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ARTH 400 - Advanced Seminar in Art Historical Method: Rethinking Visual Narration: 
Myths, Religious Stories, Fairy Tales, Legends and Other Collective Beliefs and Accounts 
in Contemporary Canadian Art 
Dr. Loren Lerner 
 
Art over the centuries has been closely associated with narration, its content derived from 
mythological,  religious, historical, and biographical sources.  With the advent of modernism,  
narrative depictions were often rejected, but more recently, since the 1970s, through painting, 
photography, sculpture, video, installation and performance, artists have envisioned  new 
approaches to real and fictional narration to explore individual experiences and shared stories. 
The objective of this seminar is to study the diverse narrative paradigms of Canadian 
contemporary art and its interpretive potential to communicate meaning about history, 
spirituality, identity, gender, sexuality, and other significant social, political and personal themes. 
This endeavor will require connecting with artists, researching and writing about works on the 
CCCA Canadian Art Database (http://ccca.concordia.ca/), and creating engaging texts that are 
informative and scholarly yet accessible to a wide audience. The intention is to produce virtual 
exhibition essays for the CCCA Academy (http://ccca.concordia.ca/academy/), a laboratory and 
educational forum that under the auspices of the Gail and Stephen A. Jarislowsky Institute for 
Studies in Canadian Art at Concordia University is devoted to reinforcing research activities and 
creating communities of pedagogical practice. 
 
Tuesday 9:00-11:30 EV-3.760  (note:  EV-3.760  is booked to 12:00 for student meetings, etc.)    
email: loren.lerner@sympatico.ca; 514-848-2424 ext. 4698   
Office hours: EV 3.768, Tuesday, 13:30-15:30, by appointment.  
 
Table of Contents: 
Seminar Schedule       
Basic Requirements    
Assignments 
Assignment 1: Descriptive Texts for CCCA Works in All Assignments  10%      
Assignment 2:  Analysis of a Work of Art  30%         
Assignment 3:  Exhibition Essay  30%       
Assignment 4: Curatorial Texts on Works by Student Artists  20%       
Assignment 5: Participation in Peer Reviewing: 10%      
Assignment Aids and Specifications  
Guidelines for Peer Reviewing       
How to Analyse a Work of Art       
How to Write a Descriptive Analysis and Exhibition Essay      
Format and Style Requirements  
Rethinking Visual Narration Readings (Online & Library)  
Classroom Behaviour; Language of Instruction, Assignments; Academic Integrity          
 
Seminar Schedule:  
September 6  
Syllabus Overview;  Introduction 
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Email Loren by Sunday September 11 as an attachment on one PowerPoint slide the work you 
have potentially selected and the descriptive text for your Analysis of a Work of Art 
assignment. 
To see the PowerPoint of CCCA images and readings search FADIS in Google and log in with 
the username Avant and the password student.  Search "Narration" for the course. Click on 
"Course Materials."  
September 13  
9:00-10:15 Roundtable discussion  on peer reviewing based on the work and descriptive text for 
your Analysis of a Work of Art assignment 
10:30-11:30 Planning the Video: Evan Montpellier, Videographer  
September 20   
9:00-10:00 Rachel Harris, PhD candidate, Art History, Concordia University, on Fairy Tales in 
Contemporary Art 
10:15-11:30 Leopold Plotek, Artist, Studio Arts, Concordia University, on Classical Myths and 
Biblical Sources  
Week of September 20: Scheduled meetings with students to discuss Analysis of Work of Art 
and Exhibition Essay Assignments 
September 27  
9:00-10:00 Donigan Cumming, Artist, on Themes of the Body, Truth and Fiction, and Taboos of 
Representation  
10:15 Laura Endacott, Artist,  Fibre Arts, Concordia University, on Maternal Crossing   
October 4  NO CLASS 
Email Loren by Wednesday October 5 as an attachment the works on one PowerPoint slide 
that you have potentially selected for your Exhibition Essay assignment. Include on that slide 
below the images a three to four sentence summary of your project. 
October 11  
Dr. Shelley Butler, Anthropologist, McGill Institute for the Study of Canada, and Principal, 
Curatorial Dreams,  
Workshop as an  Engaged Interlocutor  on Your Projects  
October 18  
Assignment 1: Analysis of Work of Art presentations 
October 25  
Assignment 1: Analysis of Work of Art presentations 
 
November 1:  
Assignment 1: Analysis of Work of Art presentations 
November 8: Assignment 1 Due: Analysis of Work of Art AND Descriptive Text/s, paper and 
email attachment 
November 8  
Assignment 2: Exhibition Essay presentations 
November 15 
Assignment 2: Exhibition Essay presentations 
November 22  
Assignment 2: Exhibition Essay presentations 
November 29 
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Curatorial Text presentations 
December 6:  Assignment 2  due: Exhibition Essay AND Descriptive Texts, paper and email 
attachment 
December 7 Pop Up Exhibition 
Videotaping with Evan Montpellier 
December 13: Assignment 3 due:  Curatorial Texts AND Descriptive Texts, paper and email 
attachment 
December 22 
Final version of Assignments 1,2, and 3 due:  Analysis of Work of Art, Exhibition Essay, 
Curatorial Texts, Descriptive Texts and your peer reviewing of the Analysis of a Work of Art 
and Exhibition Essay, email attachment ONLY (no paper copy) December 6:  Assignment 2  
due: Exhibition Essay and Descriptive Texts, paper and email attachment  
 
Basic Requirements 
Assignments: Paper copy of  assignments should be brought to class and emailed as attachments 
to loren.lerner@sympatico.ca before the class begins except for the final version of all 
assignments, due December 22, email attachments only.  
 
Assignments must be typed, double spaced, 12-point Times Roman type, standard one-inch 
margins, WORD document. Endnotes and  bibliography, Chicago Style citation. Images with full 
citations placed within the paper. Copy and paste the images into the WORD document. Do not 
reduce the size of the image. See format, image citation, endnotes  and bibliography in papers by 
students in last year's Family Works seminar on FADIS.  
  
Assignments 
 
Assignment 1: Descriptive Texts for CCCA Works in All Assignments  10% 
Write five to eight sentence descriptive texts for all CCCA work/s considered in your 
assignments: 
-Analysis of a Work of Art  
-Exhibition Essay 
-Curatorial Texts 
Place the image and text in WORD,  text below the image. 
*See examples of descriptive texts by students in last year's Family Works seminar on FADIS.  
Also: Heilbrunn Timeline of Art History, e.g.: 
http://www.metmuseum.org/toah/works-of-art/50.41 
http://www.metmuseum.org/toah/works-of-art/1999.6 
http://www.metmuseum.org/toah/works-of-art/1986.138 
http://www.metmuseum.org/toah/works-of-art/1982.60.4 
http://www.metmuseum.org/toah/works-of-art/1982.60.31 
 
Assignment 2: Analysis of a Work of Art  30% 
This is an extended essay on a single picture. If possible include in your discussion similar works 
of art by that artist.   
Oral presentation: 10 minutes.   
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Written text: four to five pages of text (double-spaced).  
Also provide separately a five to eight sentence descriptive text of the work/s by the artist on the 
CCCA website. This text should not repeat verbatim what you write in the Analysis of a Work of 
Art. Place the image and text in WORD,  text below the image.  
 
See How to Analyse a Work of Art below.  
See also examples of the descriptive analyses by students in last year's Family Works seminar on 
FADIS.  
 
*Include at least eight sources. One or more sources should be from the readings posted on 
FADIS. List these sources as endnotes and in a bibliography.  You should include books, journal 
articles, artist websites and other internet sources.    Do not include Wikipedia articles in your 
sources, rather consult the sources recommended at the end of the Wikipedia article. 
For this assignment you should include works by the artist from: 
1) "CCCA Works for  Rethinking Visual Narration on PowerPoint" on FADIS  
2)  the CCCA website (http://ccca.concordia.ca/)  
3) historical works by other artists on the same theme. These must be copyright free images. See: 
Google Art Project - 455 museums/galleries  participate in the project. 
google.com/culturalinstitute/project/art-project 
Wikipedia 
For a listing of websites with copyright free images see: 
https://en.wikipedia.org/wiki/Wikipedia:Public_domain_image_resources#Art 
 
Assignment 3: Exhibition Essay  30% 
The focus is on the works of art, the formal aspects and content  (subject, theme, social, cultural 
and historical aspects ) that bring the artists and works together to form this group exhibition. 
The exhibition text basically consists of a title; an introduction; three to four works with at least 
one paragraph of five to eight sentences for each of the works; a comparative analysis of the 
works; concluding remarks; endnotes;  bibliography.  
Oral presentation: 15 minutes  
Written text: four to five pages of text (double-spaced).  
Also provide separately a five to eight sentence descriptive text of the work/s by the artist on the 
CCCA website. This text should not repeat verbatim what you write in the Exhibition Essay. 
Place the image and text in WORD,  text below the image. 
For this assignment you should include only works by the artists from: "CCCA Works for  
Rethinking Visual Narration on PowerPoint" on FADIS  
 
*See examples of exhibition essays by students in last year's Family Works seminar on FADIS.  
Also: 
Global Engagements in Contemporary Canadian Art: Thirty-Nine Exhibition Essays and Fifty-
Five Artists/ Art contemporain canadien et mobilisation universelle : trente-neuf textes 
d'exposition; cinquante-cinq artistes. CCCA Academy, 2014.  
http://ccca.concordia.ca/academy/2014/english/global%20engagements.pdf   
Envisioning Virtual Exhibitions. CCCA Academy, 2013. 
http://ccca.concordia.ca/academy/envisioning.html   
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*Include at least eight sources. One or more sources should be from the readings posted on 
FADIS. List these sources as endnotes and in a bibliography.  You should include books, journal 
articles, artist websites and other internet sources. Do not include Wikipedia articles in your 
sources, rather consult the sources recommended at the end of the Wikipedia article. 
 
See below, How to Analyse a Work of Art  and How to Write an Exhibition Essay 
 
Assignment 4: Curatorial Texts on Works by Student Artists  20% 
The curatorial text presents the artist, analyses the work and explains how the work is inspired by 
works from the "CCCA Works for  Rethinking Visual Narration on PowerPoint" on FADIS. 
 
Oral presentation: 5 minutes  
Written text: Curatorial texts for ca. two artists. The first paragraph of no more than three 
sentences presents the artist. The second paragraph of five to eight sentences is about the work of 
art.  Be sure to get a high quality J-PEG or TIFF from the artist. Place the image and text in 
WORD,  text below the image. No sources required (unless the artist refers to some writings she 
read when preparing the work.) 
 
 If you are an artist in this class one work and curatorial text can be your own.  
 
Also provide separately a five to eight sentence descriptive texts for the work the student artists 
chose from the "CCCA Works for  Rethinking Visual Narration on PowerPoint" on FADIS. 
Place the image and text in WORD,  text below the image. 
 
*See examples of curatorial texts by students in last year's Family Works seminar on FADIS:  
Also: 
http://canadianportraits.concordia.ca/catalogue.html   
http://picturingchildren.concordia.ca/2010/catalogue.html 
 
Assignment 5: Participation in Peer Reviewing: 10%  
 
This is:  
1) a review of one another's written text of Assignment 2: Analysis of a Work of Art and 
Assignment 3: Exhibition Essay. Email your review to the author at least four days before the 
written assignment is due. You should peer review with a different person for Assignment 2 and 
3. 
Use the WORD Review function. See "Track Changes" for suggesting changes in the text and 
"New Comment" for each of your comments. 
2) Peer review during class in response to each student's oral presentation. 
Include with your final submission on December 22  your peer reviewing for the Analysis of a 
Work of Art and Exhibition Essay.  
 
Assignment Aids and Specifications  
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Guidelines for Peer Reviewing 
Note: You are not expected to edit the essay. 
 
-Be specific in your comments. The more specific they are, the more helpful they will be to the 
author. Do not resort to generalizations.  
 
-Is the text’s point clear? What is the point? What questions does it answer, or what position does 
it defend? Does the thesis need to be clarified or limited further? Does it oversimplify the issues? 
 
-Does each paragraph have one main idea? Are the points of each paragraph distinguished from 
one another, or do you feel like the author makes the same point in more than one paragraph? 
 
-Does the text cite adequate and convincing evidence to support its points? 
 
-Are any of the essay’s points confusing, unclear or undefined? Identify them. 
 
- Is the introduction effective? Is it too general, cliché or full of platitudes? 
 
-Does the conclusion reflect development in the text, or does it merely restate what the 
introduction said? Does it introduce totally new ideas, reply on clichés or is it too abrupt? 
 
-How stimulating did you find this paper? (Respond openly and honestly; be critical and 
helpful.) Which parts of it struck you as tamest, most obvious, or least interesting? Which parts 
interested you most, and why? 
 
-How readable did you find the paper? Did the author’s writing style make it easy for you to 
follow the train of thought, or did it sometimes get in your way? Did the organization of ideas 
seem logical and sensible? If there were places where you got lost, bogged down, or confused, be 
sure to point them out. 
 
-What would you advise the author to concentrate on when she works on her revision? 
 Don’t ignore a problem because you don’t want to hurt a classmate’s feelings. Express your 
concerns tactfully and diplomatically but completely. Be as specific as you can. 
 
-Provide additive feedback—that is, make suggestions only about what the writer might add to or 
develop in the paper. For instance: “the topic sentence of this paragraph led me to expect you to 
focus on X, so I was confused that there was so much of Y and Z in this paragraph instead.”  
Avoid overly general comments, such as “I just didn’t get it” or “it’s great!” The lack of detail in 
these comments make them unusable to writers looking to improve their work. 
 
How to Analyse a Work of Art 
Analyzing a Work of Art: An analysis is separating into parts to understand the whole 
Basic questions: What is my first response to the work? (later you may modify or reject this 
response)? When and where was the work made? What is the title? Does it help to illuminate the 
work? 
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subject matter: What is the subject matter? Who or what can be identified in the picture? What 
if anything is happening? Two pictures of the same subject matter can express different 
meanings. The subject matter can be transformed by the artist, infused with intellect and feeling, 
in how the work is related to form. Form includes such things as the size of the work, the kind of 
brush strokes in a painting, or the surface texture of a sculpture. To get at the meanings of a work 
we have to interpret the subject matter, the material and the form as well as the socio-historic 
content and if known the artist's intentions. Gender, age, political convictions and social values 
will, to some degree, determine the meaning of a work.  
figure painting: If the picture is a figure painting, what is the relation of the viewer's (and the 
artist's) gaze to the figure(s)? If there is only one figure, is it related to the viewer by a gaze or a 
gesture? If the figure seems posed do you agree that the posing is a form of offering the self 
(perhaps provocatively) to the viewer? 
portrait: How is the portrait not simply a representation of a face that reveals the inner character 
but also a presentation or construction created by the artist and the sitter? How much of the 
figure does the artist show, how much space does the artist cause the figure to occupy and what 
effects are thus gained? What do the clothing, furnishing, accessories and facial expression 
contribute to our sense of the figure's personality? What is the setting? Is the sitter portrayed in a 
studio setting or his, her own surroundings?  
landscape: What is the relation between human beings and nature? Are the figures at ease in 
nature, dwarfed by it? What does the landscape say about the society for which it was created? 
How does the artist present a "social construction" of nature, nature as a hospitable place, or 
part of an endangered heritage or as a world we have lost or a place where a weary soul can find 
rest and nourishment? 
medium: What does the medium contribute? If the work is an oil painting, is the paint put on 
evenly, or heavily, giving a rich appearance and applied so thickly that it stands out from the 
surface to catch the light?  Or is it applied thinly, layers of translucent coloured oil glazes so that 
light passes through the layers producing a soft radiant effect? 
colour: Is the colour imitative of appearances or expressive or both? How are the colours related 
- bold contrast or gradual transitions? What are the expressive qualities of the colours?  
light: What is the effect of light in the picture? Does it produce sharp contrast, brightly 
illuminating some parts and throwing others into darkness or does it by means of gentle 
gradations unify most or all of the parts? Is the light theatrical or natural, disturbing or 
comforting? Is light used to create symbolic highlights? 
space: Do the objects or figures share the space evenly or does one overpower another taking 
most of the space or light? What is the focus of the composition, i.e. the ordering of the parts 
into a whole by line, colour, and shape. Is it something grasped at an initial glance or only after 
close study? Is the composition symmetrical or diagonally recessive? Are the figures 
harmoniously related by a similar stance or shared action or are they opposed by diagonals 
thrusting at each other? Diagonals may suggest motion or animation or instability, horizontal 
lines tranquillity (like reclining figures), vertical lines a more vigorous stability.   
depth: Does the artist convey depth, that is recession in space? If so, how? If not, why not? How 
is depth indicated, by overlapping, foreshortening, contour shading, hatching, shading or 
modelling, cast shadows? Is the perspective linear (parallel lines receding to give illusion of 
converging and meeting at a single point on the horizon)? Or does the work depend on aerial 
perspective for its effect, on scaled variations of colour, tone and form as perceived at different 
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distances? 
shape, size: What is the effect of the shape and size of the work? For example, a larger than life 
figure or portrait will be different from one 10 inches high. 
comparison: The most important factor for comparison is time and place because it brings into 
focus various factors of style and form. Comparisons of artworks that are products of the same 
place but different times reveal patterns of conventions. When conventions change in some 
fundamental ways one period has ended and another begun. Comparison across these historical 
divides helps to highlight the periods giving them an identifiable character.   
conventions: subject matter: persistent images, actions, and symbols in art works over time; 
cultural conventions (social influences): persistent ideas, values, beliefs and interests that 
explain why something produced in a particular environment looks as it does; formal and 
stylistic conventions: standardized regularized visual devices which persist largely unchanged 
over a certain time and which accord with the beliefs or understandings of an artist in a particular 
time and place. 
See also these sources: 
http://www.uwgb.edu/malloyk/art_criticism_and_formal_analysi.htm 
http://twp.duke.edu/uploads/assets/painting.pdf 
http://twp.duke.edu/uploads/assets/photography.pdf 
 
How to Write an Exhibition Essay 
Structure: 
1) The Introduction: Compose a thesis statement. This explains your main ideas. The paragraph 
guides your reader into the body of the paper.  Use the thesis statement as a kind of “roadmap” to 
tell the reader what’s coming and how it will be organized. Subsequent points should tie back to 
this thesis statement  Explain the focus of your focus is of your analysis. Then, "frame" your 
thesis. Tell your reader about discovering information that can help us understand a work of art 
better. Remember to put the artist's name/artists' names, the title(s) of the work(s) and the date (s) 
in the first paragraph. You can refer to the title(s) alone thereafter. 
2) Body: Describe and point out what you want the reader to notice. If you are going to include 
the artist biographies,  begin with a short summary. Most of your paper should be about the art, 
not the life of the artist. If you are having trouble with organizing your paragraphs: Try 
summarizing (in notes to yourself or in an outline) the topic of each paragraph in a single 
sentence. This will allow you to see whether you’re dealing with more than one topic in a given 
paragraph, and whether you’re dealing with the same topic in multiple places. It can also help 
you see your structure and improve the overall organization and flow. 
Make sure your arguments are constructed in a parallel fashion: Establish a sequence of 
information. Consider the paragraph a unit of information. Each paragraph should discuss one 
topic within the quantity of information you plan to cover. Write about the connections between 
what you described in these analyses and what you declared in the thesis statement. When you 
have analysed all the examples, synthesize: compare and contrast. 
3) Conclusion: Reiterate the thesis. Remind your reader about your findings in a summary 
sentence or two. Persuade the reader that you have demonstrated that your thesis is sound based 
on your findings. 
 
See: http://arthistory.about.com/od/arthistory101/a/how_to_write_a_paper.htm 
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Format and Style Requirements: 
Papers are typed, printed on white paper, and double-spaced with one-inch margins on one side 
of 8-1/2 x 11 inch paper in 12-point type, Times Roman, WORD document. Do not justify the 
right-hand margin. 
Papers start with a separate, unnumbered title page. The title page includes your name, date, and 
the title of the paper. The title page does not count in the overall page count. 
Pages must be numbered consecutively. Page one begins on the page following the title page. 
Place the images within the paper. Copy and paste the images into your WORD document. Do 
not reduce the size of the image. Place the full citation below the image from the CCCA 
PowerPoint on FADIS (or from the Internet for works not on the CCCA website). 
Fig. 1. Frances Ferdinands,  Blessing of the Bread, 2006,  acrylic on canvas, framed, 48 x 28 in., 
http://ccca.concordia.ca/artists/work_detail.html?languagePref=en&mkey=66734&title=Blessing
+Of+The+Bread&artist=Frances+Ferdinands&link_id=1882 
Do not indent paragraphs. Drop a line between paragraphs. 
Papers are stapled or secured. No plastic binders or covers should be used. 
Documentation: Notes and Bibliographies: Chicago Style Manual 
http://www.chicagomanualofstyle.org/tools_citationguide.html   
http://library.concordia.ca/help/howto/citations.html 
quotations: It is best not to use direct quotes  If the quotation is central to your analysis keep the 
quote to no more than two sentences. Try to interpret and analyse the issues in your own words 
whenever possible. There should be a good reason for using a quote; don’t use one just because it 
sounds better than what you can write.  Any arguments, ideas, and insights of others, as well as 
paraphrases of another scholar’s words or ideas from articles, books, or any other source require 
a citation in an endnote. In other words, if you take wording, phrases, whole passages, ideas, or 
the logic of an argument from someone else you must acknowledge your source. To not do so is 
to plagiarize, a serious academic offense. 
Notes: These follow the last text line of your paper, and precede the bibliography. The endnotes 
are single-spaced.  Format: Endnote numbers in your text must be consecutive. The numbers are 
indicated in superscript (a raised number: 5 ) in your text. The note number usually comes after 
the final punctuation of the sentence.  
Bibliography: All sources cited in notes must also be listed in a separate bibliography. The 
bibliography is after the endnotes. The bibliography is single-spaced with one blank line between 
entries. The bibliography is alphabetized by author’s last name. 
For examples of notes and bibliography see papers by students in last year's Family Works 
seminar on FADIS. 
Other Issues: 
-Give full names of artists the first time they are mentioned; thereafter, last name only. 
-Titles of artworks should be capitalized and italicized.  
-Exhibition titles and titles of exhibition catalogues should be italicized. 
-Give the full name and place for museums or collections, i.e., National Gallery of Art, 
Washington, D.C. 
-Whole numbers from one through ninety-nine are spelled out. Numerals are used for larger 
numbers.  
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-Centuries and decades can either be spelled out or denoted through numerals. Twentieth century 
and 20th century are both correct. Do not use apostrophes when noting a decade or century. “The 
1950’s were marked by consensus.” is incorrect. “The 1950s were marked by consensus.” is 
correct. 
-“e.g.,” means “for example,” while “i.e.,” means “in other words.” 
- The citation is placed under the image and includes the following: figure #, artist’s name or 
culture, title or description of work, date, medium, dimensions if known, and location.  
-You do not need to cite a source (i.e., a web address or a book) for your illustrations. It is 
enough to provide complete label information as above. 
- References to illustrations should be made in the text of your paper in the following form: 
(Fig. 1), (Fig. 2), etc. 
-Sample illustration reference: Michelangelo’s David exhibits an excellent understanding of 
human anatomy (Fig. 9). 
 
Rethinking Visual Narration Readings (Online & Library)  
 
Ackland Art Museum, Five Artists Five Faiths: Spirituality in Contemporary Art. Chapel Hill, 
NC: Ackland Art Museum the University of North Carolina at Chapel Hill, 2004. [N 8248 S77 
F58 2004; pp. 31-41]. 

Asavei, Maria-Alina. “Sacred Cruelty in Contemporary Art and Popular Culture.” Lithuanian 
Journal of Anthropology 1 (2014): 6-20.  

Avramidou, Amalia and Denise Demetriou, eds. Approaching the Ancient Artifact: 
Representation, Narrative, and Function. Boston & Berlin: Walter de Gruyter GmbH, 2014. [N 
72 A56 A68 2014; pp. 468-482] 

Baas Jacquelynn and Mary Jane Jacob. Buddha Mind in Contemporary Art. Berkley, Los 
Angeles & London: University of California Press, 2004. [NX 504 B84 2004; pp. 19-26; 37-47]. 

Baert, Barbara, ed. Fluid Flesh: The Body, Religion and the Visual Arts. Leuven, Belgium: 
Leuven University Press, 2009. [BT 741.2 N7570 F58 2009; pp.67-80; 89-105]. 

Baldessari, John and Meg Cranston. 100 Artists See God. New York: Independent Curators 
International, 2004. [N 8248 S77 B35 2004; pp. 10-12]. 

Barolsky, Paul. Ovid and the Metamorphoses of Modern Art from Botticelli to Picasso. New 
Haven, NJ & London, UK: Yale University Press, 2014. [ N 8224 M46 B37 2014; pp. 7-21; 
195-207] 

Barolsky, Paul. “There is No Such Thing as Narrative Art.” Arion 18:2 (2010): 111-123. 

Roland, Barthes. “Mythologies.” In Cultural Theory and Popular Culture: An Introduction, 
edited by John Storey, 118-126. Harlow, UK & New York: Pearson Longman, 2009. [E-
publication & CB 19 S7454 2009eb]. 
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Bernstock, Judith E. “Mythology in Twentieth-Century Art: An Overview of a Humanistic 
Approach.” Artibus et Historiae, 12:27 (1993): 153-183.  

Bronson, A.A. “A Letter to MONTREAL: Making Love with Jesus.” Journal of Canadian Art 
History 33:2 (2012): 198-212.  

Brook, Vincent, editor. You Should See Yourself: Jewish Identity in Potmodern American 
Culture. Piscataway, NJ: Rutgers University Press, 2006. [NX 652 J48 Y68 2006; pp. 157-175]. 

Bruner, Jerome. “The Narrative Construction of Reality.” Critical Inquiry 18:1 (1991): 1-21.  

Buljan, Katharine & Carole M. Cusack. Anime, Religion and Spirituality: Profane and Sacred 
Worlds in Contemporary Japan. Sheffield, UK & Bristol, CT: Equinox, 2015. [ NC 1766 J3 
B85 2015; pp. 63-74; 100-115; 187-208]. 

Bull, Malcolm. The Mirror of the Gods. New York & Oxford: Oxford University Press, 2005. [ 
N 7760 B85 2005; pp. 89-111; 116-121; 153-172; 182-194; 219-222; 310-317; 380-395].  

Cachia, Amanda, curator. Pandora’s Box. Regina: Dunlop Art Gallery, 2008.  

Centre Pompidou. Traces du Sacré. Paris: Éditions du Centre Pompidou, 2008. [N 6488 F8 
P3837 2008; pp. 173-183; 203-215; 245-259]. 

Dauenhauer, Nora Marks and Richard Dauenhauer. “Raven Stories.” In Sky Loom: Native 
American Myth, Story, and Song, edited by Brian Swann, 279-293. Lincoln, NB: University of 
Nebraska Press, 2014. [E 98 F6S55 2014]. 

Dinan, Susan E. and Debra Meyers, editors. Women and Religion in Old and New Worlds. 
London & New York: Routledge, 2001. [BV 639 W7 W6153 2001; pp. 93-112].  

Elkins, James. On the Strange Place of Religion in Contemporary Art. New York & London, 
UK: Routledge, 2004. [FADIS; N72.R4 E44 2004eb; pp. 5-7; 105-116]. 

Elkins, James and David Morgan, editors. Re-Enchantment. New York & London: Routledge, 
2009. [N 72 R4R44 2009; pp. 109-129; 158-179]. 

Francis, Richard. Negotiating Rapture: The Power of Art to Transform Lives. Chicago: the 
Museum of Contemporary Art, 1996. [N 5020 C57 M886 1996; pp. 34-47]. 

Friesen, John W. & Virginia Lyons Friesen. Canadian Aboriginal Art and Spirituality. [E 78 C2 
F755 2006; pp. 31-47;163-183]. 

George, Mark K. and Daria Pezzoli-Olgiati. Religious Representation in Place: Exploring 
Meaningful Spaces at the Intersection of the Humanities and Sciences. Basingstoke, UK: 
Palgrave Macmillan, 2014. [E-publication; 1-12]. 
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Artexte 
The library has 23,000 art books, magazines and other published works that may be consulted in 
the reading room. Before you visit Artexte consult the library catalogue and digital repository 
available on line: 
See: http://e-artexte.ca/ Location: room 301,at 2 Sainte-Catherine Street East; tel. 514-874-0049.  
Open to the public: Wednesday to Friday: from 12 to 7 PM; Saturday : 12 to 5 PM 
 
Classroom behaviour: The Department of Art History supports student use of technology in the 
classroom only when that use is directly related to the lecture, such as using a laptop for the 
purpose of taking notes, or using the Internet at the professor's request. Using technology to 
engage in email, gaming, text messaging, chatting or surfing the Internet is not permitted during 
lectures. Not only does this use interfere with the user's own capacity to listen and learn, it also 
disturbs students sitting nearby. Any technology that captures images of other students without 
their permission is also in violation of Canadian privacy laws. 
Language of instruction, assignments, and tests: Lectures, course materials, and assignments 
will be given in English. Students may write in English or French. Structure, grammar, spelling, 
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and writing style are graded, as well as research and critical thinking. Writing assistance is 
available through Learning Support:  
http://www.concordia.ca/students/success/learning-support.html 
Academic integrity Students are reminded to review the Concordia Code of Conduct to be 
certain that they are not guilty of plagiarism or other unethical practices. The Code of Conduct 
(Academic) is a University policy that outlines the procedures by which academic honesty or 
integrity is enforced. It outlines offenses, procedures for dealing with offenses and possible 
sanctions if charges are upheld. The Code of Conduct (Academic) can be found in the University 
Calendar or on the Concordia website at 
http://www.concordia.ca/academics/undergraduate/calendar/current/17-10.html. Please pay 
particular attention to Section III which outlines well known offenses, such as plagiarism, and 
some you may not think are wrong, such as a multiple submission.  
 


