposes of teaching history in their



secondary history classrooms as well as their knowledge about history. Findings suggest
that the teachers’ beliefs and knowledge about history and history teaching are loosely
connected to their ways of using the arts. However, findings also indicate that teachers
decide to use the arts because of their beliefs about the general purposes of educating
students, in the case of these three teachers, to become complete human beings,
democratic citizens, and critical thinkers. Teachers’ knowledge was also an important
factor in explaining their use of the arts. When teachers have a background in art history,
they use a wide range of artwork. When teachers have less content knowledge in history
and art, despite their intentions, they present the artwork as a mirror of the past rather
than as historical evidence that students should analyze critically.

This study offers three implications. First, exploring teachers’ reasoning behind
their use of the arts, this study helps us understand challenges as well as merits of using
the arts to enhance students’ historical understanding. More generally, such exploration
contributes to the field’s understanding of the relationship between teachers’ practice and
teacher knowledge and beliefs about social studies/history. Second, this study also
provides teacher educators with a glimpse of what knowledge and skills teachers need if
they are to teach interdisciplinary curricula. Third, this study emphasizes the difficulties
of studying knowledge and beliefs, and articulates the following questions. What are
knowledge and beliefs? Where does knowledge end and beliefs begin? Knowledge and
beliefs are so interwoven together so we need to be careful when we examine knowledge
and beliefs. In other words, this study suggests that when we study knowledge and

beliefs, we should critically examine the possibility of distinct knowledge and beliefs.
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Chapter One
Introduction

Art is neither a traditional source in the discipline of history nor a traditional
instructional resource in history education. While a few historians have used art — most
has been only recently that historians have become interested in using art as a main
source for learning about the culture of a given historical period and communicating with
readers (Burke, 1991). Similarly, few researchers in history education have examined the
role of art in history education as well — either as a research or pedagogical tool. Only
two studies (Epstein, 1994a, b; Gabella, 1994, 1996, 1998) have focused on the role of art
in teaching history, exploring how art can contribute to students’ historical understanding,
as well as the merits and challenges that using the arts can bring to teaching and learning
of history.

My experiences as a field instructor for the last five years reveal a different story:
Granted, history teachers do not use art in every unit every day, but they do use various
arts in various ways. Some teachers decorate the walls of their classrooms with portraits
of historical figures such as George Washington and Benjamin Franklin or old
photographs. Some pay special attention to the paintings or photographs in textbooks
when explaining historical concepts. Recently released movies are among teachers’
favorite topics: The Patriot (2000) and Schindler’s List (1993) are among the movies that
teachers refer to when they teach American Revolution or the Holocaust. Some teachers
use novels and poems as well. Homer’s Odyssey and Illiad or Sappho’s love poems are
classics that history teachers often quote or read to students when they teach ancient

Greek history.



While history teachers use art on various occasions, some researchers are
skeptical about the assertion that simply interacting with art automatically improves
students’ historical understanding. Researchers found that, as with other primary sources,
students are easily deceived by the author’s or creator’s first hand voice without
questioning the credibility of the source (Gabella, 1996; VanSledright, 1998; Wineburg,
1991), and get confused about the boundaries between historical fact and fiction (Gardner
& Boix-Mansilla, 1994). Some researchers also suggest that an important factor in
determining the effectiveness of the use of art involves the ways the teacher might use art
in teaching (Levstik, 1990; VanSledright, 1998). Yet we know little about how teachers
use art to teach history: for what purposes do history teachers choose to use the arts in
teaching history? How do teachers use the arts to accomplish these purposes? What
kinds of arts do they use and when? What are the constraints limiting the teachers’ use of
the arts?

In this study, I attempt to explore this gap in the research, to describe and explain
how history teachers use the arts in their teaching. More specifically, I explore how
teachers’ knowledge and beliefs about history influence their use of the arts in their
classrooms. Therefore, this chapter as an introduction for the study has three goals. First,
I discuss the rationales of using the arts in teaching history. Second, I examine what
previous studies found about the teacher knowledge and beliefs about history and their
relationships to the teacher’s practice, and discuss the theoretical framework for this
study. Finally I refine my research questions, and present an overview of the chapters to

come.



Why Using the Arts in Teaching History?

I begin this section with my personal experiences with art as both a student and a
teacher of history. By critically reflecting my own experiences and relating them to
current discourses in history and history education, I explain the role of the arts in the
teaching and learning of history as well as the roots of my research interests.

The Merits of Using Art to Learn History

Motivating students to learn history. As a student of history, I have been
motivated by art to learn more about history. It was my father who first taught me how
art could be used as a starting point to delve into a time and place that I did not know. He
was a great lover of art and history, and shared this love with his four daughters. Almost
every weekend, he took us to museums, art galleries, and historical sites. After each
short trip, he would read to us: about painters whose paintings we saw in the museums or
galleries; or poems and novels about the historical sites we had visited. He also liked to
show us plates of his favorite paintings and tell us stories about them.

I still remember the day when he showed me Raphael’s painting, The School of
Athens (1510-1511). I was eleven. At first sight, nothing looked interesting to me. A
bunch of people were lying around, discussing something. Two figures, seemingly
teachers, stood at the center, one fingering the sky and the other the ground. My father
explained, that the school of Athens was the center of the Greek intellectual world. The
two main figures in the painting are Plato and Aristotle. He went on to tell me that
Raphael described these two philosophers’ — respectively — idealistic and realistic views
by having one pointing to the sky and the other to the ground. I did not know what

idealistic and realistic views were, but because I had been told the names of Plato and



Aristotle in my elementary school social studies class, I was excited to see what these
people looked like in the painting. And I wanted to know more about the time and place
where they lived. The next day, I went to the public library near my home and started to
read whatever I could find about ancient Greek history. My encounter with Raphael’s
painting introduced the fascinating world of ancient Greek history to me.

Others have had similar experiences. In one of his lectures, Huizinga
(1919/1996), author of The Autumn of the Middle Ages, confessed that his study of the
medieval ages in the Netherlands was inspired by an exhibition of early Dutch paintings,
which he had seen in 1902 (Haskell, 1993). He had been struck by the contrast in colors
used by Italian and Dutch painters, and subsequently become interested in the medieval
ages in the Netherlands, following the debate that took place among French and Dutch
historians after the exhibit.

Contemporary education researchers also confirm that art can help students
become interested in learning history. In their experimental studies of two 6™ grade
classes, Jones and Coomb (1994) found that students who had been taught with historical
fiction remembered more detailed information than those who had been taught with the
textbook, and remembered their learning experiences more positively. Smith, Monson, &
Dobson (1992) reported a similar finding: In their study of seven 5" grade classes, they
discovered that students who had learned history through children’s literature recalled
more information, and showed more positive attitudes toward their learning experiences
than those who had learned through textbooks. In other words, for some students, art can
serve as a tool for increasing both motivation to learn history, interest in history, and

knowledge of history.



Learning the history of the invisibles. Through art, I also have learned experience
of people who were invisible in the textbook. In the fall of 1992, during my junior year
of college, there was a Chagall exhibit in Seoul. As a history major fascinated by the
idea of the pursuit of equality in the Russian Revolution, I wanted to see the paintings of
this Russian painter who had lived during the Revolution. In the first place, I did not like
Chagall much. I was disappointed when I discovered that Chagall escaped from the
Russian Revolution to Paris, and lived in Paris for the rest of his life. At this point of my
life, I believed that a clear distinction could be drawn between the political and the
artistic. I was, thus, disheartened in learning that Chagall had not been politically active
enough — “brave” enough — to stay in Russia.

Chagall’s biography at the exhibit, however, further taught me that the
Communist Party prosecuted the minorities during the Revolution, and some of those
peoples had fled Russia in order to survive. Russian Jews, including Chagall, were
among these persecuted minorities. Now it all started to make sense. That was why
Chagall had to leave Russia. That was why Chagall always portrayed his hometown on
fire. He described his own horrible experiences as a Jew during the Revolution. I
learned in high school and college courses that the Community Party brought minorities
into a trial, but neither my teachers nor the book taught me who they were, and what their
experiences were like. Chagall’s paintings and his biography helped me glimpse who
they were and what their experiences were like.

Similarly, social historians have used art to reconstruct the culture of ordinary
people, many of whom were illiterate and did not leave a written record — in the form of

political documents, diaries, newspapers, and other traditional primary sources in history



— of their own. Nonetheless, they did leave traces of their world and lives: folklore,
popular arts, and fine arts that capture the experience of “the other.” Microhistorians,
like Carlo Ginzburg, Natalie Zemon Davis, and Robert Scriber, have all used these forms
of evidence — paintings, folklores, and engravings — in the search to document the
histories of the common people.

Likewise, a few history educators interested in the use of art have also argued that
arts provide a particularly powerful means for teachers to help students connect with the
lives of people in the past, including — but not limited to — the masses, or people whose
voices and ideas are absent in political and intellectual histories. Epstein (1994a), in her
analysis of high school students’ class discussion and interviews, found that when
students were exposed to a variety of art, they were able to learn African Americans’
circumstances by a first-hand voice, and understand what those circumstances looked like
and felt like.

Moreover, Gabella (1996) argues that, through their interactions with art, students
can develop empathy toward people who lived in a given historical period, in particular
socio-cultural groups other than their own such as African Americans. In her yearlong
study of the 1 1" grade U.S. history classroom of Jayne, a social studies teacher, Gabella
helped her developing a curriculum in which the arts (including photography, films,
paintings, and music) were integrated in most units. Gabella also observed every class
session during two focus units, analyzed students’ tests, papers, and projects, and
conducted weekly interviews with six students. Through this study, she found that
students understood how people in the given period felt by attending to the color and the

mood of the artworks.



Learning about culture. Lastly, in my own study of art, I learned that the multiple
facets of human history cannot be always reduced to political, socioeconomic, and
ideological analysis. Again, I encountered early 21* century Russian painters, at a
special traveling exhibit in Seoul: this time of the Bauhaus School from the Guggenheim
Museum. Although the exhibit mainly included German painters, such as Klee, there
were also a few works of Russian painters, like Kandinsky and those who worked with
Kandinsky on artistic projects for the new Soviet states. One of these works captured my
attention. It was a portrait of a bearded peasant with a cross in the background. I do not
even remember this painter’s name now. Yet, I do remember how the nametag described
him: he was a devoted Communist, and the Communist Party rewarded him for his full-
hearted devotion to the Revolution.

My friend, a graduate student in Western art history, asked what I saw in this
portrait. He explained that the peasant represents Jesus Christ. Since the Russian artists
were prohibited from practicing any religion, this painter had concealed his God in order
to avoid censorship. In that moment, his explanations and the painting made me
understand the Russian Revolution in a new and complex way. This painter had devoted
his life to the Revolution, but he still believed in his God, while the Communist regarded
religion as poisonous (like opium) to the people. When I had previously studied the
Russian Revolution in books, I always analyzed and explained the Revolution rationally.
I had never attended to how people living at that time saw, and felt their world. In
attending to the Bauhaus exhibit, I learned that human lives are not so simple that I could

analyze and explain them with political, socioeconomic, and ideological frameworks



only. And through this Russian painting, I learned that art could teach us lessons about
the deeply rooted human feelings and emotions that we cannot learn from other sources.

Just as individuals can experience history through viewing art, cultural historians
have used art as evidence to learn about the culture and mentality of people or the spirit
of the age in the past. They have explored issues of religion, thought, ambition, and
emotion through their examination of the visual arts and literature. Consider, for
example, cultural historians including Jacob Burckhardt, Johan Huizinga, and Phillip
Aries. Burckhardt (1860/1995) and Huizinga (1919/1996) identified the characteristics —
respectively — of Italian and Dutch Renaissance by examining the visual arts and
literature as critical sources. Aries (1962) reviewed images of children and adolescents in
paintings and literature, and explored how the modern concept of childhood emerged in
16™ and 17" century France.

To summarize, my personal experiences and the scholarship of historians and
history educators tell us that artwork could be an effective pedagogical tool in teaching
and learning history for the three reasons. First, it motivates students to learn. Second, it
allows students to learn the history of ordinary people. Third, it also helps students learn
the cultures and mentalities of the given historical period. It is also worthwhile to
mention that these historians’ ways of using the arts tend to parallel the ways in which the
teachers’ use of artwork in their teaching. I will discuss this connection between the use

of the arts in the discipline of history and in history education in Chapter Two.



Challenges of Using Art in Teaching History

Despite all the merits I described above, both historians and history educators
claim that simply using artwork does not guarantee students’ historical understanding.
My experience as an 8" grade history teacher provides one example to support their
claims. After I graduated from college, I had an opportunity to teach world history in a
middle school in Seoul for six months. As a novice teacher, although I had not read this
scholarship, I, too, hoped to share my own learning experiences through art with my
students. Unfortunately, although I was a good student of history, I wasn’t a successful
teacher, particularly when I tried to incorporate art in my teaching. I asked students to
examine paintings and listen to music that were created in the period that we were
studying. I was convinced that using these kinds of materials would both motivate them
to learn history and deepen their historical understandings.

My teaching with the arts, however, was not successful. I taught in a highly
centralized school system in Korea, where teachers’ success was measured by students’
performance on the national examinations. My students did not do very well on the test.
The four World History classes I taught usually took the four lowest places out of nine
classes in my school. These results made it hard for me to convince my colleagues that
they too should use the arts. Above all else, the results made me ask questions about the
role of art in teaching history and my own teaching through art: What went wrong?
Students seemed to enjoy the class. However, according to the test results, they did not
learn very much. It may very well be that I was not teaching significant lessons about

history, which the national examinations were to measure; and it might also be that the



test was not designed to test the kinds of historical understanding that I was interested in
teaching. The experience left me sobered, wishing to know more about the strengths and
limitations of using the arts to teach history.

In the case of historians, Burke (2001) notes that historians should be very
cautious when using art as an historical source. While we have sophisticated
understandings concerning the strengths and weaknesses of other forms of historical
evidence (e.g., journals, diaries, newspapers, etc.), we know little about the strengths and
weaknesses of art as evidence. History educators also caution us about an unconditional
resolve to use art in teaching: like all pedagogical tools, art is not always helpful in
helping students develop historical understanding. Art, for example, can communicate
stereotypes, giving students a false sense of understanding the perspectives of the “other.”
Moreover, art itself tells no stories to us — when, why, and by whom it was created, and
how it is related to the given period when it was created — and therefore, students need
both background knowledge and imaginative and interpretive skills to use the art
responsibly and well.

Even when art might be an appropriate tool, the teacher is a crucial variable in the
sound use of that tool. As Seixas (1998) notes, in some cases, teachers do not give
appropriate instructions for students to learn from art -- in this case, photographs. In the
study of four pre-service teachers, Seixas found that pre-service teachers often did not
provide sufficient contextual information so that students could understand photographs
within a larger context. Alternatively, they assigned exercises that were too difficult or
asked questions that were too difficult. Pre-service teachers also tended to explain one

event from one historical perspective without considering a variety of interpretations.
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Consequently, both Burke and Seixas argue that to use art effectively, teachers — as well

as historians — should know more about art as historical evidence, and should develop

skills and knowledge associated with using art as a disciplinary or pedagogical tool.
Theoretical Framework: Explaining the Ways of Using the Arts

How, then do history teachers use the arts in their teaching, if at all? Why do
history teachers choose to use the arts in their teaching? What are the factors that make
their teaching with the arts successful, unsuccessful, or limited? As history educators
argued, do history teachers use the arts to engage their students? How about teaching
traditional aspects of history (politics and economics, say)? Again, like some of research
findings, do history teachers actually use the arts to teach recent additions to the K-12
history curriculum (including social and cultural history)?

Teachers’ responses vary. Some teachers answer that they use art because it
“peak([s] students’ interest in American history,” and “gets students to talk” (Michelewitz,
2001). Others respond that it is because using art can “respect students’ different
learning styles” (Drake & Frederick, 1990). Epstein (1994a), a researcher and teacher at
the time when she collected data for the dissertation, claimed that art could help students
better represent their ideas — in particular, students who do not feel comfortable with
essays or multiple choice tests.

As these different responses suggest, teachers decide to use a variety of art forms
in their teaching for a variety of purposes. The final section of this chapter, therefore,
explains a conceptual framework that identifies these different purposes, that is, factors
that affect teachers’ decisions about using art — specifically, teachers’ knowledge and

beliefs about history and history teaching (including the purposes of teaching history).
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Although there is no empirical study that explains a clear relationship between
knowledge and beliefs about history and history teaching, research findings across
subject matters suggest that teachers’ practices might be explained through what teachers
know and believe about the subject that they teach — whether teachers know the nature of
the subject that they teach as well as the content, whether teachers are familiar with the
topics that they teach and what their disciplinary orientations are.

While I consider teachers’ knowledge and beliefs about history and history
teaching as an important factor to explain teachers’ ways of using art, current research
also suggests that there are other factors that I will need to look at along with teachers’
knowledge and beliefs about history and history teaching, such as their knowledge and
beliefs about students and their learning, curricula and the context where they teach. In
the below, I review research on teacher knowledge, and discuss possible factors that
shape teachers’ practice with the arts. Because my interest lies in history teachers and
their teaching of history, although I discuss some literature in English, math, and science

when it is related, my review will focus on history teaching.

Possible Factors That Explain Teachers’ Ways of Using the Arts

Teachers’ historical knowledge. During the last 15 years or so, researchers,
teacher educators, and policy makers have become interested in teachers’ knowledge base
and its relation to teachers’ thinking and practice. Some researchers have focused on
defining what constitutes subject matter knowledge. For example, Grossman, Wilson,
and Shulman (1989) delineate several dimensions of subject matter knowledge, including
content knowledge, substantive knowledge (e.g., ideas, concepts, facts, and the

relationship among these ideas and concepts), syntactic knowledge (e.g., how new
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knowledge is created and validated in the discipline) and beliefs about the subject matter.
Others have explored whether and how teachers’ subject matter knowledge is related to
their teaching: how teachers’ subject matter knowledge is related to what lesson goals
teachers set, instructional strategies they use, questions they ask, and topics and ideas
they teach in their classrooms (e.g., Grossman, 1990; Ball, 1991; Carlsen, 1987, 1991;
Wilson & Wineburg, 1988).

In English, for example, Grossman (1990) found that teachers’ choices of
different lesson goals, activities, and instructional strategies corresponded with different
orientations that they had toward literature (e.g., a text-orientation vs. a reader-orientation
explain how these orientations mapped onto differences in teaching). Similarly, Ball
(1990) found in her case studies of three experienced elementary mathematics teachers
that when one of the teachers was more knowledgeable of the nature of mathematics as
well as the content (e.g., concepts & procedures), the teacher put emphasis on helping
students learn to judge the validity of their own ideas and results as much as helping them
learn mathematical concepts and skills. Carlsen (1987, 1991) reported similar findings in
science. In his study of four novice biology teachers, Carlsen found that when teachers in
his case study were familiar with topics, they were likely to use lectures and open-ended
laboratory activities rather than seatwork or non-laboratory group projects. Teachers also
led more open-ended discussions and encouraged students to ask questions'.

Researchers in history education make a similar claim: The teacher’s subject

matter knowledge and beliefs about the nature of historical knowledge may play a central

! Since all of this research is small scale and interpretivist, we make neither causal nor general claims about
how prevalent these trends would be in the larger population of teachers. Nevertheless, this research helps
begin to disentangle the potential relationships between different kinds of subject matter knowledge an d
how that is related to teacher’s practices.
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role in shaping their ways of teaching. Two studies by Wilson and Wineburg (1988b, c)
documented the relationship between teachers’ (both novice and experienced) subject
matter knowledge and their teaching. In the study of four novice social studies teachers
with different undergraduate majors, Wilson and Wineburg (1988b) reported that
teachers brought in different disciplinary perspectives in teaching, and those different
perspectives affected how they view history, and how and what they choose to teach.
Two teachers with undergraduate degrees in American studies and American history, for
example, believed that history is a construction of human interpretation, and taught the
same event from various angles, such as political, social, and cultural perspectives. They
also used a variety of sources such as Jazz, novels, and graphs to grasp and represent the
atmosphere of the given period. In contrast, two teachers, with undergraduate degrees in
anthropology and political science, saw history as a collection of a series of facts, and
presented history without enough contextual knowledge, and only from a single
perspective.

Similarly, Wilson and Wineburg (1988c) in a study of two experienced teachers,
found that when the two case study teachers had thorough knowledge about the nature of
history as well as factual information, they organized facts and information surrounding
big ideas of the curriculum, and provided students scaffolding for big ideas that students
would encounter later. Consider Jensen, one of the two teachers, who understood that
authority, freedom, and representation are main themes across American history. Jensen
paid careful attention to the opportunities for students to encounter and reflect on these
themes and whenever she taught relevant themes, she prepared students to think about

those themes for future lessons. For instance, her American history course began with a
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conference on “Human Nature,” instead of a list of explorers in a unit of the “Age of
Discovery.” Students read excerpts from philosophers, such as Aristotle, Plato, Hume
and Locke, and various political leaders from U.S. history and European history, such as
Jefferson, Gandhi, Hitler and Mussolini, and presented these views to the class. Because
Jensen knew the same issues would reappear in the lessons about the Constitution, the
Bill of Rights, and federalism, she could prepare students for these lessons by having
them think about the same issues beforehand. She also provided several opportunities for
students to think about these issues by having them read textbooks, short stories, and
newspaper articles.

Hartzler-Miller (2000) closely examined two novice teachers who both majored in
history as undergraduates. During one school year, she interviewed and observed two
teachers, Julia and David. In her analyses of variations in their teaching over the course
of the year, Hartzler-Miller found that when these teachers were more familiar with a
topic, they were more likely to critically look at the textbook content. They also
presented to students more detailed stories about events in terms of individual and
collective actions and the contexts in which they occurred. These teachers also appeared
more able to explain a single event from different perspectives and more apt to use
multiple sources to help students learn about the topic. Hartzler-Miller’s study reveals
that, specifically in the case of novice teachers, content knowledge is a crucial lens for
deciding what and how to teach.

Although research confirms that there are chances when teachers who have better
subject matter knowledge teach better, there also seems to be evidence that teacher

knowledge is not the only factor that determines what and how teachers teach. For
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instance, VanSledright (1996), interviewing and observing Dr. Reese, a 14 year- veteran
secondary history teacher, who had a Ph.D. in American history, found significant
differences between what Dr. Reese understood about history and what and how she
taught. As a historian, Dr. Reese had been influenced during her doctoral studies by
revisionist historians and the scholarship of historiography, and knew the interpretative
nature of history. As a teacher, however, she chose not to address this aspect of historical
knowledge when she taught 9™ grade history. Instead, she strictly followed the textbook,
and emphasized the facts rather than the interpretations of history. Then what else than
teacher knowledge explains teachers’ decisions of what and how to teach history?

Teachers’ beliefs about history and teaching history. To answer this question, a
few researchers attend to teacher beliefs about history and history teaching. Through
intensive interviews with five teachers, Evans (1994) found that when teachers believe
that the purpose of history is to learn about other times, people, and places, they tend to
emphasize details of people and events, giving lectures and telling stories, while teachers,
who focus on teaching the skills of historical inquiry, tend to include more activities, such
as simulations or student debates. In both cases, teachers have a strong educational
background in the discipline of history.

Explaining a gap between Dr. Reese’s knowledge as a historian and practice as a
history teacher, VanSledright (1998) also hypotkesizes that Reese might have entered
graduate school with a firm objectivist epistemological stance about history and, despite
her doctoral studies, might still have had difficulties in switching her original
epistemological stance and in fully accepting the interpretative nature of history.

VanSledright also wonders whether the disconnect between Dr. Reese’s knowledge and
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practice might be due to the fact that she had not experienced or observed exemplary
teachers who knew how and when to emphasize the interpretative nature of history.

Together, these four studies illuminate how teachers’ disciplinary perspectives,
familiarity with the content and beliefs about the purposes of teaching history might
affect their decisions of what and how to teach history. While none of these studies
investigated how teachers’ subject matter knowledge affects their use of a particular
pedagogical tool — in this case, art — the existing research suggests that quite possibly,
teachers’ subject matter knowledge and beliefs about history might play a role in how,
when, and why teachers might use such a resource in their teaching.

Teacher knowledge about students and learning. Researchers also note that other
factors might affect what and how teachers teach. Teachers’ conception of the role of a
teacher, their understanding of students’ intellectual readiness, and external factors, such
as mandatory curriculum guides and the pressures of standardized assessment, have all
surfaced as potentially significant factors that shape instruction.

VanSledright offers two explanations of the discrepancy between Dr. Reese’s
knowledge of history and her practice. First, VanSledright suggests that the gap exists
because Dr. Reese’s school district curriculum and a department examination required
her to teach facts rather than interpretations and to have students refer to the textbook as
an authoritative and objective account of the past. Second, VanSledright wonders
whether Dr. Reese’s beliefs in students’ readiness or ability help shape her decision not to
teach the interpretative nature of history. Dr. Reese, for instance, spent more time in
discussing the interpretation of the historical event and the use of historical evidence in

an Advanced Placement class than in the regular senior class. Later, Dr. Reese told
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VanSledright that she believed that historical inquiry was not appropriate for senior
students outside of an Advanced Placement class.

VanSledright’s two hypotheses also seem to explain the case of David Parker, a
three year-novice World History teacher who participated in Hartzler-Miller’s study.
Hartzler-Miller (2001) found that although David knows the interpretative nature of
history and significant issues in the discipline of history such as objectivity, he wanted to
teach a coherent historical narrative rather than the process of historical inquiry.
Defining the process of historical inquiry as working with primary sources, David
believes that teaching the process of historical inquiry is impractical, given the limited
class time and variety of student abilities. Thus, in David’s view, the best history
instruction he could provide entailed conveying a broad and conceptual narrative in the
way that all of his students could understand.

VanSleright’s and Hartzler-Miller’s research suggest that there is no simple or
direct relationship between teachers’ subject matter knowledge and what and how they
choose to teach. Other factors intervene, including teachers’ assumptions about students’
readiness and/or ability, as well as district mandates and policies.

Where Should We Go from Here?

To summarize, findings from previous research suggest that art can be used to
motivate students to learn and remember more information, to engage with experiences
of ordinary people, and to discern beliefs and values of people from the given historical
period. Previous research in the discipline of history also reveals that art has been used
as historical evidence, which has helped historians understand the cultures and

mentalities of a given period and better communicate their understanding to readers. In
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addition, research in teacher knowledge and history education suggests that teachers’
subject matter knowledge of art and history, and their beliefs about history and teaching
history might be significant factors that explain teachers’ ways of using art. All three
lines of research confirm the importance of my two main research questions: How do the
teachers use arts in their teaching? How do their knowledge and beliefs about history and
history teaching influence their ways of using arts?

Most of all, while previous studies inform us about the potential roles of using art
in doing and teaching history, there are areas that previous studies fail to address. As
briefly mentioned earlier in this chapter, not many studies inquire into why the teachers
decide to use the arts in their classrooms. Which artwork do they want to use and why?
What do the teachers teach with the arts? How do they want to use the arts? What are
challenges that they meet while using the arts? In what ways are their rationales for using
the arts related to their purposes of teaching history in general? How does their
knowledge of art history affect their ways of using the arts? I believe that responding to
these questions will give us insights into why and how the teachers use the arts to teach
history. A thick description and analysis of why, what, and how history teachers use art
in their classrooms will enable history educators to understand which forces shape
teachers’ ways of using art. In the following section, I end this chapter by a brief
overview of each chapter.

Overview of Chapters

Chapter 2 aims to introduce to readers the ways that arts had been used in history

teaching and learning. I first define what ‘art’ or ‘the arts’ means in this study. Second, I

examine how the three schools of historians — cultural historians, social historians, and
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postmodern historians — use the arts or the idea of art in their inquiry. Third, I showcase
one case of using the arts in historical inquiry by analyzing two chapters from Schama’s
(1987, 1991) Embarrassment of the Riches: an Interpretation of Dutch Culture in the
Golden Age, and from Dead Certainties. Given these two chapter analyses, I will
illustrate the three different ways of using the arts in teaching history.

Chapter 3 explains the methodology for this study. I will explain the rationales of
why I chose the comparative case study as methodology of this study. I will also discuss
lessons that I have learned in collecting and analyzing the data.

Chapter 4 provides a thick description of how the three secondary history teachers
in this study used the arts in their classrooms. In order to do so, I will introduce the
teachers to the reader, and explain the goals of the units that they taught. I then illustrate
two or three critical lessons presented by each teacher. Finally, I will discuss how these
three teachers’ uses of the arts are similar to or different from each other and align these
different disciplinary logics with those exhibited by the three schools of historians I
discussed in Chapter 2.

Chapter 5 explains what these teachers believed about what history is about and
why history should be taught. Then it also explores the influences of their beliefs about
history and history teaching on their practice with the arts. This chapter consists of two
sections, which will be similar in Chapter 6. I first analyze each teacher’ beliefs about
history and history teaching, and then examine how those beliefs affect which artwork
each teacher uses, and how.

Chapter 6 explores the relationship between teacher knowledge about history and

their use of the arts. To analyze the teachers’ knowledge, I use Wilson and Wineburg’s
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(1988) five criteria and discuss the characteristics of each teacher’s knowledge. Then, I
discuss how each teacher’s knowledge might shape why and how he/she chose to use the
arts.

Chapter 7 concludes the study, discussing lessons that I have learned in my
investigation as well as factors — other than knowledge and beliefs — that explain the three
teachers’ use of the arts in their classrooms. I also discuss the implications of this study

for the field of history education.
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Chapter Two
Background
The Evolution of the Meanings of the Arts and How the Arts Are Used by Historians

The main goal of this chapter is to provide a background of the definitions of “art’
and of various ways in which art has been used as evidence in historical inquiry. In doing
so, I would like for readers to get a sense of what using the arts in teaching history would
be like and why historians, like the teachers, choose to use the arts. This chapter consists
of three parts. First, I define “the arts.” However, instead of selecting one definition over
another, I examine the history of the various definitions of arts, as well as the nature of
art. In doing so, I hope to identify the aspects of art that make art a valuable resource for
both history and history education. Second, I examine the three groups of historians and
how they use the arts — cultural historians, social historians, and postmodern historians. I
explore what artwork historians use and why. Third, I describe and analyze the ways in
which one particular historian, Simon Schama, has used the arts in his work — what
strategies he uses in using artwork and what content he communicates to his readers.
While this is a single, in-depth analysis, my goal is to provide readers with both broad
brushstrokes and fine-grained discussions of how historians use art. These, in turn, may
provide us with a sense of the possible logics available to teachers who use the arts in
their history classrooms.

Definitions of Art

Let us begin by examining how the definition of art has evolved throughout

history. Since debates concerning the definition of the arts focus on the nature of art,

including the significance and value of the arts (Beyer, 1998), the review of these
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different definitions of art over time will give us a sense of what the nature of art entails,
and of which features of artwork allow various historians to use art in their work.

There have been three major approaches to define art. One focuses on the “art
object” itself — a painting or sculpture, say — and explores the internal nature of art in
order to understand the characteristics of art. A second approach focuses on the process
of creating artwork. In other words, the first approach emphasizes the product of artistic
creation; the second, both the artist who creates the artwork and the process of making it.
Third, more recently, philosophers of art have provided us with another definition, which
attends to the quality of experience that art objects create, called “aesthetic experience.”
The history of the philosophy of art in Western culture suggests that the emphasis has
been moving away from the first (art as object) and second (art as process) approaches
toward the third (art as experience) (Beyer, 1998; Davies, 1991). Below, I describe each
of these approaches briefly.

The Arts as Artifacts

Representing the physical world. The search for the definition of art began at
least with Plato and Aristotle, the early Greek philosophers. While these two take quite
different stances toward the role of the arts in society, both philosophers believed that the
internal nature of the arts transformed ordinary artifacts into artwork. Plato (1944)
argued that the artist represents the mental ideal — for him, the reality — and the work of
the artist is to describe images from the mental ideal by copying individual appearances
of this ideal. Therefore, for Plato, the work of the artist should be judged based on

whether the artist imitates the essential nature [the form] of the reality.
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As a student of Plato, Aristotle (1932) agreed with his teacher’s definition of art;
however, he viewed art as an imitation of the physical world rather than the ideal. He
viewed art as an imitation or replication of the mental and physical world. Further
departing from Plato, Aristotle argued that creating a work of art involved mere copying.
And he emphasized the importance of the role of artists in representing reality.
Observing that artists decided on the medium and style by which they would reflect the
physical world, Aristotle concluded that not all artworks are equally art-full. Most of all,
Aristotle claimed that art was supposed to represent the universal features of nature such
as human emotions. By representing this universal feature of the human and physical
nature, the arts — for Aristotle — created an experience that helps the audience feel the pity
and fear, joy and rapture. And since these emotions were experienced secondhand, the
audience was freed from effects of the similar emotions that they might experience in
their real life.

Representing emotions and feelings. Other philosophers, such as Bell
(1914/1930) and Langer (1953), would agree with Aristotle: art represents and evokes
our emotions. They believe that certain feelings are personal and that emotions can be
represented by certain forms — lines and colors combined in particular ways. For
example, Bell (1914/1930), an art philosopher known as a formalist, defined arts
significant form. Langer (1953), a renowned American art philosopher, takes a similar
stance. In refuting the idea that the arts should be created for their own sake, Langer
argues that works created for a utilitarian purpose can be classified as art when the forms

represent human feelings and emotions.
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Representing cultural practices. While Bell and Langer emphasize the role of art
in expressing the artist’s personal emotions and feelings, some art philosophers argue that
the arts are instead determined by external factors, such as artists’ and art critics’
community, or the larger society. Dickie (1971) points out that whether a piece of work
is regarded as art is decided by the art world, including artists, art critics, and others who
are involved with the institution of art. Art, from this perspective, is a matter of
collective and constructed taste. Levinson (1998) elaborates, arguing that whether a
piece of work has any relation or resemblance to other works in the history of art
determines whether it is art or not. All these philosophers argue that art is defined by the
society’s or the community of artists’ expectations of what art is.

Dewey’s (1934) definition of the arts seems to summarize what these 20™ century
philosophers suggest: he sees the arts not as copies of real or ideal objects, but
reflections of emotions and ideas that are not only personal but also associated with the
society in general. For instance, Dewey argues that, historically, the arts of the drama,
music, painting, and architecture were created not for theaters, galleries, and museums.
Instead, paintings and sculpture decorated buildings; music and songs were inseparable
of the ceremonies and rites to memorialize people’s communities, traditions, and lives;
and drama celebrated and reenacted the legends and history of a group’s experience (p.
7). Thus, Dewey locates the roots of arts in the collective cultural life and considers art
as a cultural practice.

Art as the Process of Creating Art
While some philosophers of aesthetics emphasize the characteristics of art that

imitate and represent the physical world, feelings and emotion, and cultural practices,
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others argue that art also involves the creative processes entailed. In particular, artists
such as Shelley (1900) and Tolstoy (1898) consider art the process of creating art objects
(e.g., writing poems or writing novels), and both pointed out that one of the critical
features of art is that the artists express their personal emotions of fear, happiness and
sadness through the arts (p.511). Philosophers of history have suggested a slightly
different definition. Both Collingwood (1938) and Croce (1909/1953) consider art as a
process through which artists realize their emotions by giving these feelings a definite
form. In particular, Croce emphasizes the role of artistic intuition in the artist’s
motivation, and Collingwood argues that artistic creation is something that comes from
imagination.
Building upon these definitions of art, Dewey (1934) describes the qualities of the
artistic process as follows:
Any idea that ignores the necessary role of intelligence in production of works of
art is based upon identification of thinking with use of one special kind of
material, verbal signs and words. To think effectively in terms of relations of
qualities is as severe a demand upon thought as to think in terms of symbols,
verbal and mathematical. Indeed, since words are easily manipulated in
mechanical ways, the production of a work of genuine art probably demands more
intelligence than does most of the so-called thinking that goes on among those
who pride themselves on being “intellectuals.” (p. 46)
Dewey notes that creating art involves intellectual and creative activity that could parallel
what mathematicians and scientists do (Eisner, 1994). To Dewey, the process of creating
art involves not only emotional but also intellectual activity that should be taught and
trained intentionally in school curriculum.
Art as Aesthetic Experience

While philosophers who define art as an object assume that art represents some

kind of reality — the physical and mental world and further cultural practices — others
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view art as the valuable experience that the audience/viewer has when they encounter
these objects. These philosophers, thus, attempted to identify the qualities of experience
that turn some experiences into “aesthetic experience.” For example, Greene (1991)
discusses the meanings that art evokes through aesthetic experience. She argues that
when people hear and see artwork, they do not passively accept what the artists express
through the artwork. Since the artwork does not tell stories, the audience/viewer has to
participate in understanding what the artwork tells, or make meanings by themselves. In
other words, aesthetic experiences require the audience/viewer’s conscious participation
in a work, associated with emotion and imagination.

The experience of emotion and feeling. Beardsley (1983) argued that one of the
qualities of an aesthetic experience is its ability to inspire emotion and feeling in the
audience and viewer. Similarly, in describing what art could mean for human beings,
Dewey (1934) argues that emotion and feeling could bind parts of experience together
into a single whole. However, Dewey further asserts that the emotion does not exclude
the intellectual. “Intellectual” simply identifies the fact that the experience as having
meaning. The most elaborate philosophic or scientific inquiry and the most ambitious
industrial or political enterprise have something in common — aesthetic quality (p. 55).

Experience with imagination. Some art philosophers combined the first quality of
aesthetic experience — eliciting an emotional response from the audience/viewer with the
second quality — active intellectual participation — claim that an aesthetic experience is
really the exercising of the imagination. For instance, Collingwood (1938) emphasized
the role of imagination in enabling the audience/viewers’ emotional responses to artwork

— their abilities to identify with, live vicariously through, the arts.
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Definition for This Study

In sum, the evolution of various definitions of the arts suggests that there are three
approaches to thinking about the nature of the arts (art as artifact, art as creative process,
and art as aesthetic experience). Acknowledging these three approaches, philosophers in
education also attend educational features of art. For instance, art might help students
understand the physical world, as well as emotions and feelings of the artist — specifically
in teaching history, the mentalities of people from another time period. More
importantly, students’ experiences of the artwork might be different from their
engagement with other materials.

Given this history of the definition of art in mind, I am not going to use any
specific definition of art. Instead, I will use the terms “art” and “the arts”
interchangeably, and present below the definition of “the arts” offered by the U. S.
Congress that roughly covers all the three definitions: art as objects, art as a creative
process, and art as aesthetic experience. I also chose to present the U.S. Congress’
definition because it is will give us an idea about prevalent notions of art in the
contemporary society:

The term "the arts" includes, but is not limited to, music (instrumental and vocal),

dance, drama, folk art, creative writing, architecture and allied fields, painting,

sculpture, photography, graphic and craft arts, industrial design, costume and
fashion design, motion pictures, television, radio, film, video, tape and sound
recording, the arts related to the presentation, performance, execution, and
exhibition of such major art forms, all those traditional arts practiced by the
diverse peoples of this country, (sic) and the study and application of the arts to
the human environment (the National Endowment for the Arts and the National

Endowment for the Humanities, 1965).

However, as philosophers have taught us, and as the teachers who participated in

this study will illustrate, it is also important to think about the arts as something more
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than the objects created. And so for the purposes of this study, I will take heed of
Dewey’s urging to be generous in our definition of art, attending to the three definitions:
art as art objects, art as creative process, and art as aesthetic experiences.

Before turning to a discussion of how historians use art in their research, I should
also note that many of the scholars mentioned here have clear ideas about the
implications of the nature of art for school, education, and curriculum. Greene (1991),
for instance, emphasizes the educational significance of aesthetic experiences, focusing
on the meanings that arts can create by aesthetic experience. She argues that aesthetic
experiences require the audience/viewer’s conscious participation in a work. Knowing
“about” things is very different from imagining a fictive world perceptually, affectively,
and cognitively. Greene notes that in drawing students’ attention to shapes, patterns,
sounds, rhythms, figures of speech, contours, and lines, art helps students develop their
own understanding of artwork as evidence.

Historians’ Use of the Arts at a Glance

I now turn to considering how three schools of historians use the arts in their
inquiries. This is not a comprehensive review of how art is used in history, which would
be the subject of several dissertations in and of itself. Rather, here my goal is more
modest: to explore the relationships between different definitions or conceptions of the
arts and how these arts are used by various communities of historians. For example, as
we shall see, cultural historians often use art as artifact, while social historians use the
arts as expression of ordinary people’s emotions and feelings. Postmodern historians

consider history as art, thereby emphasizing the aesthetic experience of history.
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I begin by briefly discussing how the three schools of historians view and use the
arts in their inquiries. Second, I showcase how Simon Schama, a historian who has made
a name for himself through his skillful use of art (including engravings, paintings, and
folklore) use the arts (Gaskell, 1991). I chose Schama because his ways of using the arts
are quite varied. It is my hope that this brief sojourn into history more generally, as well
as the more fine-grained analysis of Schama’s use of the arts, will provide readers with a
sense of how the arts might be used in history classrooms.

The Three Ways of Using the Arts in History

Cultural history: Art as historical evidence. Traditionally, art has not played a
main role in historical research, although a few historians have used art as historical
sources to make sense of a society’s culture, including the beliefs and values of people
and communities. As Burke (1991) notes, it has only been during the last three decades
that historians have broadened their interest to include not only the history of political
events, economic trends, and social structures, but also the history of culture, everyday
life, and ordinary people. The increasing interest in cultural and social history drew
historians’ eyes to the kind of historical sources that they have not often used — art. The
publication of the special issues on art in history journals reveals this new interest in art
as historical evidence. A group of historians and art historians published a special issue
of The Journal of Interdisciplinary History (1986) about visual arts as historical
evidence. Another group of historians have published Picturing History series since
1995, including Burke’s (2001) Eyewitnessing: The Uses of Images as Historical
Evidence, and have examined the history of material culture, the history of the body, and

the history of religion using the visual arts as historical evidence.
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Although historians’ interest in art appears to be recently emerging, a handful of
historians have used the arts as historical sources as far back as late 19" century,
primarily using visual arts such as paintings and literature. In his book, The Civilization
of the Renaissance in Italy, Burckhardt (1860/1995) used 15™ century Italian paintings
and literature to identify characteristics of the Italian Renaissance. Comparing
Renaissance art to that produced in the Greek and Roman periods, he identified the
commonalities in the culture of Italian Renaissance and of Greek and Roman period.
Huizinga (1919/1996), a Dutch historian and author of The Autumn of the Middle Ages,
also used art as a critical source in his book. Exploring the age of the Renaissance in the
Netherlands, he analyzed styles in the visual arts and literature, claiming that given the
repetition of medieval styles in art, the Renaissance in the Netherlands might be simply a
part of the later Middle Ages, not a period of re-birth of a new culture. Aries (1962), a
French family historian, also reviewed visual arts and literature, using them extensively
in his Centuries of Childhood: A Social History of Family Life. Reviewing images of
children and adolescents in art over time, he argued that the modern concept of childhood
emerged in the 16" and 17" centuries.

Social history: Alternative resource. Like cultural historians, social historians
have used art to learn about the culture of socially invisible people (often women or the
“common” people), many of whom were illiterate and, therefore, not as well represented
in written and recorded artifacts (Bravati, Buxton, & Seldon, 1996; Burke, 1991). Micro-
historians like Carlo Ginzburg (1980) and Natalie Zemon Davis (1983), for instance, used
sources, such as the 15" century Italian paintings and folklore in rural France, to recreate

a mental world of Italians in the 15" century or beliefs and values of rural peasants in
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medieval France. Scribner (1981/1994), a historian of the German Reformation, also
uses the visual propaganda in woodcuts and book illustrations as his main source for his
argument in For the Sake of Simple Folk: Popular Propaganda for the German
Reformation. Scribner (1981/1994) maintains that, because most of underclass Germans
were illiterate (only 5% of Germans were literate in the 16" century), visual propaganda
was important for both anti-reformists and reformists in spreading evangelical messages.
Thus, analyzing visual propaganda, he posits, would be the most helpful way to examine
the beliefs and values anti-reformists and reformists wanted to communicate to the
illiterate masses, and what messages the underclass Germans were exposed to. Historians
interested in African American history also confront the problem of limited “official”
records and turn to the arts for insights and evidence.

Photography is another kind of art that historians draw upon as they try to
understand the everyday life of ordinary people (Burke, 2001; Davidson & Lytle, 1981).
Historians, particularly in the U. S., have used photographs as historical evidence in the
fields of urban and social history (Warner, 1970). Works by photographers who
documented the living and working conditions of ordinary people, such as Riis (1849-
1914), Hines (1874-1940), and Lange (1895-1965), have been examples that historians
refer to when they study urban history and social reforms throughout late 19" to early
20™ century and the migration during the Great Depression and the New Deal.

While photographs have been accepted as new evidence, historians have
nonetheless wrestled with the question of what photographs really represent (Burke,
2001; Davidson & Lytle, 1992; Harrison, 1996). Reviewing historical research in Britain

that includes photographs as a main form of historical evidence, Harrison (1996) points
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out that, because photography documents the moment something happens, some people
initially believe that photography is objective, a mirror of what happened. Yet, he argues,
photography also conveys the conventions and ways of seeing of a certain period of time
(the collective sense of what constitutes “taste,” as I described it earlier in this chapter).
For instance, Victorian photography resembles — in many ways — Dutch or French
paintings; this is not surprising since many Victorian photographers had been artists or
had received artistic training, and all of them were shaped by the central values of that
society. Similarly, Robert Coles (1997) argues that photographers make choices in both
the content of the photograph they take, as well as how they crop and edit their
photographs afterwards, in their efforts to make a point. Given these observations, it is
clear that the use of photographs as historical evidence requires that historians attend to
these more interpretive and artistic aspects of photography as they consider how to
interpret and use photographs as evidence. This is, of course, true of all the sources of
evidence that historians use to tap into the lives, morals, beliefs, and experiences of
people as they construct social histories.

Postmodern history: History as artistic endeavor. A third group of historians
who write about art are the postmodern historians. Their perspective is quite different
from that of the social and cultural historians, for they write about history as art. Of
course, this idea of history as art did not originate with the postmodern age, for many
historians — trying to capture the process oriented aspects of the work — have spoken of
history as an art or a craft (recall that crafts are included in the U.S. Congress definition
of art objects). Asked what would be the critical strengths that make a successful

historian, Bailyn (1994) explains the nature of the discipline of history:
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They have got to develop imagination in their work and a disciplined control over

their research. And much depends on motivation. Acquiring the discipline of this

craft — and it is a craft — is hard for some people. History can be an art, it is never

a science, it is always a craft, and to develop craft skills takes discipline,

knowledge of the traditions and accomplishment and errors of the past, and above

all motivation. (p. 636)

Similarly, in documenting how he helped both college and high school students
create and question historical narratives, Holt (1990) argues that while their work is
grounded in evidence, historians need imagination to assemble evidence and create a
narrative, a model, and a theory. Most of all, “there is always a gap between the story
accessible” through evidence and “the story to be reconstructed” (Holt, p. 11), so
historians need to fill this gap using their imagination, in Holt’s words, “disciplined
creativity.”

While all the three historians, Bailyn, Holt and Elton, emphasize the role of
imagination in historical research and at the same time historical scholarship that builds
the imagination, the postmodern philosophers of history, literary critics, and historians
have made a stronger argument by redefining the boundaries between history and fiction.
Challenging the view that history seeks to document actual past events and find a general
rule to explain them, this camp of historians and literary critics have claimed that th'ere is
no essential difference between history and fiction (Barthes, 1970; La Capra, 1983;
White, 1973). Focusing on the process of creating history and the imagination that work
requires, they maintain that although historians are thought to objectively tell what really
happened, they are never objective. Historical imagination is not based on objective or
value-free judgment of historical scholarship; history involves moral judgment, which is

always tethered to values and subjectivity. They must often use the same linguistic

devices that novelists use.
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Three assumptions run throughout this claim that history should be seen as art.
First is the assumption, already noted, that historians use linguistic conventions that
novelists use. These conventions make historical accounts sound as if historians are
writing about the past as “it really was.” Second is an assumption that historians
construct history out of the past as novelists construct stories — out of their experiences or
imagination. Given the fact that historians never experience the actual past and give their
past as novelists construct stories out of their experiences or imagination, a third
assumption is that historical accounts are always partly constructed. Based on these three
assumptions, some historians and literary critics claim that history is no longer different
from fiction, and define history as “a story about the past that historians create by their
imagination” (Jenkins, 1991, p.26) rather than “a record to show simply how it really
was”(Bann, 1990, p.2).

In sum, there appears to be a loose correlation between the three definitions of the
arts, different schools of historical work, and how those historians use art (see Table 2.1)

Table 2.1. Historians’ Use of the arts

Art History Historians

Cultural history Art as artifacts History of cultures | Burckhardt,
and mentalities of Huizinga, Burk, &
people in the past Aries

Social history Art as artifacts History of the Ginzburg, Davis, &
ordinary people Scribner
Postmodern history | History as art Historiography Barthes, White, &
LaCapra

A caveat is in order here. Although I have pointed out the loose associations
among various definitions of art and various schools of historical thought, these ideas

about art and its use in history are much more fluid. Much like Dewey, who pulled
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together very different ideas under the umbrella of “art,” so too historians can
conceptualize and use art in a variety of ways, making it nearly impossible to put them in
a single cell of any such analysis. My point here is not to make categorical comments
about the various uses of history or of the work of historians. My point is rather to
explore the varied ways that art and history commingle. To do that in more depth, I now
turn to the work of Simon Schama.
A Closer Look at Schama’s Use of the Arts
The Embarrassment of Riches. In his book, The Embarrassment of Riches: An
Interpretation of Dutch Culture in the Golden Age, Schama (1997) investigates more than
300 paintings, using them as sources to illuminate what Dutch affluence looked like and
how moral sensibilities and patriotism shaped Dutch behaviors in every day life, ranging
from ideas about how to educate children to ideas about how to treat women and
minorities. Schama’s use of art is by far the most extensive analysis of art in the name of
history to be offered by a recognized historian in recent times.
Schama’s skillful use of art appears when he depicts and discusses Dutch
affluence in the 17" century. Let us consider how Schama describes Dutch affluence:
How much property was good for the Dutch? On the face of it, in the most
miserable conditions that Europe had experienced since the fourteenth century,
the question was absurd. The Republic was an island of plenty in an ocean of
want. Its artisans, even its unskilled workers and its farmers (for it seems a
misnomer to call the peasants) enjoyed higher real incomes, better diet and safer
livelihoods than anywhere else on the continent... The country’s riches seemed
invulnerable to the scourges that fell upon the rest of the world with merciless
intensity. Capital begot capital with astonishing ease, and so far from denying
themselves its fruits, capitalists reveled in the material comforts in bought. At
mid-century there seemed no limit, certainly no geographical limit, to the range of
its fleets and the resourcefulness of its entrepreneurs. No sooner was one
consumer demand glutted or exhausted than another promising raw material was

discovered, the supply monopolized, demand stimulated, markets exploited at
home and abroad. Would the tide of prosperity ever ebb? (p. 323)
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Immediately following this paragraph, Schama exhibits an engraving that
occupies the next two pages (pp. 326-327). As soon as the reader finishes reading this
paragraph, and turns to the next page, he/she encounters New Church on the Botermarkt
(See Figure 2.1).

When we look at the engraving, it seems clear that the artist has captured the very
essence of the Dutch golden age: The streets are teeming with people, walking or by
horses or in carriages, or watching the events on the stage, be that a drama or speech.
Noteworthy too is that another new building is now under construction. Most of all, the
unceasing skyline of houses standing closely in continuous rows and the magnificent new
church at the center, where the architect seems about to finish his final touch, show us the
affluence enjoyed by the Dutch in the 17" century. By offering this picture, Schama is
doing more than illustrating his claims about Dutch affluence, he is offering the drawing
as evidence for those claims.

Consider another example. Schama also uses paintings and engravings to show
how Dutch parents wanted to educate their ch<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>