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N

This guide will help you ta complets the IB viualarts course
sucasssfully. It has been writtan ta bath inform and inspire stdants.

It indudes a wealth of ideas ta challengeand stretch your creativity,

but also plenty of suggestions to save you time and help you to warle
effadtively. You @an choose ta use this baalias a guids throughoutthe
<caurse, or simply a5 a reference baalt ta reach forin a mament of panic
when you nead answers ta yaur questions!

The course has threeassessed camponents that have different weighting
for assessment:

the camparative stdy warth 20%
the pracess portfolia warth 40%
the exhibition worth 40%.
And there § a ltey element that is nat assessed: the visnalarts journal.

There b na set arder ta fallaw a5 you complets the warl
necessary far the visualarts course, but your tzachers
will structure lessans ta achievea balanes between the
three assesed companents. W have arganized this baalt
ta reflect this flexibility. We start with an introduction ta
the visual arts journal a5 you will use thi throughoutal
parts of the course, then there isan intraduction ta the
formal dcmﬂns of art, follaweed by 3 section an cach of the
t5: the parative study, the pracess
portialio and the exhibition. There isa detailed glossary
praviding the subject-specific language that is essential for
all areas of the course. Finally a bibliography and list of
recommendad reading suggest inles ta help you expand the
ideas we introducs.

ize y I with the cantent of thi baalt Read the shart saction
an the visual arts journal first 35 this & an impartant part of your studies.
in visualarts and then loal at the intradudion ta each section $a you
FRin a sense of the whale course. Fliddun g through the stdent examples
willalsa help you ta geta feelfar haw past sudants have praducad
warlt to meet the & ds of the teriteria for each d
component Omee you are familiar with the scape of the boal then
you will Jimaw where ta kol foradvice thatis relevant ta the different
demands of the caurse.

Your teacher will have intradncad the Wisual ares guide ta you. This & the
affidal course sylabus that tells students, teachers and examiners the
raquirad content and assessment methads far the course. Itis mportant
that you understand exactly what} required of you in chagsing ta
study thi course. The guide § essential, but this baal will help you ta
bettar understand the language that has been used in the official guide.
Italsa expands on the ideas for practical prajects thatreally help you ta
meet the criteria a5 wellas giving plenty of picturess to ilnstrate whatis
actually meant!

Whs
The vsualampumahs the m{mmpaﬂamlm'xm\gtoolfor your ¢ourse. In
the fallywing <hapters there are plenty of suggestions of ways you can use
your joumal to supprt each coraponent. Here you <an find araon: general
introduction to the concept of the visual arts joumal and the different fomns
itaan tale. You will use it hroughout your visual arts course.

The viualarts course is studin-based. What this raeans is that during
your time following the course, you will be adopting the worlk practices
and habits of a worldng visualartist. The Diplora Prograrare & a
university raatriculation course, §o you won't have all of the artistic
freeda: that you raighti ine artists to enjoy. Afterall your worl

will be assessed against standardized assessment diteria, therefore, it will
need to coraply with a range of spe dfic requireraents and will need ta be
subraitted in particular forms, but you will be expected to approach your
art-raaling a5 a part of a dicipline-based practice where you develap
ideas, nvestigate concepts, develap sldll and techniques with raaterials
and mediaand, ultirately, coraplete a body of artworls.

Many artists, bathin the pastand today, use sarae forra of visual ans journal
a5 a partof their art-malting practice. Sletchboalss, visual diares, viual
Jjournals, natebaalts, wodtbaalts —a whale mnge of different terrns are used
to desceribe thern, and probably even raore varied § the different ways that
each individual artist will use thera, but what they have in coraraon i how
<ritical they becorne to the artistin their art-realing practice.

This sh sketch of zn st instalixtion in

Real ai visual
progress by Bitish 2ms(Andy Goidaworthy & the Chatezu de Chaunont-sur-Loire
in cental Aance. itis enttied "Gp-shaped caim of slates".

% Thinking skills

“Wisual' iz a keywerd when
thinking abzut the visual arts
Jeurnal, and being visual is the
key tokeeping a successful
Jeurnal. Itis awayte make
your thinkingvisible. Try
using sketches, annctated
images and diagrams, flow
<harts, conceptwebs and
ming maps in differentways to
ToMMUNKate Lour processes
and your art-making practice.




Drganize your ekctrenic records
carefully.ds part of your journal
you willtake many photographs.
Whether you use a camera of
your phane, overtwe years itts
very easyte accidentally delete
orsimply foerget where you have
stored the fiks. Simibriy, if you
upgrate your phone —of kse

it —allthose records are gone.
Secownkoadt your files toa safe
fokier ant back everything up on
one ofthevarious clowd storage
systems available. Yourscheol
will prebably create a shared
fokier for you toputthese in —

if they con't <o this you couk!
suggestthatthey <.

The journalis not formally asessed or maderated, butitisa
fundamentalactivity in the course, and will feed inta the three assessed
companents. itis the glue that sticls them tagether! Farmany students,
the visnalarts journal will be the sources of mast of the evidence that
they will use ta put tagether their process portfolia and all of the
research for their compartive stdy. f used well your visualarts
journal will bea comprehensive visual and writtan record of your
develapment 3 an artist thraughaut the course.

You will recard:
abservations from real-life experiences through naotss, drawingsand
phatagraphy
yourrssearch from baalsand eledtronic media inta ather artists’
warls, visual stimuli and contexmalideas
your interactians with your teachers and class critiques
your referencss sa thatitis «asy ta add citations when you submit
assassad warlt

You will experiment:
with new sldlls and tachnalagies
with new concepts and ways of warldng.

You will practise:
refining your exjsting art-maling
writing text for your exhibition curatorial satement, far your procsss
portfolio and far the camparative study.

You will reflect:
an the develapment of your new ideas and evalats plans for pracsss
partalia prajects and your exhibitian
an visits to museums and galleries and on artit visits and warlishaps
an the challangess that you faceand haw ta imprave your art-maling

an your awn develapment a5 an artist through your art-maluing.
practics.

Keeping your visual arts journal by yoursideas you warle on artwarls
will enable you ta refer bacl to the original ideas, sletches and saurce
images that have been used. You @an recard the names of colours that
you are using a5 well 35 the cambinations and theratios that you are
mixing to praduce the paricnlar hues. When you encountera prablem,
you @n deetch varions alternatives in your viualarts journal until you
finda worlable solution. You anaka male a nate of any feedbacliar
suggestions you value from your peers and teacher. A5 your schaduled
dass time cmss ta an <nd, you @an male quidt notss ta remind you
where you got up ta, and what you were going to do next. These can
bacome the goals far your next lessan and will allow you ta refacus your
attention ta your atherareas of study until next time.

The visual arts course doesn't typically generate the sarae kevel of
conventional homewarl thatsorae of your other subjects will but
allocate same of your horae study tine to revie w your visual arts journal
and passibly follow up ¢n sorme of the valuable suggestions given to
you during studia tirae by your teacher or peers. You could undertale
and record some critical nvestigation intg an artist or artwaorl that your
teacher suggested your wont was beginning to reraind therm of, reflect
QI YOUT progress with your cqurrent worle, or start ta thinlaboutideas
and images for that next piece of studio wort.

For

There is no presaibed fomat for your journal. The cure gives you free
<choke in deciding what farm it should tale: a collection of sletchbaols
and baqlts, a singke hardbound boalt, ¢l ic files QN yQUT COTaputer,
Tecord; of experiraents, an artits falio, ora corabination ofall of these. In
fact, youmight find that you switch between forres of visual arts journals
a5 youexplhre differentart-maling fomas and media. You might find that
using a farrn of electronic journal raight worle better for you while you

are worling on a sareen-based art-raling forma, for exaraple. The journal
oould be asingk sketchbaal or dazens of notebaals. Itcan be lang or
short, sraall and private, or large and public. You can write in inde with

a quill pen ¢r dictate your thou ghts directly anto your phane. Itrajght
indude ph ths, filras and rdings. It will definitely indude notes,
anngtations and reflection. Of course there will be drawin gs, saibbles and
Taess! In other words, the viual arts joumalis a general term for whatis
ltely to be a nuraber of different ways you recard visual aeative worlt.

You will eventually be presenting bath your pracess partfalio and
<coraparative study ta be viewed foragesment on a horizontal sereen.
The most tirae -effidentapproach is to use a sketchbool of a sirailr

You are likely & want o use
awide selection of pages or
extracts from pages friom your
visualarss journalas partef
yourprcess poertfolic. Itwill

pay dividends if youtake the
apprachofeonsidering every
page as a petential precess
partfolic screen Aways be
mindful of yourpresentation amd
the legibility of yourwork. Joumal
pageswill need & be scanned
of  forinclusicn

proportion for your vikualars journal, allawing you ta scan pl
pages — some ofthe exaraples in this chapter da this. However, use
whatever worls best in yourarnt-maling pradctice. Chadse the raost
appropriate ways of recording the developraentof a bady af warl,
as wellas your own developrent as an artist.

Before you start, laoltat the exaraples in this section of haw your
Jjournal will connect to the assessed areas, as it is in these cormponents
that the learning froma your journal will be presented ta be assessed.

Usir i I DOI
The core of the syllabus expects students to leamn through engaging with
three areas: visual arts in context (artists and why they malte art), visual
arts me thads (ways of raalung art) and corrnunicating viualants (ways
of presenting ideas). In practice this raeans thatin yourart ¢hsses your
teacher willhelp you to engage in a wide range of different activities,

all of which will feature in your viualars joumal. Below are waysin
which you could use yourjournalas part of this learning.

Theoretical practice: Thinking and ideas
This willinchide Ialing at other artists and considering how we malte

jud 5. You mighteval ideas such as ferinim, calonialisra or
gender-based issues in relation to conteraporary art as wellas using

in the process partfolic, so itis
imperantthat them i adeguate
contastbetween any text and
the background, amd that the
size of the textwill be legible on
SCrEER




This i a Parciora's botof keas
ferwhen you getstuck, or needt
teshake up your creative work,
forwhen your art s becoming
repettive or bering. Firct or
makea container — it coukibe
an envelope, atin, a basket, a
shoe box; you mlghtwamto
give t extra value by <

histarical framewaorts for traditional art. Much of this material will
beinchidedin your comparative stdy. Cansider haw pracsssesand
tachniques are used ta express ideas: this will become part of your
pracess partfolia. You can explore different ways of communicating
these concepts by malung notesand perhaps audio recordings for your
journal butalsa reflact on the maost ful ways of p ingideas
in prepamtian for your final exhibition.

Art-making practice: Doing stuff
You will create with neww media and evaluate which materiak bestsuit

it or making your container
frem scratch.

Thenprepare astack of carcls
arct on each one wiite a wort
— these are going to be your
inspiraticn triggers. Think of
ualities such s reugh, hard,
thick, silken are! 5o on. Think
ofvalues such as refined,
tiny, large, colourful Think

of materiaks arc! substances
such as string, chalk, charceal,
sharpies, cil, sugar. Think of
what i impertant to you such
as sunshine, bagels, the sea,
<tops. Think of feelings su:h
as sad, reflective, instinctive,

youri Experiment in a meanin ghul way, refine your chaices
and select which art activity expresses your ideas - the journal will be

an ss5ential element in this pracess. This will develap inta a bady of
artwarl for your exhibition and it is in the journal that you will organize
the connections and prepare the taxt ta suppart your presentation. Mast
of this materal will become part of your pracess partfalia.

Curatorial practice: Presenting stuff

Respond ta the interadtions you have with other art through exhibitians,
artist viits and warlishaps. Then evaluate what is maost relevant ta your
awn artworle. This  when you will cansider the impact you would

lilte your exhibition ta have an the audisncs by synthesizing all your
recardings in the journal inta the assesed exhibition.

Haw will material from your journal be trangferrad ta the assessed
T 52 You might complets your joumal as dear, arganized
Jetchboalt pages thatcan be direetly scanned inta the procsss partfolio.

angry, impulsive.
If you work with a frient you
<anaddwordstoeachother's
bat. Inspare moments ack! new
words. Thenwhen yourwerk
gets <ull, pull sut three words
arxt usethem to change your
klexs. A rough anct impuks ive
<rawin gof your deog, for
example!
5

)i ;mu <o this, you mightchacse an A2 landscaps format that readily

a hat dents tale this approach even far
their ive study. However, most d use the journalas a
developmental stap thatthey then rearganize for presentation. Sa sletches
mads in your journalmay say there as fist trials ar and up phatagraphed
ar scannead in 35 proces; portiolia sereens where they are combined
witha phota record of studio expen. i and the devak tof
exhibition pieces, maling a cherentracord of your an]aumcy

1 you chaoseta lteep an clectronic journal then word procsssed text
<an easily be pastad inta final presentations. If you prefer ta liaep the

P 1tauch of handwrittan natss, then yau will prabably need ta
type themup unless you haverealy clear handwriting.

Linking the journal with the comparative study

You will be Jreeping research notss and wiiting dr ft paragraphs justas you
da when you prepare for an esay, butjounal wadt far your compaative
study shauld alsa be visual sa thatyau are aquippad ta malte sxdating
Juxmpositions and graphics in the sereens you submitfor assesment.
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tegand teghan e prepaing
topics fortheircoorparative s dy.
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on 7 bige scale — they have pread
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N @ itee man net. Meg has taken
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ol waves. Meghan inew thatshe
wented to wnte sbout Alexander
e Queen, but wes unsure how to
develop connections. Hertezcher
has suppested thenes and she &
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4 On isicAnthony is

in Aicesso snd Matisse. Thisis the firstsege of hE research

Y
on Matisse use of colcurice his co
diectly tothe panngs in the gafieny.

4 Caand Beciy are sketchngin the Stediijk Museunrin Amsterd s, The point of these drawings is to Sow down and fook

caediily. Th anb

5h

i

by the

dertocite these ify cu use this textizter] znd observations

of fomea qu ities and Iunc;'on 3

e sketchir

£
obsetwe how othersrespond @ the arovors znd to think zbout the way the works e presen ed.

you toconsifer the relticnshil

he used sticky coloured paper znd shapies © espond

© the gafleny sudience — o

o thec:

+ Kensns wort on Ozl in the comp

study chap ter. Heve are three esnly pages froor her

Joumaks. in the firstshe makesrough nicesin fiont of the p i
Quaiities znd the third is p att of herresearch into Ozl himsel.
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Chinese

el

S

== 3

ing, N the second she devebps @ focused analy s of el

G and Catoiyn visited an exhibition of Chinese
painong. Sxci in the studio they a1e expenmenting
with brush znd ink in the Chinese (5n fofd
siechbooks they bought o€ the gafeny. These
Ppraccal expeniments aie nicefy combined with
tesezich in matenas snd funcoon. Some of these
pages zte cearenough o be direcol incuded in
etherther process portiolio or their comp arztve
study.

P ——




Linking the journal with the process portfolio

A5 has already basn said, sometimes your journal and your pracsss partfalia
are the same thing! Natice haw aften this is the case in these examples |

This dcubie p spe spread was presented forzssessment 35 partof fonathsn’ process potiolio, but
itisin ict 7 cofizg et in i fomnzes: fis ph phsofows,
hispreparatory skeches and s fton A stop anineton.

[Becrtifed SOENCE /

Sensitre Chews

Thisinvestigetive joumal page coull exsiy be scanned 35 7 complete precess porfodio screen.

BEETTT S VG rs AR NN YRR T RAMRER L T
F S\ ot
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ow

Taking photographs is an ivp ortantp st of sl arists‘woek. OVten tenzin il itheutreffectn g on how they will
feed into Sudio idess. Sefecongand presentingphotosin herjoum s hizs hefped Sophiz tothinkbouthiow to comp ose her
exhibiton scuipture piece. On the next page she begins o reffect on theseideas and make prefininany stetches

R AR pucues

nna

1 RAAR S AR a8

\tnnn

. = SRS AT : a
Hete isznother example of evaluating photegraph sin 2 joumal. Coevz hiad been fcoking 2t Mondhian® drawings of tiees
when she decided to see i she could develop abstact bmesin @ amibrwey. She has started to play with unexpected
cooposition 5. {tis ezsy to see hiow with added captons this page can be scanned #s part of the developrrent of fer
exhibiton pieces in the process portiiio
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Caredyn i ing fes piece based
on cotsets iorherexhibitbn so i her
Joumaishe has taken p hotos, chosen the
nbben colourznd sdded reffectibns on
covsets fone 2 fendinistperspectve. Katie

i5 p tep ath g for stiiife painting that
inciudes z glove, by draming with different
mediz. Soth students can easily scan these
pagesiovinciusion a5 zssessed process
porfolio screens. fiee, crestive approaches
ke this zte the greatadvan tzge of the
Joumai- itzfows you to concentrate oo the
artideasin any foeme you wish.

These ate ibcu sed experimen taf pages,
mixing card cofbge with p hococopies

and research ed veczbulzny on humen
anztomy. These were produced in
prepatztion forz sculpture, butChns cen
now scan these pagesforhis process
poetibio — fe will just need to typ e scoe
clegrerexpisnatony notes snd meke fnis
tothe devebpment of his exhibitbn piece.

|

Ay ngwith matenalsis
one of the mosting ortant
Fctivties foran artist. Mot
zifof yeurpages will fock
Fsexcithgasthis cne,
butthatis the point of the
Jouma — it #lomws you to
produce lots of metens,
then scan the best
exzmples orthe process
portiofio. Af thatneeds o
be sdded is some text ©
contextuziize this mixed
mediz workwith the
devefopreent of studid
ideas.

Anthonys cofage book
is @ studio teoi, ieeding
his painthgs and
sculptures. The joumn s
s sfiowed hine to wor
fiee froor concemns
zbout presentzton or
assessment, Athough he
haszdded notes sothis
is Zrescurce forwniting
zbouthisartizterton

Linking the journal with the exhibition

The ragst obvious lindt between the journal and your exhibition & thatin
the journal you willbe preparing to write your curatonal stateraent for the
exhibition and deve loping your connecting ideas. To do this wellyou will
need ta record every day in the studio as well a5 an rausenra visis.
However, far mare iraportant than this % the leaming that taltes place
through your journal which will be the foundation for resolved waorls.



2nsonisd ping @ second cutc eatlier scuip wure ides — his notes record this and willb e
usefulwhen heexpians the concep ts in his cutzmona stetement. Selow these he siketches soove first
ideas, while cn the nght he experteents with how he mgh tuse spray and stencif in this work, These

Joumaipages willy ext jon, butcouid well be partof his process portfodio.

Kitty has thought zbeut the cutzticn of sn exhibition in Leicester Cky 4t Gafeny. Her
photoof z greup of paintings wif help herto considerfow she snanges the painth gs
infieroun exfibitcn. The greun dp &n, the shots of the fighting and of the overail
pace zie 7 pup oseill conaidetzton of iow 3n 3udience expenences atin pubic
space, making this very pood preparation fovhercurtons statement

Remember that
SCOvetinges |y cur joun 3
i Just @ sketchbook.
Anton & IS pepating for
fer exhibiticn paintngs
of the iife model nd here
she uses conteuriines to
cap tre the dynanisne
ofmovemnent Eilz has
used hersmail notebocks
todcodie - it iseasy to
imaghethese skeches
Fspatt of Fplocess
portivliopage.




Tong ¢ ¥ibmws

pick

Eieanoris deveicping her exhib ition sround her interest in intencr 5p aces, which finks o her comparative udy. On these pages shehasused subject-sp ecific

veczbulazny promp ted by the paintings of Willsrd nd the Canden town group. Thi wif beuseds iwhen she wnites zbout herown srt-making.

S bjecr-specific language:
words thatae specific to

the fiek! of art. The use of
subjectspecific language is an
assessed element of the course
and this bock includes plenty
of kleas forhow to develep your
language analyse art.

Compositon

'Y

Y

R\ M
Formal elements of art

What are the formal elements of art?

Thi chapter pravides you with a structured approach to the critical
analysk of formal qualities. This § an raportant slill that you will
need touse in your viualarts journal when writing about your gwn
artworlts or the art of others and in the three assessed cIponents.

The formal ¢ kraents of art are the physical gualities of an artworl
and thelr viual effects, 2 separate aspe <t frora function and raeaning.
A consideration of the formal e ke nts is a way of maling a facused
deseription of an artifact and the pracesses through which it was raade.
Ta do this ¢ Hectively you will need ta use subject-specific language.
At the bade of this booltis a coraprehe nsive glossary of arts-reated
vocabulary ta support you in thi tasl.
There are gaod guides to formal analysk such as:
o The Ihames and Budos Intraduction to Are (Thares & Hudson, 2015)
o Thinking About Art A Themafe Guide by Perny Huntsroan (201 5)
@ The Tate Gallery Website at http: ¢ fwasaw tate arg.ule!
«  The ietropolitan Museura Website at http fwww. e trauseurn org!
There are many effective ways to stucture fomaal analysis. This chapter
divides the tasl inta twa related aspets: the first considers the forraal
ekrents individually, whik the secand develops the elerments ntaa
consideration of ratenal, process and technigue . As art faltes 50 many
wildly different forms, you will need to be flexible in yourapproach and
consider which way ¥ raost suited to what you are examining. However
you approach the analysis, you always begin by noting the emational
irapact of your first impressions of the worl - this will give you an
insight intg funation and meaning that you can
tum to Rter.
You could start your analysis with the “Seven forraal
points” diagrara. These points actas prampts to your
desaription, but dan‘tfollow thera systernatically -

Colour

Light  follow the arder thatseerns Tostappropriate to the
’ artworl. Far conternparary wodts, such as installation,
#ray be appropriate ta loqlt at the eighth eleraent:
tirne and roton. Remernber that dkcussing the
l Teaterials, prodess and technigue as detailed in the
secand partof the chapter will be an iroportant part of
\ your fomnal analysi.
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Golden mean:a system ta
<reate aesthetically pleasing
prapartians ariginating in
ancientGreece The principle
i thata line is divided sa that
thesmallersectian's relatian ta

the largersectian is the same
as the largersectian ista the
whale, appraximately 5:8.

Rule of thirds: imagine a
campasitiond vided ina thirds;
these lines became the mast
significantpaints atwhich ta
placekeyelements

Negative and positive space:
nepative space isthe area
araurd the farme (vaid) and
pasitive Space i the aea

taken by thefarm Ina strang
campasition ther willkean
interesting balance between the
areas, withthe negative space
being just asvisually arresting
as the pasitive

CroppingthE Ewhenabject are
cutaff by the ed ge afthe picture,
asaften happens in phatogmphy.
Crpping & less evidentin
paintings befare the irventian af
phatagmphy. Crpping remind s
theviewer thatweare kiaking
thraugh awindaws ar seeinga
partian af a rality thatcantinues
autsideafthe fame.

Scakethe relative size afanabject.
Kin¢tic mavement Same art,
such as Calers mabiles, mave
and can therefare be d escrbed
as kinetic, butwe alsa mave
araund staticsculptures ina
galleny sawe experience them
kinetically: thraugh mavement.

Secton

Cornpaosition

Comp osition is the arangament and structure of the clements within a
painting. In saulpturs it the reltianship of the farms ta cach ather and
thesurraunding space.

The principals of harmany, thythm, emphask, proportion, varisty and
balnee can all be evaluatad in relation ta campaosition. You might aka
cansider theariss such as the golden mean, ar the rule of thirds

When you analyse composition you <ould disansst
« the format
« the arrangement of lines and shapes
« nepative and positive space
+ copping
« thescale,
Tip: useful vocabulary

Usefulwords hen describi it
arbitrary, asymmetrical, babnced, busy, cabubted, chaotic, confused,

crepped, cut, discordant, divided, dramatic, comp kx, geometric, gokien mean,
harmanious, informal, imbalanc ed, irregular, ranctom, regular, re petiticn,
rhythm, rule ofthirds, segmented, sym metrical

‘When considenng the saale and impact of an artwarl you might agle:
« Haw dass the human form compare ta the size of the artwarl?
« DoIneedto stand back ta see the painting?

« DolIneedto go really dose ta engage with the artworle?

« ‘Whati thershtionship betwesn thescale and the detail?

« Haw has the artit drawn us inta their warkd?

« ‘Whatk our rok in this scene?

« Daweneadto movearound the gallery ta experience the wodt?
Perhaps we experience the artwarlk kinetically?

You mightasle the falawing qi i abaut L

« ‘Which shapes dominate? Where is the emphasis? How has
the compasition been used ta emphasizs the mostimportant
<lements?

« ‘Whereis the eye lad?

« ‘Where are the major diviions? 4 quicl slietch can help ta analyse
these.

« JNitarrangedon a vertical/horizontal axk, ar with dia gonals, or
perhaps with arcs and dreles?

« How daes the composition affect our feelings?

@ Arethe shapes arranged in an grganized and balanced way, designed
ta aeate arder? Or are the ¢kements randorand arbitrary to
unsettle the spectator?

«  How do our eyes read the corapsiton? Perhaps traveling from ane
aspect to anather? Has the artist created rhythras? Wariety of interest?

S

The street aitist Emest Agnon has used
the traditionaf technigue of chi

o gve s stong sense of fome tohis
draing o filne divector Pessoin i camying
fis own body. He hasthen irther
enhanced the fome with the outiine o the
figures. He needs tou se Strong con st
o theimage willshow up in the strong
ight cn the streets of Roove where fe hias
pasted & He has zko created effective
contrasts of Eexure.

Light

The use of light will deterraine the ragad of an image . Darlness can
<reate an intense depth and psychological power, wheras light &

uplifting and aeates a sense of well-being. Soft light gives a suffused and
trangil atragsphere ora mysterious one. Strong light brings darity and
brilliance . Light raking across a surface will reveal the textures.

Tone § the intensity of light and darlt. Consider tonal contrast separately
from colur by prnting the image in blaclk and white . This will help
you ta better understand value. The artist raight have used very strong
tonal contrast ora subtk range ofraid tones. This can be expressed

asa wide tonalrange (from black to white) ora narrow tonal range
(subtle maduktions of greys). How has the artist created the tone? In
graphicart cross hatching & used to build different densities of shadaw.
Soretiraes light glows frora within the image or radiates from the light
of the white paper behind a drawing.

¥ou might ash these questions about lght:

@« 15 the atmaosphere ol or warm?

@ 5 the artist usin g artificial ight? Perhaps electric, gas, neon or
candlelight? Or raybe daylight? If 59, i5 it <old, blue-tinted northern
light or warr, yellow, southern sunshine?

« ‘Where is the light source? Perhaps frora within the picture? Orfrora
outside? From which side? Are there rultipk light sources?

SECTIDN 2

Vawedegrees of tonal
variatien.

Crass hatching hatching is the
use of parallel lineste create
tone;when these are cvedaid
in different directions (cress
hatching) successively darker
tones arecreated.

“Capture” is 3 usefulword, as
in,"The artist has captured
the mood of the scene”. For

example, "l have attempted
to capture the effect ofwater
on skin” is better than“lhave
attempted to get the effect of
waterenthe skin”
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Tip: useful vocabulary

Useful words to describelight
andtone:

atmaspherk, backlit, blinting,
bright, charescure, centrasting,
<ontrefour, crisp, dark,
arkness, deep, fload It glaring,
gractuated, praciual hakflight,
harmanizing, harsh, highlights,
illuminates, light, mectium, mid
tone, menac hrome obacuriy,
ominous, reflected, rercered,
remanti, sharp, shade, shackow,
soft, spatlit, suffused, tint, \oid

Tip: useful vocabulary

Useful words to analyse form:
abstract, amarphous, bismarphic,
<circular, chs ect, concave,
conver, dBtorted, enclosed,
erctic, flat, fr ee-form, gecmetric,
geemarphic, heavy, ight,
nassive, menum ental, modelled,
ma<tubted, nebukous, open,
<rgank, planar, palpable, r ealistic,
rencered,secductive, sersual
selichvague, volum etric

J/

Metaphar: in artanimage
thatsupgests arsumbalzes
adifferentid ea arfeeling is
metapharical Far examp le, Van
Gaght sunflawers can be seen
as a metaphar fariduyllic ural
life in the sauth af France.

Flinth:-the base of a sculpture
Ausefulsyranym is “sacle”,
which i mare aften used ta
describe the base farclssical
sculptumes.

Vaid: rathingness, arthe empty
space thatis the appasite of
mass, substanceand farm.

Secton 2

« [3the light dear asifthesceneis ona stagein the theatre?
Alternatively, i iteinermatic 25 in a film still? Perhaps the scene
appears ta be spatlit? Cansider the reltionship ta shadaw, absaurity
and darlmess. Maybe the lightappears ta filter through the gloam.
Haw b thelightused ta areate emphasis?

@ Daes the lighthave a symbalic ar metaphorical meaningin the
context of the artwadc?

Form

Farmhas a spedﬁc meaning in art: it refers ta the three-dimensional
aspect of abjects. In images form maltes abjedts appear ta be realistic
salids, even though they are in facdt twa-dimensianal. Draw a circle. Naw
shade ane side rendering from light to dade, then malee it casta shadaw
You have used chiaraseura ta give an illusian of form - transfarming a
twa-dimensional shape inta an illusion of three-dimensional form.
Saulptars deal with real form rather than the dlusion of form. Sculpture
is the relationship between form and space. Forms in sculpture can be
<onsideredin relation to the surmounding space ar void and in relation ta
thespace that they contain. Sometimes the volume of the farm expands
autwards a5 if it will fill the sur ding space. C sely thespace @an
weeigh In an the forms, seeming ta crush them.

Form ¢an alsa be usadin the sense of "giving form” ta ideas; in other
wards, malung caneepts concrate

You mightaslk these questions aboutfarm:

« Haw has the illusion of form been given in tva dimensians?

« Da theline follow the farms? Perhaps aurving and flowing lines are
used ta emphasize them?

« Haw do the farms relate to the surrounding space? Has theartist
fragmentad them? Perhaps ta creats the «ffect of mavement and
space? Or atemnatively has the artist emphasized the density and
weight of the abjects?

« How haslight been used to help deseribe the forms?

0f three -dimensional artwarl you might asl:

« Jthe form of this salpture expanding or contracting?

@ Jthisspace apen or dased? How do the forms relate ta the

surrounding spaces? Ta the plinth? Ta the ground? Ta the human
farm?

Spaceand depth

Spagce is the three-dimensional expanse in which abjects are located. In
images artits sometimes attampt ta give an illusion of space on a twa-
dimensional surface. Depth i haw far tade the image appears from the
surface of the pictare (the picture phne).

In sculptureand architecture space ar voids can usefully be relatad ta
mass ar density.

The prindpal ways of aeating an ilsion of depth are:
« gverhpping and intersecting planes

« linear perspective, when a seene & viewed from asingl viewpoint
with gbjects shown dirinishing in size as they becore mare distant

@ atmgspheric perspe cive, when forras are out of focus in the distance
and crisper in the foreground ta give the effect of depth

< aerial perspe ctive, when colour vahies are used to create an illusion
of depth

@ isoraetric perspective, a systern ta describe space where uniforra
bjects reraain the same size

« tonalcontmst.

Depth can be shown without perspective as in maany of the ¢astern
traditions, for exaraple, in Indian, Ishraie, Chinese and Japanese worlts.
Chinese landscape painting uses the concept of high, leveland deep.
These raultiple viewpoints create afloating sensation for the viewer.

‘When considering space and depth it is essential ta agh where we,

the viewers, are inreltion ta the artwod in ather words, whatis the
viewpaint? This can deterrvine the effect of the nage. Viewpaintaka
defines the way we read depthand the sense of space In an raage. It anbe
used ta establsh 2 hi hy betwe and mage. A high viewpaint
gives power to the spectatar. A knw viewpaint realtes it seern that wie are less
iroportant than the figures in the scene; this is often the case with religions
subjects. Sornetirnes we are positioned as voyeurs, suggesting that we are
sedret withesses or spying on the seene. iroes there §a

wha invites us inta the scene by catching our eye or by gcsmrmg

1f the picture is in strict linear perspective, there willbe one fixed
viewpoint. Often artits corabine several viewpoints, even though the
picture appears to be from one. You willneed ta consider the cultural
contextwhen writing about perspective, forexarapk, non-western an
and the Cubiksts use raultiple viewpoints and very few artists follow the
Tuks of perspective cornpletely.

‘You might asl these questions about space and depth:

«  How has the artist aeated the illusion of depth?

« ‘Why did the artist show the space in this way?

« Dathe forms corae forward frorm the picture plane, orda they
recede, as if we are aluing through a window?

« Has the artist used foreshortening to areate drarma and to draw us
intg the seene?

« How have wlour and atragsphere been used to give an dsion of
space and depth?

¥ou might ask these questions about viewpaoint:

@ Are we holted down upon from above to malte us feelsmaall? This &
aften the case with raonuraental sculpture.

SELTIDN 2

Can form exist without space?
Canspace existwithoutform?
Is a balkeon defined bywhat it
<ontains of by what surcunas it?

Start by asking these guestions
in frent of asculpture, or the
trash<an! Thenapplythe same
% uestions & metaphysics angd
the univese.

Mass: the body of mattec In
sculpture you might eferte
the physical mass of the forms;
in arhitecture theserse of
weight, sclidity and force, such
as inthe ancient pymmids.

Ficwre plang the sufaceofa
twodimensicnalwaork of art

Faresharening: this is the
illusicn in perspective whena
form,suchas an cutreached
arm, leads into the space

Tip: useful vocabulary @

Useful words to describespace
and depth:

Ambigucus, aerial perspective,
atmasp heric perspective,
background, deep, depth of
fiekd, diminis hing, distance,
expanse, faceted pbnes, focus,
feregreund, flat, illusienary,
isemetric, perspective, linear
perspective, midkdleground,
negative, cpen, overlap ping,
positive, receding, re poussair,
shalkow spatal, vast

Section 2
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4 AncientGreek vase painting in
beckover red cersovic. Line can
eifectively describe fome. in this
vase panngnotice how e read
the voiumes of the figures, yetthere
is nochizroscuto.

Contoura line which cannects
paints af equalvalue, such

as the cantaurlines ana map
shawing paints of equal height.
The same prnciple is used in
drawing when lines flkaw the
baundaries af afarmar paints
af equal aine

Tip: useful vocabulary

Useful words to describe line:

Angular, blurred, broke n, bok!,
confident contralled, contoured,
creas hatched, curved, Trisp,
<telicate, descriptive, <tragged,
edped, engravect, etched,
faint, fine, flowing, freeharct,
geometrc, gentle, gestural
graceful, granular, harsh,
incised, heavy, hesitant, kose,
e arclering, organic cutlined,
ragged, ruled sensitive, sinucus,
sharp, sketched, smucdped, soft,
subtl streaked, tentative thick,
thin, wide

=

« Are we rabedup, perhaps even floating abave the scene to malte us
mare pawerful?

« Dawe confront the scene directly a5 aquals 35in a televisian ar
stage dama?

« Dass the artist want to draw us inta the seene or to stand apart?

« Atwhatheight did the painter intend the waorltta be hung? ff itis
a religious worlt of art the intention may bethatwe visw froma
Jtnecling positian laalung up.

Line

Lines describe the adges of forms, where solid meets space. They define
boundaries between light and darl or they follow contours. Paul Klee
famausly s2id that "A drawingis simply a line going for 3 wallt" and

"A line i5 a dot that went for a wallc”.

‘You might aslk these questions about ine:

« Dathe linss follaw the contours of the farms?

« ‘Whatdass the chamaer of the lines tellus about haw theartwarlk
was made? Are they fastand expressive apturng the dynamic
mavement of the artist’s hand - orarm - gestures? Or are they saw
and careful ying pradsicn and
sletchy, shawing doubt, chan geand uncertainty?

Lines aka have exprsssive qualitics and an be used ta reveal texture.
When an artist draws; a line v.hey leave 3 trace ar marl of their adtion.

®arle-malking when drawi ds an Impk 15, such as fingers,
pen, brush, spray-an, pandl eharmal. andthe surfaces warlied an, such
35 paper, anvas or phster. There are many useful wards ta deseribe the
effects of this marle-malung. Try ta express this variety when you wiits by
using words such as blat, bleed, bloteh, drag, drip, erase, eteh, insaribe,
seare, seratch, scumble, splatter, smear, smudge, $pat, spray, s@in.

Colour

Colour % the viual sensation of hue {red, for example), saturation
{haw strang the red ) and brightness (haw light or darle the red is).

We @an see up ta five milion calours butcalour i very dificanlt ta
deseribe in words 5o beimaginative and malie up your own cokur
va@buhry. Use the namss on painttubes ta help. Orrefer to the many
cakurname websites ta sparlt your imagination.

White, black and grey are nat always cansiderad true clours as they
da natacaurin the spadtrum, hawever, they are vary impartant when
you are analysing colour. Blade will always intansify the colur values
of ity neighbours and grey will deplets the pawer of colours. Grey can
aka beused ta create Basans, helping to harmanize calours that vould
not normally linle. Whits adds light and purity ta surrounding calours.

Calour @an alx be analysed in relation ta function and meaning. Far
example, depending on the context it may have cultural symbalism
ar expressive values. 't might have been chasen ta evalie feelings,
associations, memoriss and for psychalagical effect. Same artists are

? Or even hesitant and

Tagre ooncemed with the phenaraenological aspects of colour - the
sensations of ight. Painters such as Cézanne hawe atterapted to resolve
the conflict between our perception of local colour and reflected light.

You raight ash these questions about colour

« How have olour contrasts and harmonies been used? Is the
CQrapasition constructe d around analogous colours?

« How has the artist used calour ta create a ragad?
« Are the colpur contrasts and hammonies related ta white ar ta blacl?

« What would be lostif this artwarlt was in blcl and white? Test thi
by maldng a tonal version.

«  How would the meaning of thi painting be altered if it was exe cuted
in a different colour range? Has the artist created colour rhythras?
Given varety? Created dicard?

The three basic colour contrasts are:
«  oontrast of hue, forexaraple, yelow against red

@ oontrast of saturation, the contrast of pure pigraents with diluted
pigraents, for exaraple, a pure, strongly pigraented, yelow sun
against bleache d, pak yellow reflections, hence you can referto
saturated calours or de-saturate d colours

«  oontrast of brightness (tonal contrast), for exarple, a contrast
between ight bhue water lilies in the sunlight with those in shadow.

Four ather colour contrasts are:

@ active and passive contrast, we sense reds, oranges and yellows as
busy, roving hues, while greens, browns and blues tend to feel
quieter

« contrast of terape rature, colours <an be labelled as hat or <ald hues
in a teraperature contrast. Although blue is genermlly re garded as
<0al, sorae bhies are warmmer than athers. Colours such as yellow can
have quite different terape rature effects according to their conte xt

« complementary contrast, this terra de seribes the three pairs of
Appesites on the calour ¢irck, that is, red against green, orange
against blue and yelow against viakt. When place d against cach
atherthey enhance theirhue. When red is placed against green, the
red seerns redder and the green seeras greener. (Da nat getcanfused
with the spellings of plire ntary and pl tary which have
different racanings asin "He anp imented rae an ray blue dress with
its complemen @ty orange pattern.}

«  contrastof colourliey, as with notes in rausie, colours canbe
descrbed a5 on a seak with yellaw at the tap being high ey and
indiga bhie at the battara being low Jey.

When you describe the effects of colourit can be helpful ta consider

colur harmmagnies and the colour contrasts. Calours that are ¢lag on the

colour cirde will harmaonize (these are also calke d analogous colours)
while thege that are far apart will contrast. Often artists willbuida

SELTIDN 2

Local colour: the actual celour
ofan chjectwhen unaffected
by reflecting lipht.

Anslogeus colours: cokurs
which sit next & each cther in
thecokurcircle, suchas yelow
amd preen

Tip: useful vocabulary

Useful words to describe colour:

Anakgous, brash, bright,
brilliant, bleached, calm,
<lear, contrasting, coel, dull,
exciting, garish, glowing,
glazed, harmanicus, hue,
irkdescent, faded, flucrescent,
mencchrematic, muted, neutral,
pale, pastel, polychreme,
primary, pure, cpa;ue,
secondary, subdued, tertiary,
tint, translucent, warm

Colourcontrast: cokuris
usuallydescibed interms of
contrasts as the effect of colour
is akays dependent on is
neighbours.
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& Eany Sphing 1072 by Guo Xi When
@naiysingspace znd depth you will
need toconsider the conventicn s ol
diferentcultures. Guo X desmbes

2 oty bedievable patis wod,
yet much of hE picture isempy. He
2f0 reminds us thatthis lan dscape
is an fluson by emp haszing

the picture pisnewith hisuse of
cafligtaphy.

Tip: useful weabulary

Useful words to describe
texture:

Aztual, abrasive, bumpy, brittle,
<okl coarse, & i ense,

Dkurisa pheramenan We each pereive cakiur differenty. Dinsequenty,

phiksaphers have mistrusted cakiur because ofits subjective nature.

= Cancakurbe cansiderd 2 a usefulamea afkrawledge ifwe each
experience itdifferently?

= ks cakur necessaryta aur undestanding of the warkl ? Iscakiur blindness a
limitatian?

"Scientists are rat carcerned with cakurb utwith rad iant stimuli in light, ar

with the phusikgical prcessing of thase stimuli by the eye. Whereas cakaur

i inthe mind which apprehends it" (Jahn Gage, 2000)

= Da yauagree with Gages statement? Where daes that placeant?

“Blue & abvays diff ekaw, far ple;depressed [the bles'), wher
yekw is pay, kual [rue blue')wher yekow is canardly, ard the like.Yellw has
thesame meaning as blue ance in a blue moan" (Ludwig Witgenstein, 1953)

+ k language inadequate as ataalt d escribe cokiursersatian?
+ Da yauagree with Wittgenstein's cakiurmaad assaciatians ?

theme around cokur that are adjacent adding a strangly contrasting
<olour ta activate the compaosition.

In your practical art, planning colour schemes around harmonies and
contrasts is effective. Build a harmony from wlours that are adpcent an
the colour drele to act a5 a foil to 3 colour thatis apposits an the wlour
drcle 5a thatit "paps” out

Texture

Texturesare the tadile qualitiss of surfaces, in ather words the qualities
aftouch. Art oftan represents ane texture withan equivalentina

diff erent medinm. Your desaription of taxture will ba linleed ta that of
madia, 35 these are generally usad ta imitats the surdacss of abjects, for
in representational painting when oil paintis used to mimic the

delicate, dry, ephemeral,
feathery, flat, furry, fragile,
geoey, goasy, granubr, hairy,
layered, leathery, cily, open,
pimply, pitted, plastic, prickly,
refinedt, repulsive, reugh, samty,
satiny, s€aly, seductive, sharp,
shiny,slick smeath, soft,
sticky, tacky, touchy feely,
translucent, tactile, velvety,
waxy, wet

Secten 2

surface of sl fur, st flesh. In tational art taxture @n
<evalte 3 maad oract asa metaphar. The detailin a painting <an be read
353 taxture. Sometimss artvodes mdudereal texture; that @an be felt

In painting andin textilss the suppart that is used will contributs ta the
taxture: canvas, linen, baard, waod, metal, 5ill, hessan and sa an.

In sculpture thesurface of the material will be cqudal ta the effect:

« plaster & dry, absarbent, inert

« stane @an be rough, abrasive, granubted, veined, palished or smaath
@ bronas is patinated, shiny, reflective

« waxissoft greasy, malleable.

Pattern and decoration can be considered as elernents of texture.

In textiles the physical stucture of the doth, the warp and weft of

weaving or the relief of erabroidery, for exaraple, build pattern through

Te petition, through a tracery of ines, through lattice worl and through

grids. Siradlarly appliqué, e mbroidery and quilting are technigues which

corabine texture with decoration, achieving surface s thathave variety.

In cerarnics pattern is often inseribe d inta a surface or built up in relief,

<reating bath de coration and a real, tangible, physical texture.

Street artists appropriate the textures of the real world to draratic

effect when they spray ¢n bricl, rendered walls, condrete or cormugated

iron. The sraaath, enaracled quality of spray paint contrasts ta the

weathered roughness of the walls they worlton.

You might a5l these questions about texture:

«  What would these surfaces feel lite ta touch?

« How was thi; surface created? Are there hyers of different raterials?
I5it embossed ? 5 it in relie 2 Has the surface been distressed?
Polished? Abraded? Weathered?

Time and motion

Allart exists in tirae and space although contemporary practice has

increasingly challenged the fixed nature of artifacts preserved na

rmusenrn. nstallation art, knd ant, performance, videg and filra share

many of the forraal qualities described above, butitcan be helpfulta

apply additional vocbukry and questions when analysing thera.

You raight agl:

« How does thi worl engage with time and space?

« How has lighting been used?

« Howkng daes it talte the audience o experience this worl? Is thisa
transie nt eXperienoe?

« Howhas technoligy been adapted?

« How has the artist armange d the space ta aeate atmosphere?

« ‘What gthersenses are invalved? Perhaps the artist has used smell,
touch or sound?

Arcan Bogon head iton: tell mede h wood.
Notice how this head combines fbme, ine znd
decotation to drzmatc effect The sculptor
makes use of CHsp edpes o ensure that the
feztures ate drawn with the shadows et by
the stong sunight.
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FaTina: this isthe sheenor
cchkuration enan chjects
surface preduced naturally by
age of deliberately by theartist

Apprapriation:whenanimage
crankieais taken fem its
criginalcontexttobe eoucled
byanartistin crertocreate
new meanings, or tosubvert its
<enventienal meaning.

Embass to Embass i to <reate
a reliefsurdace In printmaking
this s achieved by pressing inte:
softpaper,in leatherwork by
usingstamps, insculpture by
canving, in ceramics by pushing,
intethescftclay etc.

Tip: useful vocabulary

Useful words todescribe time
and motion-based art:

Anti-aesthetic, contemp Btive,
<halkenging, discrientating,
disturbing distasteful,
ephemeral, engaging,
evocative, kinetic, multimedia,
mesmerzing, participatory,
physical psychedelic, psewdc
scientific, repelant, sensory,
shecking, tangible, transient,
sublime, uncenventicnal,
ursettling

. J/
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FDRMAL ELEMENTS DF ART

Materials, process and technique

e Your deseriptian of formal qualitiss will havealready invalvedan

When youwrite aboutart analysis of the malung of the artwearle if ya‘u have been using the

you will need to refertathe vocabulary abave, but you will want to thinl further about the haw and

artworkrepeatedly. You can why of the medinm and pracess.

avaidrepetition by the way ‘You mightcansider the artists choice of materils in particular. it might

You structure yourwriting be aquestion of value, of of sldll or of tradition . Cansidering

Youcan ako firt varied ways why netsulte are carved fram ivary and bane will lead you ta nat anly

of referringtatheartworkby thinlcabout the technical propertiss of carving the material, butaka

usinga It‘e "‘"‘i"‘ ELnasiE h what they were made for {their functian}, as fastenings for clathing.

as creation, picture, image, X . . )

sculpture, installation, textile, Sgn?cmns materials are chasen becanse v.hgy have spedal symhoh_c

Carwas o compasiton. significance . In ather wards, they connectwith the artworlds function and
) meaning, for example, the use of lpis hzuliblue in the Renaisanas ar

Jaseph Beuys’s chaioe af felt and fat for his installations. The artstmight
want the viswer ta be particulady aware of the materals. At ather times.
artists seelt ta use materiak ta imitate, 35 is oftan the @sein «il painting.
A further idea is that suggested by John Ruslin of "truth to materiak”,
that an artist should reflect the distindive nature of his medium in
the way itisused and then be hanest in expressing thase distindive
prapertias. Thinlk of Faclsan Pallack dripping paint ar an Afrian
saulptor carvin g wood: neither artist attempts to hide the expressive
qualities of their media, they are true ta their materak.

Here are same ideas for desaibing materials, tachnique and pracess far
painting, saulpture, textils;, photography and print.
Painting
™ Paint an be opaque, thatis, salid, impermeabls ta light, white, or it
e | <an be translucent, thatisallawinglight ta shine through a hyerof

Brushwark the way an artist <alour, 35 in a stained ghs \_fvindo_w Cox?s'da the reltionship betwieen
has applied the paint Fastand the consistency of }he media {fluid or viscous) and the effacts of the
textured (kase brushwark) ar brushwonle (flawing or heavy).

carefuland cantrlled (tight Paint § pigment ({the cokour) + ghie {that binds the pigment) + medinm
brushwark) {which maltss the paint flaw when it is applied). There are various types

available each with its awn chamderitics.

T - ;
position. | Characten

pigment + gum arabic {a naturalresing | light, bright, fluid, spontaneous,

| +water delicats, transitary, pure

pigment + palyvinylacetats + water bright, intense, artificial, plastic,
smaath, bath apaque and transhcent

pigment + ailand wax, translucent ar apaque, fluid, shiny or
dull rich, varied, impasta, sensual,
natural
pigment + waterapplisd anta wet dry, flat, caal, pure, frssh, bright, ight
. phster thatadts as the binding medium
pigment + <gg yollo opaque, challey, flat, pure, dry, even,

smaath, coal Mexpressive

SECTIDN 2 o

The support is the surface that has been painted on. Different surfaces
create different e fects:

*  ‘Woaden panel ar board tends to lead to asmagather and mare
detailed pamting.
«  Metalis used forsraoath and intricate detail.

«  Canvas orlinen & used for afreer more textured surface with koser
brushstraltes and dry brushworl so ane colour is fragraented aver
the under painting.

If ol paint ¥ put on an unsealed surface the colours will fade and
becorne dull as the il soalts away 50 usnally the surface ¥ sealed,
traditionally with a ghie size, although raodern artists use an aaylic
sealant on the surface befare they paint.

About the artist’s choice of media you raight age:

«  Why aaylic paint not ais?

« Why madelkdin day and not carved frorstone?

« ‘Why erabroidered on sillt and not prnted onta cotton?

@« Has the artist used the materak to nitate reality?

* Hag the artit been truthful to the properties of the raatenals?

« 5 there specialsyrabalic or ecanoraic vahie to the choice of rateriak?
Textiles

First ash, "what is it made from?” At a basic level the raw materials
might be wool (sheep, camel), cottan, orsille but most textile artists use

Taultiple mate dals and processes such as synthetic fibres, paper, hair, ar
the artist recycles mate rials.

You raight asl:

« ‘What were the original processes that the raateriak went through
before being transfarmae d by the artist?

Qusese 11 2007 by G Anatsui. When
« How has the raw raaterial been prepared? Refined, bleached, spun? analysingthe foknal quaitles
oftexties meny efenents wiil
contibute toy curdescnpticn.
distressed? However, the tactiie sufzcescan

« Has it been coloured before being used? Dyed, stained, aged or

be cucizitothe effect, zsin the
magnificentpieces by £l 4natsui
with theirrecycled metenals.

« Hags the artist then added othercolours and raateriak?

« How has the artist aade the piece? Descrbe the technigues,
structure and form of the worlt.

Tip: useful vocabulary

Useful words to describetaxtiles:

Agsorn, construct, deconstruct, distress, embess, ephemeral, embellish,
entwine, fragile, frayed, intenweave, knit, layer, kep, pattern, pleat, sculpt,
sumptucws, sew, spin, stencil, starch, fattered, tufted, warp, weft, weave, yamn




FORMAL ELERENTS DF ART

%

fssemblage: whenabjects
[aften faund fram everyday
life) are put agether tacreate
asculpture— think afa three-
dimensianalcallage.

Readymade: a term develped
by Marel Duchamp oo d escribe
manufactured items thatwere
remaved fram their ariginal
cantext buthe artistta became
art.

Armvature: the stucture that
SUppaMs a sculpture, usually
underneath the madelled
materialsuch as wax, clayar
plastec It i aften canstructed
frm wire,waad arwek ed steel

The wefstionship besveen o
and space is #iweys an essential

ebment when analysing sculp ture;

even when cofcurand decorztion

grab ourattenticn, 3s in this piece of
eye candy by Yayo Kusame. Notice
how the mass isemp haszed by the

pizcement of the pumpfdan on the
sand and span st the sky.

Secten2

Sculpture

Sanlpture is:

« canstructad from woad, plastics or metal {staelor iran)
« modelled from day ar plaster

« arved from waaod, plaster arstone.

The artist might have used natural found materiak such as branches ar
pre-manufacturad materials such a5 xrap mealta malte an assemblage
of farms ar even a readymade.

Traditional sculpting pracesses an be desaribed a5 additive, you start
with a vaidand add bits, or subtractive, you start with a mass of
material and @le stmiff away. Michaclangak famausly said, "Isaw the
angealin the marble and I set him free”.

“You mightaslk these questions abautsculpture:

« Did the sculptor start with a blade and carve it?

« ‘Was it shapad frama saftmaterial and then cast?

« Thesurface wil give you chies: pou might find traces of theantists
finger marlts or evidence of his chisel Did theartist warlt aver an
amature ta support the cay?

The sculptar will treat the surface textures a5 & apprapriate ta the

meaning and function of the worl and in reltion to the dicen

material. Stane might be left caloured and texmred accarding ta the
original stane such a5 hard and smaoth marble or grittier granite, ar
it could be paintad nat by 35 classical was ariginally.

Waad can be keft rough, palished smaath or even pamtad. Can you tall

what speciss of treeit s fram? Stael can be shiny or rusty.

Tip: useful vocabulary

Abracted, armature, bronze, carved, cast, constructed, chiselled, ceramic,
<by, fi k. hewn, hacked!, mo<te k<!, kied, man-nade,

malkabk, marble, mocdel, natural, objets trouves, crganic, patin atec!, plaster,
plastic, pelishedt, raw, relief, smocthed, stone, structure, synthetic, wax,
rextymate, unprocessed, weathered, wekled

The term cast sculpture i used when the saulptor startad with day,
plastar or wax. Omee the sculptor has moulded the farms of the ariginal
they castit by areating a mould inta which 2 molten metalis paured
{usually branze which is a mixture of capperandiran) ta forma
permanent version of their ariginal. (Research "lost wax tachnique” for
mare infarmation on this.) Be@use metal is expensive, cast saulptures
are usnally hallaw - you ¢an tap the saulpture ta find outif you are
outside, but notif you are in the gallery! Casting allaws the artist ta
malte everal capiss of their ariginal - an edition. Branze sculptres
<an be palished ta a refledtive shine or left ta oxidize, becoming green ar
brawn. Thesurface finish i @lled the patina.

Photography

Phaotography has a wide te cnical vocabulary and you willnee d to refer
1 a specialist source for these terras. When analysing phatography, you
<an use the seven formal points a5 you would with a painting. There are,
however, some questions that ar of particular relevance.

The gaze ‘Why is the photographer loaldng at this person?

Why are they loaling bade at us?

The gaze of the photographerand of the subject

% often private and intimate. However when an
irnage is displayed in public this personal ragraent
i5 shared with strangers from a different tirne and
space (hence the public gaze). How does this malte
the viewer feel?

‘Why has the phatographer chigen this section of
the view?

| Cropping

Depth of field Why is thi part of the phatagraph in focus and

SELTIDN 2
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useful voca L]

Useful words todescribe
phatographs:

EBlurred, candid, captured,
<risp, depth of fieks, decisive,
decumentary, dramatic, fake,
fleeting, focused, grainy,
histeric, kkenic, in focus,
intimate, cjective, posed,
snapped, factual, mementary,
chjective, out of focus, private,
public, prepagandist, repertage,
sepia, shaky, secial realist,
subjective, split second,
transient, tinted, truthful,
voyeuristic

J

why is the otherarea qut of focus?

| Tire A photograph is of 2 5plit second sa you could asl,
“#hy has the photographer chosen this precise
Tagraent?
The French phatographer Henri Cartier Bresson
titled his baalt e Deasive Mament (1 952) because
he idered itthe phatographers art to chaase
the mornent that captured the essence of a subject.

Printmaking

Jring, lite ph hy, hasa rich ali y. Here
and in the glossary there isa very brief averview of the principal terms.
You will need ta refer to spedalist boalts ta enrich your subject-specific
language when writing about prints.

When Ioling at 2 print, the first question to ash &, “which process has
been used?” The caption should help you answer this. Ifit does nat, it
<an be difficult ta udge 50 ask your teacher to help.

A print k usually one of a series or edition of ide ntical prints, except for
monoprinting and monotype

The print processes used in fine art are often techmologies that were
ariginally use d for corarerciml repraduction, but have since been
superseded by mare efficient processes. For exarple, the wood quts of
the middle ages were replaced by engraving justas lithographic ponting
of the 20th century has been rephced by digital print technalogies.
However, these old me thads are still used by conteraporary antists for
their distinctive creative praperties.

Fine art print can be divided into twa main categories: relief printraaling
and intagha.

Gze this is the werdart
histerians use tereferto how
we kck at a figurative image,
particularly the spectaters
gae, thatis, the gaze ofthe
viewer atan image of a person.
Itzanakse be used todescribe
the way the figures within the
compasition kok cutatusor
between eachothec

Manap rint: ene ofa series of
piints, eachwith individual
vanations.

Manatype 3 uniue print

made byworking freely with
inks or paints en asmaoth
surface [metal, plastic o
glass). Semetimes the paper
i5 lak! overthe inky suface
andd theartisterans on the
back & prediuce agranulated
line. &ternatively, the paperis
pressed ont the inked surface
and 3 printis pulled.

Fine art: a generic termfor the
creative disciplines thatde not
have a pmctical application. For
example, painting, prntmaking
andsculpture.

Section 2
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Tip: useful vocabulary D

You may firct the mark-making
words in the " Line" s ection
usefulwhenwriting about
prints.

Secten2

In relief printmalung {ar block printing) a surface is cutaway sa that
when inlt is rolled aver the tap areas they printas pasitive, while the
remavead areas remain white. These indude:

= woodcut printmaldng in which the side grain of waod i cutinta
ta create a relief surface, which is then inleed and printad

« collopraph when a material such 35 <ard is bath cut inta andlar
built up with taxtures ta createa surface thatean be inleed

« wood engraving in which thehard end grain of waood % cutinta ta
eate a relief surface, which is then inlted and printad

« linoprinting which uses inaleum, a floar cavering made fram carle
and «il 353 cheap and prin-free alternative to vood far relief printing.

Intaglio processes are when thesurface  inched so thatwhen put

thraugh a press the inleis pulled out fromindsed lines 332 pasitive

marl. These induda:

« enpraving in which copper or 2in¢ plate is indsed with metal
implements, inlcis applied ta the plate, the tap surfaces are wiped
dean and under the pressure of a press the darl inleis hfted out,
malung positive marlts on the white paper

« drypoint in which metal {copper ar zine) or plastic {usually acetate
sheat) i inseribed ta ereats a bu, this edge then halds indeereating a
line which can be both light and delicats arheavy and expressive

« mezzotint in which a finely graavedsurface of bumed lines %
<eated an capper plate by systematically rodung it with a hard steel
adge; this surface prints a5 blacl, but the artist bunishes and saapes
the surface ta create the design in lighter tanes

« etchingin which awax groundis used ta pratecta metal plate
which § then drawwn inta sa that the exposed metal can be etched
by acid: the resulting graavesare filed with inle and the tap surfaces
are wiped clean then under the presure of a printing press, paper &
forcad inta the lines pulling the inlt cut to male a positive marl.

The ather prindpal fine art print proassses are litho graphy which

warles <n the principle of water being grease resist and screenprinting

in which inles are drawn through a mesh.

Printmalun g results in a rich varisty of surface taxtures, tanal subtletiss
and colour.

““, 0 mD N S, e patl sdiinathenil. .

What is the comparative study?

The comaparative study is a crtical and conte Xtual mvestigation of ather
artists” worls. It § worth 20% of the raarls you receive for your visual
ans couse. You will choose artand/or artifacts by different artists and
frara differe nt cultures ta analyse and campare. If you are taling the
subject at higher kvel (HL) you will alsa show how these artists have
influe nced yourart. Standard level (SL) students do nat do this last part.

Through the coraparative study you investigate the reanings and
practices of art from different tires and cultures. This will develop
youranalytical dulk 5o that you can better understand the connections
between roaltin g artand experiendngart. It will aka develap your
coraraunication deilk o that you can articnlate your art ideas and
intentions rore dearly. You will aove fram desaription to interpre tation.

The ive study ¥ uplyaded for asaPDF4 t. SL
students subrt 10-15 screens that exaraine and corapare a mindraurn
of three artwaorlts, abjects or artifacts, at least twa of which need ta be by
different artists. The wadts selected for cornparison and analysis should
comne fror different cultural contexts. In addition ta th requirernent,

HL students submnit 2-5 sareens thatanalyse the extent to which their

The comparative study

Screens theterm“screers” s
used as acersantreminder
thatthe final product for
assessment is adipitally

upkeaded file thatwill be viewed

©Nn3 CompUter menitor as 3
series of screens. "Screens” s
used instead of"pages", which
weukdimply thatthe eriginal
formatwas in book fom,
or'slides”, whichsupgests
anelectrenic presentaticn
using seftwaresuchas
Micresefts™ PomePoint® or
Apple's™Keynote™ While all
ofthese are valid tooks for
genemting potentialscreers
for the process perfelic o

7 o b

worl and practices have been nfluenced by the artworls d
There is no word lirait - this & nat an essay, although it right contain
sections of more extended writing. Youmay well prefer annotation and
visualp: ions to icate yourideas.

Sowhatdo | need to do?

1. Choose art from different cultural contexts that e xeites you and that
is relevant to your creative practice.

2. Dicusswith yourteacheryour choioes and the tiretable for corapletion.
3. Male a forraal analysk of these warls.
4. Condudct research.
@« Try toarmange to see atleastone of these worts in ity original state.
@ Pose meaningfulresearch guestions.
@ Use arange of sources ta answer these questions.

5. Analyse the content and context of the worls, that i, the Ir function
and raeaning.

Caorapare and contrast the worls.
. Presentyourideas in a visually appropriate and engaging forrat.

Add a separate screen with your sources.

e = oa oo

. Uplkad your presentation for assessment.

theyame nat, in anyway,
prescribect

If you are ake wiriting an
extended essay invisual arts,

makesure ycu cheose a different
topic. You must not use the same
material as inthe comparative

study.
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Exhibitions are often curated thernatically. These can pravide interesting
Juxtapositions of art from different cultures. Thind of using these as
starting points for your coaraparative study.

In this section you @an follow Kierln a5 she preparss her comparative study. This § her ntrodudion

sareen with 3 title that gives us a sense of what she will be exploring, 35 wellasa connectian to her awn Thought boxes can be a helpful way to male dedsions. Draw a three by
artatthe end. The three dlustrations help us ta malie visuallinles. She axplains that she has seen the three box and write ideas in the spaces. Don‘trefledt, ust write down artiss
Chapman Brothers’ saulpturss and made her own copy of the Dali $he alsa intraducss some of herideas you Hee. Then draw anather thought box. This firee putinto the centre the
about the warls. idea frara the fistset that rapst interests you, then fill the sumounding spaces
with relted ideas. Through this pracess you can narraw your doioes.
Birst thoughts:
[
3 Rp Rov Damien
§ Art Licheenytein Hirst
gf A
& Students often include extra Jeif Grathis Guy
1] werks inthe study; this is very Koons Denming
% 3} successfulwhenitenhances the
] ? contextual zation of the principal
e warks. However, students Manga .C Bycher
1 HH that presenta seuence of
g 8 uncennected works allanalysed
H e atthe same level fail tzachieve More
g Distortion of the human form depth Itis strengly advisable m“;‘}w Banlsy
toconcentate onthree clearly %
O e gt (0 ey copmy of Sabveudsr s Sl Comtriation wih Buduel bemms Purmasiion of Col Wer' 196 shech wn e slen defined and meaningfully linked
g s e s Ukaly S | 1 il by e {10 % oy e Mg ey Cae\ily | S wn e artworks. Keith
3 § Dince Crapmans s ot [26 Sasuts Gabary 1 cordom o7 sested thue Wiscussh Thoy ame maate for & Muwers rmaiars ooy = Has
5 b0 Gimon e $uTe 1 & OGS ey 1 ShOCK 45 0 T Ky | Wi Compane the foms QuaNTes of these wesaem an works 2
3 s O the Makond) cani-g bom Tanease "oy o hove @M sasriegn S Vekneth st stmirech Agurm 1 wprmert S
il BlekleRat St Ton
[Hawiex Prou | Matos
? E Ermst
2 T
Vo 1y conmie s
Compazative ytady
= L first artist choioe
Bleltle Rat
Making choices Tip

During the course your interssts and undersanding ofartwill develop
and change. You will investigats a broad range of artwarls first and then
narraw dawn your intarasts 35 you se¢ haw laalung at art an help ta
suppart and influence ereative studio worle. Build your Jnawledge by
visiting museums and galleriss, brawsin g the art shelvesin a library,
kolung atart blags, pin boards and artist websitss. Disauss your interssts
with your teacheras they have the experience ta suggest haw ta develap
meanin giul connections from what you lite. Then review your interasts

Think bcal Even if you con't have
amuseumnwithinreach weareall
surreurtect by cultural artifacts
worthy of study, such as textiles
of architecture, anctwe live among
the pecple whe make them. There
are many artists whao are pleas et

“ Zntoniz has used three thought boxes: the first fsts the artists she
iikes; the second the themes frone her process p ortiblio znd potentiz(
ides forher finafextibiton; for the thid bar shehas extacted

Z > % toshow their work to students. thethiee attists for e ve study and isted
ta select what ta investigate for the comp study. This willtake more effort than themes. Becau se sheiszn HL qudent itisimportant thatshe makes
As you malte your chaice remember that: <onnkoadingim ages by famaus connections b etween herwori znd the attists that she studies AtSL

you dontneed towony 3 cut this Antoniz then completed 7 study
that compared three contrastng weys o showing movenent thehip
hopstyle pantings of Keith Haning the Safinese shad o pup pets of

artits, butwill kaxdtoamare

« You should try to experisncs atleastane of the warles first-hand. 25 ¢
persenal art original com parative

Th uld fram different cnltural : b
« They should come fram different ou. R studdy. Things that you haveseen Wayang Kuit and the iluseations of Max Busch. She made s puppet
« Ifyouare an HL student, the artwarts should connect with your andd experienced are also easier ® theate zspant of herlinal exhibition so there were plenty of inis to
practicalart warlt. wirite wellabout. ) discussin fier connecions screens.

'il Secten 3 Section 3 ‘Il
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dy tapics. Thesearaall

af
persanal chaiess put here ta suu:sn.he mgcd ideas pagsible- nat ta capy!

As you malee your chaicss

remember that themain aim is to compars

the artworles $a ensure that the three warls will lkad to meaningful
linles, perhaps through sharing themes arsubjects as with the tapics
suggsstad in the @ble. f they are completely unrelatad then you are

heading far trouble!

Connecting theme: Natural forrns in archite cture

A visit ta Barcelana promptad this

Fallingwater by Frank Layd Wright {1929), Bear Run,
Pennsylvani, USA

Ia Casma Mik Jmown 35 La Pedrer’ by Antania Gaudi
({1906-10), Barcelona, Spain

students intarsst in Gaudis use of
arganic forms in architectire and At
Nouveau. This led to research inta the
develapment of mademismin Ameria,
then the contemparary use of arganic

Burnham Pavilion by Zaha Hadid {2009), Chicaga, Qlinais,
UshA

formin Hadid’s camputer-designed
struanres.

abstract saulpture and painting of natmral farms.

HL connections ta studia worle: her exhibition explored organic and man-made structures thraugh

COMPARATIVE STUDY
Natural Forms In Architecture

Connecting theme: Culturalsigns and pattems

Aninterestin @attaosled this smdant ta

Tamalta exampls; of ndigenaus Maor tattaas

trace the significance of designs in three
ditional cultures.

"Naltamura Shilan as Kurdtara Denshichi' by Tayaluni
{1861} asan example of Irenmi, traditional Japanese
atoang

Circus tattags by Maud Wagner {1877-1961}

Secten3
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Connecting theme: Monuments
Portable ‘War Meroral by Ed Kienhaolz (1968)

Iwo Jiraa raernorial (1954), Arlmgtm Vn'gma, USA

Monumnt ta the Third International by Vladmur Tatlin
(1919}

Wiiting the hwa Jira ragnurent starte d
an interest in the nature of meaorials.
This student contrasted this with the
ant-war sentirent of Kienhok's
asserablage and then the political
aptirdsra of Tatlins tawer.

HL connections to hi studio worle his ¢ xhibition inchide d Pop Art-inspired asserablages and
constructed farmns partly suggested by these made mist approaches.

Connecting theme: Photographs of children

“Wirginia at Four by Sally Mann (1989}

“iigrant Mother’ by Dorothea Lange (1936), MET New
Yorlt

“Hoganna' by Julia Margaret Camaeran (1865}, alburmen

print, ¥ictora and Albert Museum, London, UK

This student corpared three very
different vkions af childhaad.
She started with two Armerican

h hers, one & tary and
one mnmmpcnry then contrasted
these with romantic irnages of children
in Wictorian photography.

Connecting theme: Textiles and cultural signs

Idnai’u somh -east Nuenan head searves

K:mono, Japan, 1870-80, aepe 5ill (d\uﬁnen) Paste -Teskt
decomtion (yuzen) and embroidery, Victora and Albert
Museum, Londan, UK

"Bl}m Flayinga Biwa by Galtutei, Ultiyo-¢ print, Victora
and Albert Museurn, London, UK

This student starte d with phatagraphs
frorm her parents’ wedding of
cereragrdal head scarves. She explared
their tradition and raeaning. She then
loalted at twa exaraples of Japanese
Jtiragng design, one an actual iimong
and gne portrayed in a print.

Connecting theme: The grotesque

“Suidde” by Gearge Grosz (1916), Tate, London, UK
Mechanical by Paul McCarthy (2003-09)

The Garden of Earthly Delights by Hieronyraus Basch,
| Prado, Madrid, Spain.

drawings and then a short andmation.

HL <onnections ta studio warlt: he developed politicaland socnl satire through a series of caricature

An exhibition of worlt by Paul
MecCarthy prorapted the studentta
explare the use of shacltin art. The
past-First Waorkld War satire of Grosz and
the disturbingirages of Bosch pravided
an mtcxcstmg precedent.

Connecting theme: The American land

Navahg sand art
“Niagara“ by Fredericlt E Church (1857)

-| study about respanses ta the American

“Lavender mMist’ by Jaclson Palladt (1950)

“The Lightning Field” by Waker De Maria {1977}

An exhibition of Palloclt's drip painting
suggested to the student a corparative

+

landscape, from the sy lic art of
the Navahos through the 1 9th century
sublirae to late 20th century land art.

Section 3




THE COMPARATIVE STUDY

» Eveiyn has used her compatatve
study toexpiore the cultural issues
of cobnizfisny and gender evident
the otien Giise of the 19th centuny.
Asshe iszn AL qudent shehas
then made connections o her
exhibition woek.

Secten 3

What do we mean by culture?
The Visual art guide defines culture as:

"earned and $rared belief, values, Biterests, attitudes, products and all patterns
af bSsaviour created by sodety. This view af aulture inchudes an arganised spstem
of ymbals, dexs, explanations, belefs and matrial praduction Giat unums
yeate and manipulate by Gueir daiy Nves. "

Saall the artwarles you will be kolung atin your comparative study are
expressians of aulture. Your t@slis ta explain this cultural context.

Everyane wha writss about art dass sa from the viewpoint of their
antural identity. Until relatively recently the histary ofart wasseen as
3 pragression, or unfolding stary, tald from the perspadive of western
EBuropean civilization. e Story of Art (Gombich, 1950) % a very gaad
intradudion ta this way of sesing art.

Orientalism Cultural links to my At

lused a tadition| kinono stand design to link
with the ecientalisin of Whistler and Tisset.
Ithen painted the ket part with the inte riec
‘oriental’ scene from Tissot's painting,

The artificial roses repeesent my English culture,
but alse act as symbok for the peostitutes.
lwanted to iecreate the exotic aesthetic of the
ninéteenth cantury painters but to e madarn

symbolsm tosubverttheir celeqialist use of
culture.

Edward Said, a post colonia list litera ry critic, said that
‘arentalisy remoins inextricably ted o the
imperialist societies thot produced it which maokes
much of their wark inherently palitical, sendle to
power ond therefore intzllectually suspect

[Edward Said, 2013|

Rose and Silver: The Princess from the Land of
Porcelzin’ |1863-4] by James Abbott McNeil whistler
[see right] clearly shows nineteenth century western
fascination with Asian culture. The title of the
painting portrays the East as a fantastical, mythical

Land of Porcelain’, while the ale model is
trarsformed intoa Japanese princess, thereby

exem plifying Western painters belittling orientalism.

g3 ffan WHpada i The_ 2 n oo fram the Land af Sor cdankl

Although westem artists have always talien ideas fram ather cultures,
Picasso’s "Les Demakelles d°Avignon' in 1 907 marled the birth of a new
ing of the rehtionship b art, cultures and power. Picasso
subvemd the established western arder, apening the way nat just for the
explsion of ragdern art, but ako for the different readings of art history
that exist taday. Through reading an artwodt we gain insights inta the
ideas of the tirne I which itwas rade, but we alsa rveal our own values.
Itcan be useful ta consider these four thernes in relation to art aitidsm:

«  cobnilism « natignality

«  gender « ethnidty.

Culture can be used to exert power. The gathering toge ther of conquered
peapks’ cultural artifacts in national kan ple of this.
Gramsd desaibed the dea of cultural hegernony, the use of culture to
dominate gver anather group. Thi is evident through radsra, colonialisra
and sexira. It is an area that has been explored by many conteraporary
visual artists and & an fmpartant therne in rodem art aiticra.

How to research

So far we have been analysing forral qualities of artwaorlss by looldng
carefully at them. However, in arder to be able to congder function,
purpase and cultural dgnificance you will nee d sorme badiground
Inowledge. This section is about how to find out that information.

Asking meaningful research questions

It % a mistalte ta considerreseardh siraply as gathering information. It

is rauch better to thind ofit a5 finding answers to questions. What do
you need to lnow? Diseuss this with your teacher. Lol at the function
and raeanin g se ction in this chapter for suggestions of the questions you
need to ash, as well as the advice below. Then write a st in your visnal
arts journal before you start your research.

Imagine that you are wiiting a comparative study that carapares
landscapes by Edvard Munch, Caspar David Friednich and ¥incent van
Gagh. The fagh is not ta find biographical information but ta answer the
fallowing questions.

« %Why did Mundch use non-naturalistic colours?

« ‘Whyis Munch called an Expre ssionist artist?

« How did tMunch use the landscape to eXpress feeling?

«  Howwas Mundch influenced by Yan Gogh?

Your teacher willhelp you to fomaulte rae aningful questions for
research. You raay alsa find it useful to laolk at Blaora’s thinldng
questions (1956). These willhelp you mave beyond just repeating
infomaation when you research.

SECTION T S
T

Make yourtasksimpler by
<hogsing artwerks that are
frem cbviously different cultural
contexts. This will make the
centrasts easier toexplain.

ffthe works are chese in time
you will have toconsider the
nature ofthe differences

very carefully. For example,
Edward Degas and Jean
Rengirwere both French 19th
<entury artists asseciated with
Impressicnism. Dnewas frem
arich bourgesis background,
the cther poor and werking
<lass. These different cuttural
contets did affect their art,
but in a subtle way, whehis
difficult to explain. This €an

be resehved by choosing a
third weork that is chvieusly
from a different culture, but
linkezi thematically: perhaps a
genre scene such as Japanese
Ukiye-e prints?

Why should | spend time
askingquestions?

Eecause spending a little

time pbnning will save youa
btofwasted time bokingup
infermatien that is not relevant.
Filling yeur comparative study
with research i net the aim

of this task; yeuwant to use
selkcted knowled e to inform

rinvestigaticn.
S ) 4
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& flory has applied his

d ing of MUNChE sy fewhen taking ph

hs o his drocherin Edind urgh.
Thisis @ practicel wey of snswening resezich guestons. it helps hine tozppreazte the rezticnship b etween
figute and sutroundings, which fiehas then developed by using Expressbnistcofcur in his painted study.

EBelawisa @ble with Bhom’s catagariss of questions and examplss of
haw you mightapply them ta thelandsape assignment.

Catagary
Evaluation

Synthesis
Analyst
Application
Comprehension

Knawledge

Question words

Judge, apprabe, evalate, a55e55

Compase, canstrud, design, pradict

Compare, contrast, examine, analyse

Interpret, apply, use, damaonstrate
Restate, discuss, desaribe, explain

‘Wha, what, when? Define, recall, list

Example

Haw effective is Mundh’s use of cakour
ta express his feelings?

Malte a colour study in Mundh’s style.

ContrastEdvard Munch’s use of colour
ta that of ¥an Gogh and Caspar David

Taltea seriss of phatogrmphs influenced
by Edvard Munch’s compasitians.

Desaibe the differences between
Friedrich’s and Mundh’s use of wlour

List five Jeey aspects of Edvard Munch’s
style.

R ber Rierkn's ntrad page on “Distortion of the Huraan
Forr*? She now has three different areas to research sa thatshe can
write about fundtion and reaning. She has dkcussed these with her
artteacher wha has helped her to wiite these research questions:

1. SalvadorDali
« ‘What raaltes this painting a Surrealist worl??
« Why has Dali distorted the hurnan forra?
« Howdaes this painting reflect the Spanih Civil War?
2. The Chapman Brothers
« Why have they made grotesque ditartions of children?
« Why did they chodse moulded plastics for the 1p $?

Researchis a skill. Learning
where te find infermaten and

assessing the usefulness and
accuracy of what you research
is difficult. ssk your school
librarian which enline rescurces
yeur schoel subscribes te.
Then askycur teachertchelp
you devise afocused research
<juestion. Use the online
rescurces to gather material for
your arswer, carefully ciing
exhsource.

« Whaar the audience for these artworls?
3. Maltonde sculpture

« Whamade these sculptures?

« ‘What were they used for?

+ Why da they ndude distarted figures?

Now she is ready to start herresearch.
—

How to find good research material

One of the difficulties when readingabeut art is that text & often written
in a cgraplex language thatis very difficult ta understand unless you
akready have bacliground Iingwledge. If you dan‘t understand what you
are reading then it & usekess, so stant simple! An online encyclpaedia
such as Encydopaedia Britannica will give dear and easily understaod
inforraation. Other good starting points are the major ruse ura websites
such a5 The Metropalitan Museura or The Tate Gallery. These have short,
<learly written pieces of infomanation and pravide linls to glossaries ta
explain spe dalkt terras.

Once you have gained a foundation of understanding you will be better
equipped ta tadie journal, magazine and newspaper articks. Be a
detective and follow the trail! For ¢ xaraple, boalts on artists willhave
bibliographies leading you ta ather baalts and artides. Artist websites
aften have a list of reviews in the "Press” se ction. Websites such as
‘Wiltipedia have bibliographics at the end of their entries; follow these
lindes to the ariginal sources of the inforration. Blogs will lead you ta
exhibitions of conteraparary artits: then you can che de gut the venue
website ar news reviews far raare reliable information on thatexhibition.

Try Google Schokr, Google baols and The Googk ArtProject. Many
newspapers have free online databases of pastreviews, but yourschaol
libraran wil help you find these and rauch ragre. They may also have
acess ta subscription datab thatcontain th ds of specialist
articks such as JSTOR and EB SCO Advanced Placernent Source . If not
then try your kcal ibrary.

Tip

<

Ifycu are researchinga
<ontemporary artisttry
sending them o their gallery an
email; they might be willing to
ANEWEr your guestions directly!
Museum and gallery curators
are often peasedto help

when appreac hed directly by
students seconsider emailing
the educ ation department with
your Guestions.




Haw is Kierhn going ta answer her research questions on Dali?

« ‘What maltes this painting a Surrealist warlc?
« Why has Dali distortad the human farm?
« Hoawdoes this painting reflect the Spanish Civil War?

First she loalts up Surrealism and the Spanish Civil war «n Encydapaedia Britannica. Then she reads
mare about Surrealism from the Tate Gallery website. She finds that "Saft Canstructian with Bailed
Beans” i in the Philadelphia Museum. Nat anly da they have a gaad articls on the painting, they alsa
havea teacher’s padc with all her answers.

Haw the mare difficult research.

Hawisshe gaing ta answer the questi <an Maltond
« ‘Whomads these saulptures?

« Whatwere they used for?

« Why da they inchide distartad fi pures?
Thereisnothing much in the Encydopasdia Britannic and the artide on the MET museum websits is
wery brief. The articks on ‘Wiltipadia is canfusing, butthe bibliography mentions an exhibition in Paxis in
1989 andat the Saatchi gallery in 1992. Searching far these gives her same nformation, but then she
tres Gaagle Baals and finds part of A Hostof Devits: The Kistory and Context of tse Making of Makande Spirit
Figures by Zachary Kingdan has been uploadad Thisis very detailed and she lramns all she neads ta Jonaw
about wha the Maltande are and the histary of their carvings.

Areyour sourcesreliable?

Theeasisstway to find information is fram websitas butanyane @n
writea web page 5o haw da you evalate if the information is acaurata?
‘When you laaleata websits ider the followin g questi

1. '‘Whaois the andienca?

Laoltatthestyls of language. [5 it writtan for children or for an adult
reader? [5 the grammar and spelling correct? Often art comment is
written by Jteen blaggers with little inawledge. [t} better to secleout
museum or aadamic websites for your research. The damain name
{URL) can help. [ the URL ends acultthen itis witten by 3 UK
univenity: if it ends .du then by an Amerdan university.

2. ‘Whais the author?

Thi should be evident Paste thelr nameinta a new &b ta sae what

<ke they have written. 1t always helpful ta lnaw whether they are
abjedtivein their comments. you @n't find autwha wrate it then you
might wander why they did not want ta add their name. Alternatively it
might bea corparate authar - this  often the @se for musenm websitss.

3. 5 itabjective and accurate?

T5the website promating a partianlar set of beliefs? Thi might distart the
accuracy of the information.

Secten 3

THE COMPARATIVE STUDY SELTIDN 3 !é

Van Gogh's ear

Did ¥an Gogh autoff his ear? This episode has becomne an artlegend
and is an exaraple of how you mightfind varie d answers to the same
question ¢n the internet. It is often presented to exaggerate the wilder
aspects of ¥an Gogh's character and ta hasize his instability.
Although mast of the accounts correctly inchide the few Jmown facts,
such as the dispute with Gauguin who was staying and painting with
hira in Arks, writers then fillin what raight have happened with
colourful de tails often suggesting thathe rragved his entire ear.

“Asthe pair approacied a bordeh, it tow bkseified, and Gauguis aatoff Vay
Goghs's left eariabe wits Bl suord — eitser bs anger or wif-defosoe.
He then Orvews the weapay 19 the Risdne. Vay Gogh delvered Be ear b the

prasimre and stagaered Bame, where polioe discovered Bim the follawing day, the
new aanunt daime." (Sarauel 2009)

“Vissosss tvans (Foaks dids 't actually oat off e entive Teft aar, past a litfle preos. 1Hie
happened when tenpetatutes flated with Paul Gauguds, s artistwith wiom he
Bad beess warkisg for 2 white b Arles. Viaw Gogh's iMyess tevwaled itelf e began
ta haltucksae and tffered attacks is winids he last amsonssess. Duting ose of
these attade, he ud B¢ ks ife. He omld later tecalisathbsg about the event. ™
{The ¥an Gagh Museura, 2015)

None of the stories are false: they are just presente d differently. The Van
Gogh Museurn ¥ an acade ke mstitution and 50 is the most ely to
have accurate infarmaation about ¥an Gogh.

How to reference your research
The Witnal art guide states:

“Byery bnage wsd withbs e i1 sty it be approphiakls vefe 4
admowiedge (he tifle, arnist date (uhes iz isformation s imous) and Bre woutce”.

The sarae applies when you indude your own artworl.

A dfation is away of telling the reader that your information has corme
from elsewhere. A reference is the detail of who wrate this original
infarraation, when they wrote it and where it came fror. The sources
saeen ks alist ofallthe references from your cormparative study.

As you research you willneed to lieep a st of references so that you will
be able to cite thern in the study and then corapile your sources screen.
Loal at the case study tasee haw ta da this.

Assessment criteria for the comparative study
Part1: Comparative study | Marls | Tatal ]
A | Analysk of forraal qualities

B_| Interpretation of function and purpese

L Evaluation of cultural significance _A 3 30
D | Maling coraparisons and cannections . B
E | Presentation and subje t-spedfic language [3 |
'F | (HLonly) I | 1
¥ 12 4z

b{;{gﬂ;\g cqn;\eqﬁ@s o own a;'t-malri.r\g practice |

Diplora Progrararae Vismal arts guide, page 39
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Tip

Properlyciing yoursources
shows that you have
researche< thoroughly anc that
yeu know how to distinguish
between other pecple’s

leas arct your own original
cemment. f you dont dothis,
then you are committing
plagarism [copying). The IB
candisgualify yourwork amt
remnove your certificate or
<iplema. Simply listing your
references on the sources
screen oes not mean that you
canthencopythewards freely
inte your study. You must still
use gudtations arcd citation at
the pointofuse asdescribedin
this secticn.

A "SoitConstuction with Goied Seans [Frenronition of GuilWat", Saiador O [1936]

Kierlan has found good information fram the Phildelphia Museum website about the Dali painting that
is in their callection. Here & part of the museum taxt.

"Thaugh it is Weed? Brat Dall Suanged Bre 0de afer Bemil@rypawy © add b B1e wonbigh propheaticpover of his
ussam sausmiid, 2 wiale dinae of saal and poltiaal stugale had existed b1 B¢ aauntry for pears. Dall began his
studies fir Soft Construction wits Boiled Bezmsin 1935, etdrbig B Hideously depromed anabmy of B olaseal eveature. "

Kierlan maltss these notssin her visual arts journal

@ Hepreparad for the painting in 1925, befare the civil war.

« Hechanged the titls 50 that it vould seem that he had anticipatad the war.

« Spain wasin a state of sadal and political struggle.

And she recards whers she read thi: Eduaation: Philadelphia Museum of Art http:/ v philamuseum.
argleallections/permansant!5121 5 himl.

This is new Imawladge ta her and hawever she deddes ta use this information she must t2ll the readar
whereit came from. This is what she writss on her comparative study sareen.

"Dali bajay B¢ pavstig b1 1935 by etchivg Gre defirmed fgure, buthe 1avged Bre 00e © make it ot asif e ew
Gere was gobsg to be a avit war. ([Educztion: B iladaphia Musewn afAr() Hawewer, Yiiisk trateven tragh he did B1is
s pabs g s reflects B1e sufering of B1e Spaniss peapie at ais thre."

She has putin a reference sa we Inaw where the ideas came from and then made a personal respanse ta
the infarmation. She will aka put this referencs anta her sourass seraen.

n ik

THE CONPARATIVE STUDY SECTIDN 3§ X 4 té

Intreducing quotations

Sirply adding quotations to your screens will not show that you have
understoad thelr relevance to your study. Instead introduce thera and
then respond by expanding or explining the ideas.

Case study

Kierhn finds Dalfs deseription of "Soft Construction with B ailed
Beans” on the Philadelphia Museura website. She can male a
direct quate:

“Dali described thic pabatisg asbetsg ‘avast Bumay body breaking out
3310 Mansiraue excrescenos of arms and kgs karing at ame anather b a
dedvivm of au iation.” (Eds Phiadehia Muwwm of At
2015) We om e 312 fram fhewny 13 Nmbs transform fram saft flesh

ta gnaried stane like farens b1 Bse foet and hands creating anightmare
sutrealist visn. "

Or she can paraphrase:

"The Fumass forme di1g ta Dali break awt inta 2 delivium of
auk Wt (B V33 X35 i@ Muzewn af At 2015), uhich it
typiczlaf Bis ‘paraso@cerineal’ method."

In bath cases she has lindte d and de velaped Dali’s words to ather
ideas with her gwn corarnent.

J
(Kaeti) [Kinpdon) List of Saurces.
Aiicn Bemitc: Contemporany Arl ofa & JohanasburgAr Galleny
Educadan: Phll)debha Huseun ol &1 Ilbﬁogayhg
decldac i of i 3 it

P o peemanent/ ) dwag fnd 1 Johanesb.le

(Esacation) Qi H. H [ 1842). The Secrectife of Solvodor Bok. Hew Yok
Uil Press.

[#¥ca Remi: Corempacary Art of aContinent Joharmsbur gt G ey ) Sdocoton. [nd | Retrieved December 25 2015, Fom Phisadelphia

S W ot h ; gfeclec
WitarricaSched pamamy'S13tShiml)

Kigdi, 5. L [nd.). Mokende . Betieved Harch 2015, fom Grome &t

~ Savadar Ui [2015) b ncykpada Bitrnica betieed St 1 i a«aaumm,g ez, gt

dde’zlide/ P304 adads 533305,
. mmnzamnasuun:nrunm [znm Aficon Bushess (271), 38 Kirgdon 2 [rud ) ANost of GevisThe i d & of th
= Stock Fhoto SPAHISH CNILWAR [1935 1933 ) nachist fighters fom he Making of Spint Covning . Rerieved from Googe Bocka
Hafen d Condeder afon of Labeur i Barcdenain Juy 19 hittpe:/bocks.googecouks

~ Stock hote Hakandecsvers vith eboowy < sevirgin Dir & Salaam Tarzaria
~ Fiona radey. " Ddi Sdvada” Groe At daline. deford At Bnfne. Qutoed
University Preze. Web. 22 Har. 2013 chipsAwwwotedarianline.com/
sbxrbaluickigoa/z1MI2185>.
Tuertieth Cantory Poiting ond Soptore in the Fvlodelpho Maseomef At
12000],p. 75, lockup poper detiils
Hote
1) Sabradee D, The Seciee Life of Sobvodonial, frand sted by Haden H
Chevalier [ Hew York: Dial Press, 1942 p. 357
(hevdia, 1342)

A Thisis Kierlan & it of scurces which she wil uploed with ey comp ieted comparative study. She used the citzton teolin

X

MictosoftWord to comp ife herreferences as she went song. This heips o ensute scadenic con S Wy in her fist. R
cite theiiu trztbns wo.

e
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Using the visual arts journal to record research

Presenting information in different ways in your journal will help you ta
assimilate ideas and malte importantconnedians. You could try:

« mindmaps

« flaw charts

Kierlan has mapped autideas related ta the Dali
painting she has been studying. She plced the
image in the centre of a sheetand then added
themain reltad contexmal cancepts, then

the importantideas of the time and linls with
the artist’s life. This helped her ta assess the
interrelationship of the events.

Kicdan realizes that there b a very dase
reltionship between Dalfs warliand the histary
afthe 20th century. She deddes ta recard this

in a imeline 30 she can relates it ta the Malonds
aming.

e timelines
« annotatad sletches.

e
Jfﬁlu\'mm’ ]
o

Mg ¢

o2
F o
: A vnic man’
s o
Ay gt

I

Kietlan uses @ sinple i e dizimin g of the paintng to fink
fer teseaich ideas to eviden ce so that when shewnites
in hiex comp atative studyy she will be ab e torelate the
contextofthe painong to speaiic detsil such a5 the mran
in the background that neigh treptesent Signund freud.

WP YUY Y VI T TUUUUTUTVVVeVeSs
§

4 Thisstudent has used conceptmeps tobuilf svop ossiie themes for hersudy: firsty she explotes the puposes
of portsiture and then tses the ide into e Sudy of sei-portraits by wooren.
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A Thi s mede cereful on on herw. drawing of'z Kimono.

Visiting museums, exhibitions and galleries

‘We understand a waorl of artin reallife differently from areproduction.
The unfarniliar context of 2 ranseura or gallery raalies us logl at abjects
differently, in a ragre focused way, and we tend to give thema different
value than we would if ploed elsewhere.

Experiencing in real tire and space at kast ane of the warlss for your
corparative study ¥ iraportant. This raight be through aschaol rauseura
or gallery visit, or perhaps s¢eing an artwork displyed in a public space.
You could arganize this viit yourself, or malee it part of a holiday top.

Or you raight be lucly enough to visit an artsts studio.

‘Where verand however you see art it is irnpartant ta record your
experiences carefully. It § possible ta see a lot of artin a short time by
wandenng through a rausenrn, but if you are gaing to leave with really
useful material far your parative study itk i taslow down.
An hour of facused first-hand abservations in front of ane worl of art
will provide invaluabk raaterial for you to use later.

A Webecome zccustored to

vieswing attwoeks 3= reproductions.
Homever, the expenience of seeing
the chiginaf artvcek h @ mu seuns,
such @sthispainong by Chu ok
Close, is quite diferent We can
propeny understand theinpactol
sceleor the handiing of media.

Prepare your visit

Arrive with an abje ctive. Scan the rauseurn/galle ry we bsite to raalte a
sekection of worlss that you thinl you want to see. Chedr that the wart
is on disphy! Then download inforration and raalte sorae prelirinary
notes in your viual arts journal You right change your mind when
you armive i you aw inspired by sarething new, but this prelirinary
research will still have been useful.

Record your pbservations

Your visual arts journal will be vital for recording your experie nees when
seeing onginal artworls in context. Most rause urns alkow phatography
{except for spe dal exhibitions) $o use your carmera to r<ord the way
the artwaorltis displayed, to give a sense of scale and ta note the detaik
on the exhibit kibel If the worltis thre ¢ -diraensional re cord the lrinetic
experience of ragving around the waorlt.

Itis terapting to rely om just your electronic record to refer to later, but

in grder to properly understand artworlts you will need to slow down sa
that you achieve an in-depth response. Change the pace of your kholing
by daing one or maore of the fallowing:

@« aschematic drawing with annatations S = =

S|

« awritten deseription
Schematic & in adiagram,

« afocused dmwing. like the simplified figures of 3

In the exaraplk on the next page, a student has used their visualarts manarweman on the doos of
journal to malte careful ngtes during a visit to an exhibition of sculptures bathrems in public places or
by Anthony Gormdey. Notice the clear drawing style, which has helped the charactes in thetelevision
ta record the shapes and distinetive features of the saulptures. The show Sowth Park.

Jjournal page shows quicl and effective note rling.

i
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A Cieariine drawings and notes make this @ really eifective tecoed of focking 3¢ Antony Gomeys
scupues

Consider the cultural and architectural context of the work

‘We Ipaltat abjects differently in an art gallery beause we armive with

the expectation of anew experience. The surroundings help to aeate
this spe dal atragsphere. In a modemmn gallery the nentral white space &
evenly lit and devoid of distractions. The andience is sometires subdued
and visitors tend ta show the same Tespect that you mdght expect of
those viiting a shrine or place of worship. They are full of expectation
and hejghtened sensibility. Even if you put everyday abjets in thi
context we see thera differently.

In a traditional gallery, the rich surmoundings, omate frares, gold and
expensive wall coverings help to aeate asense ofvale.

How to make formal analysis of artin a gallery

Describe the forral qualities using the seven formal points frorm earlier
in this guide.

IMaterials and technique: Consider how the worl was made. How did
the artist start? Angther way of answering thi % to ash: How would [
malte a capy of thi work? Where would I start? What materak would
Ineed? Talte a rally chse loal at the surfaces. Usnally you ansee

the underpainting and raw surfaces that the artist has worled on by
exarnining the edges ofa painting. With sculptures and artifacts you
willneed to consider the corbination of pracesses of construction or
reduction, modelling or casting and 5o on.

Curation: How is the worl e xhibited? Consider the architecture and
decoration of the room. (And of the ruseurn.) Consider the de dsions
raade by the curator. Why here? Why with the ather worlts ofart in the
gallery? 5 there a deliberate dalogue between the exhibits? Aslchow it
<could be displayed differently. Would thi change the reaning? These
are factors that you will want to consider in relation to your exhibition
COIAPOnent in tirae tao.

Presentation: The fraraing orlach of it: the pedestal or lack of one for

a sculpture . How rajght you present it differently? Whao made these
<haices and why? Not necessarily the artist, but pethaps a gallerist

r previous owner. Or perhags it is in the onginal frarae designed by

the artist.

Pravenance: What is its provenance? In ather words, how and why did
it came t9 be exhibited here and in this way? Answerng this question
will help consider the comtextual reaning.

Yeuwill find infermaticn about the provenance of an artwerk on the
museum labeloron its website. For example, the provenance for Dalis "Seft
Constructionwith Boiled Beans" is given as:

“With Julien Levy Gallery, New York, by 1937 (en consignment frem Peter
Watson ?); Stendahlirt Galleries, Los Angeles, purchased from the artist,
Hovember 4, 1937; sokite Louise and Walter C. Arensberg, Los Angeles, 1937
giftto PMa, 1950 (Education Philadelpha Museum of irt, 2015)

SECTIOND el

Pravenan ce: this is the term
used descibe the hisery of
whehas ownedanartifactor
weorkefart

Section 3 472
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=S « Scphiehas thought very carefuily

e : | before piscing the fineswhich snaiyse
composition oo the images. Read
hertextzsz fine example of (omal
#nalysis znd companson. Her choice
of irageswith theirlinking theme
of the see makes this espeazily
megningful.

In order to move beyond simpk expressians of taste, the 'L Iinow what
1lilee” approach, you willneed to apply thinldngslilk ta write about
the artwons that you have sekcted. Analysing art can be divided
between the how and the why. Firstly, desaribing what we can see and
undestanding how it was made ¥ the aritical analysis of the formal
qualities. Se condly, analysing why it was raade & the contextual fundtion
and purpdse . A good approach is to consider artworles first for their
foma, then for their content, and finally for their context, although of
course these things are always mterrelated.

A Thisstudent wes exaited by Wilizn: Pyes ibuntain duning z visit to the Foeshire S cuiptute Feri Sheused this expetienceasa
starting pointiorher comp arative study thatconpated modem with Saroque fcuntains. Notice how the firstiwo paragraphs ae
entirely based on herpersonal expetience of the weekin context. Thisis winforced by herp hotographs and gves zn authen dcity
© herfater comprents on AYes intentions.

The formal elere nts of art section gave you the taals ta malte a formal
analysk, as they are needed for bath your pracess partfolio and the
comparative study. You will now need to apply thi analysis to the warles
you have sekcted for your comparative study.

DK

Dorciderthesequestians in mlation @ a museum expeence:
+ Why are same ab jects treated as art?
* Why dawe putarifacs inta museurs?

+ Haw daes an abject's functionand significance change when it is exhibited ina
special place?
+ Haw daes the culturalvaluechange?

+ How i cultural pawer exerted by the museums af past empires, such s the
Lawvrein Paris ar the British Museumin Landan?

+ Da ethnagraphic museurs preserve pastcultures ard estray them by taking
artifacts away fram theirtrue cantext?

Duchamp believed thatthe uinal becamea wark afart because itwas presented
as suchbythe artist Itis mame aczumte B supgest, hawever, that the urinal
becames a wark afartwhen it is successfully exhibited in an artgallery/museum.

A Thisisz reaily efectve practical
expiceztion of the fomal qu aities in
architecture. Even without the text

we have z carunderstanding of
how cantilevers, mass and space
areevident in rodemist building.
Thinkabout creative practics ways ol
showing feemal quaiites in the works
You 3re expioiing.

A JSessica wes excited by Alexander

McQueent cuiture cofisging i ishicn.

On this screen she explores how

Nick Knighthas photogrzphed one of
tcQueent crestion s toemp hasize
the negetve znd pesitize shapes.She
fha= devenly used coilage tojuxtap ose
Uhiyo-eprints. This eifecovely

meets the ‘oreative’ deschptor for
presentzion o.

i
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Pissereet by 3 e e of TS S 114 v
[Use of 10 et et e s of D

5t 1435 e v b A o e
[ 3atrcten Sae atel Do g P 3 seen o
searty oh g of 1 b

The ok et 41w kel w0 0 e e

4 Ef used snnotztion toconsider the fomel Qualites of L) o-e pints. Thisis 3 veny efective
methed 35 itziiows her tommeke each point ciady znd then supp cet itby direcoly showing
an example in the image.

The formad qualities of the

The colowrs. | imagine. ase faded due 12 3me but crgrally they woue oe
baght colowrs. The pants ae bult on colourhermonies &y using
and grees.

9o contrasted
with ofen on the vag which e actve and lvely
They sise s ™

AGUNGL the MTNGer Satted COIUS Tt T the shapes of Ihe Tg.res
Deory white & Sfen used 1o SuGQeS! plrty and 10 g e aMect ofigee It
L ofthe [

vathn oo e o T I'I ]
hey werw o ored
carefuly

4 This screen is the companion o EiizE anaiysis of fomeal qualities in the prnts of UGgaws
foshitors. Here she has used herwatercoours toact 3 @ background @ commrents about
the use of colour in thiyo-e prints. Notice the colcursamplers that ate zn efective way to
Cap ure zn aHistE p Aette.
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How to interpret function and purpose

“Laokisg issot bidifferent. There am seiet be any guestion of ‘fuet laakisgg”."
Wictar Burgin {1 982)

Your next tash is ta nvestigate the fundtion and purpase of the warls,
although you willhave begun ta apen outideas as you descrbed the
formal qualities.

Many pieces will fulfill raore than one function, forexample, 2 wedding
dress is: syrabalic bath of a culture and of a rite of passage: aesthetically
beautifuland at the same time a practical itera of clothing.

Allart is made for areason. The air of this se ction is to help you
consider the “why and whatfor?" of the artwerlts you have chasen to
study. But reraeraber, art rarely has a straightfonward purpose . Artists
aften roalte their worlt deliberately ambiguous and rather than giving
definitive answers, consider the multipke functions that yourartwork
raay have.

Questions to ask

You will need ta first research the cqulturalconte xt in which the artworl
was aeated. Refer to the research section in this chapter to guide you.
‘When you have read about the histary and context of your artwarls,
then you will be equipped ta answer these questions.

Why was this artwork made?
Some possible answers:

For status: to enhance the pawer or sodal standing of the awner.
To dply wealth (through the use of predous rateriak, slilled
craftsmanship or the creative ariginality of the artist).

For ritual: a5 a part of a religious cek bration, or as a vative offering to
asl for forgive ness, as an icon to worship, to alleviate suffermg ar to
attain spirtual enlightenraent.

For education: to teach. For exaraple, religious worls which tella story
ar have a narrative. Irages are espechlly important when much of a
population are illiterate, such a5 the Christian frescos of the Renaissance
or the political raurals of the Mexican revohtionary artists.

To understand the human condition:through the e pre se ntation

of abstract cance pts and feelings. Modern art daes this by means of
metaphor and allegory. Far exammple, the 911 merorialin New Yorl,
the kgacy of colontalista shown by Dork Sakedqs "Shibbaleth (2007),
a figsure munning through the floor of the Tate Modern in London, or the
exbtentil worlss of Glacormnetti

As propaganda: art that contains a strong polernical {one -sided)
e ssage aimed ta distort the truth for poliical advantage .

As documentary: to record an e vent. For exarmpk, Goya’s etchings of
the atrocities of the Napoleonic wars, or the warlt of war photographers
such as Don McCullen. Siradlarly, sodal realirm seelts to use artta

shaw the lives and suffering of ordinary peapk, such as the FSA
photagraphers in 19305 America airing to promote change.

SECTIDN 3

Ambiguous: having mere than
one passible interpretaticn. The
meanings of mestworks ofart

areambigucus.

Tip (3]

Youwill findthe highlighted
werds useful tesks in your
analysis of meaning they are
L defined inthe ghssary.

Evaluation of cultural
significance

Itis impertant to comment
entheculturalsinificance

of your selected artwerks. In
order to do this well you will
needto understand the original
<ultural centext in whichthey
were made. However, before
you startthe task, it ks werth
pausing to cons ker your awn
culturalcontext, as we are
allinfluenced bythevalues
and beliefs withwhich we
have grewn up. Think about
yeur cultural identity angd
what makes you different to
others. Remember that these
differences influence the way
you inter pret theworks, the art
that you are interested in and
the judgments that youwill
makeabout it. Awvareness of
our persenal viespeint can help
uste be more chjective inour
opiners, less prejudiced and
mare international- minded.

Section 3




STUDY

Theintroduction

Your first screen will intrectuce

yourstudy. Make the content

veryclear by including:

¢ atitk

¢ illustrations of the main
wierks you will analyse

*+ explain any linking theme or
framenork.

Aekling a persenaltouch,
such as mentiening where
you have seen the works or
what attracted you to them,
<an mnake your work more
inter esting.

'l Secton 3 Section 3 E

L'ART EST INUTILE, RENTREZ CHEZ VD LS

JeanVautrier

This translates as"irt is useless ga hame". Yautder makes use afirany &
questian thevalue of making art. In utilitarian terrs the statement s carrect.
Yet humankind has experded cansid erable enegu and resaurces in the
making af cultural artifacts. Cansid erwhat justificatians therecaukd be far
this When the Talibandestryed theancient Budd histsculptures at Banyan
they claimed thatthe actwas partiy in pratest at the maney being paid farthe
statues upkeep, which cauk have been beterspentanthe starving peaple af
L the regian. What da pauthink?

J

In pairs <iraw aVenn cliagram. Write each of your names in an oval. How
fill your evalswith all the aspects of your life that define your culture. Any
aspects youshare with your partner go in the middle, where the ovaks overlap.

Here are some suggestions:

* Personal details: religion/be liefs, ethnicity, nationality, gendler, age

~ Signifiers:dress, make-up, hairstyle, music, dfance, fox!, language,
custains, fites of passage [ how <o you celebrate birth, comin gof age,
marage anddeath?]

When you have finished, discuss with other students. Perhaps you can divide
inte<tifferent cultural groups within the cbss.

Which aspects of cultural kientity <o you think are most important in relation
L o your judgments of visual art? Perhaps gercter an! religious belief?

J

To question:in the pastart wasused within the constraints of
strict convention, butin mademn sacicties the rale of artis aften

ta subvert acceptad ways of doing things, or to malee us see with
fresh eyss. Irony b aften used ta subvert canvention: by chaasing
a dbjuncture of sale: by juxtap osingimagery that would nat
normally be seen in the same context; by using an unexpeded ar
inapprapriate madia: by using an inapprapriats style, such as being
softand gentle for a grussame adt, and, of course, by using humaur.
Far example, Margaret Wertheim’s group prajedt ta arocheta coral
reef, "transfarming the hardand wetinta the fluffy and dry”, this is
franicand its purpose  ta disrupt conventional ways of secing the
world. Appropriation is another way in which artists quastian the
values of contempaorary culture by recycling imagery. Mast collage
reliss on the juxtaposition of images ta suggest new meanings, or ta
disrupt the established arder of the warld.

Forself: ion: for the 1 exp of the artist. Although
thi & considered the artist’s rain reptivation by a modem audience, there
are in fact few artists who create ant purely for thernselves. Even i they

are finandally ndependent, which is rare, they willahways be wodng
foranandience. However, artists such a5 ¥an Gogh and Edvard Munch by
exarninin g their personal psychalogical traurna through their art help us to
better und d the hurnan condition - whatiti to live, suffer and die.

For contemplation: ta enjoy art for ity aesthetic beauty; sorne times
this is called “art for arts salte”. In western culture the prindpal function
of art was to be aesthetically plasing. The R amantic movernent in the
18th century changed this, considering eraotions such as terror to be
more poweful than beauty. Sorme rodern art has also challenge d ideas
of the beautiful. Aesthetics depends on cultural context as ther are
different ideas of what is beautiful Consider the classical aesthetic, that
is, frara andent Greece and Rome: the machine aesthe tic (thi is what
the Futurists aspired to - the sensual curve and gleamof a arbonnet,
forexaraple): the raodern aesthetic (the pure forras and white surfaces
of eady rmademista) or the postragdern aesthetic (the late 20th century
fashion of corabining corapletely apposing styles).

For decoration: pattem, calour, texture all serve ta give variety and
life to oursurroundings. Decoration is the primary function of many
of the artifacts in gur daily lives, frora the patterns on cerarnics ta the
stripes on your trainess, and the same & true of the original purpase of
raany gbjects that aw now in rauseurns.

For catharsis: a5 a release from powerful ernations. This is an andent
Greeltidea that to see inages of viaknce helps us ta cantrol or release
our feelings of aggression through art rather than in action. Shocling
the spectator is a methad of achieving this. Thindt also of gothic filr and
images of death and destruction.

Who paid for this artwork?

Congider wha is paying for the materials and the artists labour. The piece
Tay have been made ta aspedfic order, that k, coraradssioned. There
may have been acontract drawn up by the patron ithe peson wha
pays far an artworlt). The patron raay have been a rligions ndividual
or group, the state, ora wealthy private individual Art dealers arman ge
contracts with their artists. Conteraparary gallerkts provide studips anda
wage for their artits in exchange fora set nurber of artworls.

Where was it created for?

Artis aften maade for a spe dfic place. Consider whether thi was a public
I private space. Was the wodt made for the prvate conternplation of 2
few privileged peaple or for many to admire? Perhaps for a religious ora
secular building. Was it designed far aspecific architectural setting?

Who is looking?

Congder the audience, the viewer, the spectator. The nextsection
considers how you might present answers ta the se questions, butfirst
consider the rain relation to function. Wha are we when loaling atthis
artworl? What are the ways in which we regard the figures?

SECTIDN 3
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A useful way of considering this question for amadern audience ¥ ta

w ¥ § ; ' i 5‘ ‘ use the concept of the gaze: this is the ward art htorans use to refer to
1 ,a F T a g S 3 howwe laol at a figurative irage, particulady the spectators gaze, the Lonsidar thasa views an ‘the
23 1 ; § 3 5 395 i gaze of the viewer at an image of a person. It was a tema firstused by gaze' What do you think ofthe
l a4 ® , 3 ¥ g i g Laura Mulvey, a ferninist filra theorist. #ore recently the artcritic Jaraes spaakars'opinions?
= s Eldns has described the different types of gaze you might experience el
i § §§ g‘ : l § ; g § 3 g when you loal at a figurative painting in a gallery: ;::7;!:2';‘3:;’:? ?(ar:}::"
? 3 ; e i » e g x ] s‘ " “You, hakbsg atthe paintirg, figures b the paintisg wisa loak outat you, figures b 139E) g
: 3 } o 3 4 g “2 N ‘- § 2 the mfu{i»g wha mi;:;agw&a;m:r;mle‘m:m?ym lao:earo.bje& o “The gaze signifiesa
-3 3 F§ l o stave off issta spaoe or et egies dased. iass Baete s afiess (e suzenm pEychological relationship of
v i £ g f (& guard, wiamay be hakiig at the badk of your Bead, and the abier peapie b1 5 2 5
L) ! < 5 e aallery, whs e ok Yie pazinting, T 4 A pawer, in which the gazer is
e gallery, whamay B1g lyaU oF af (e paintbsg. Thete are imaguiary superiorto the abject of the

aburirts, 0 B1e arlisr, who was ase laakisng af 01l pavfisg, (s madel far Bre
figuresin B1e pabiting, wiso may osos haw wen Genuhe Biere, and ol B1e ot

oo of hedd e motw, ina amisrcon oo of
= 3l mtm 1 (1w Eed ah Mz el
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& Thinking skills

gaze* [Schroeder, 1398).

3
4 peaple wha Bave wen the painting— G1e buyers, Gre museum offiaal, and w prih. d» Ways of Seeing (1972) John
S And firally there are als paapk wiso Bave sever wen e pabsting: they may kssow Berger shserved that:
2 2 3 S Y % X
¥ it an iy from repraductions... or from desriptions.”  (Elling, 1996) ... according B usage and
- : 5
o § The gaze is away of considering the sockl pawer rektionships between convantions which dre atlast
; 3 the abserverand the atserved that are rapled by figurative irages, pelg guestone o bamia s
: ; espedally with respe<t to the maale gaze and the feraale gaze: raen gaze means bean overcome — men
y 3 at woIen; wornen gaze atthernseves: wormen gaze at ather women: oct and women dpped Men
LI and the effects of these ways of seeing. Consider the se ideas In reltion bokatwmmAManmcf:
) §. ta conteraparary med. Is this statement still true? shemsebas baing hokad at.
-~ o Berger argues that in Eurcpean
3 < artfrom the Renaissance
- l ¥ crwands women were depicted
§ i ! X 3 é 3 i 3 *i 2 Becarefulwith the word "simple”. You can describe works as being "simple”, as being
n2 E3S v meaning straightforward o direct and uncomplicated, for example, Van Gogh's “nwaraofbaing sen by a
. ey & g ¥ § exh have a simple P Hewever, avod saying “simplistic” 53
. i e ; : S I unless you intend tosuggest thatwhat you are describing lacks meaning, Tquelperit S
H i 3 i g % aradepiciedina diffamat way
B § 8 o i 2 e 2% g i 2 3 £ men— bacause the idaal’
2 3 } Q 3 E 4 §e - —— spactatoris always assumed
3« ; 2 é 3313 . g i S o v e e Brines Huang of L  be male and heimageof e
g §¢ ?}~ §:§ 3 g 32 3 Dragon Robe SR descaaiarles
isf. Sy A | I
2 i E 2% ; i | g s s s g 13 g ng 101 3n dwiar 31 e e,
14 e ]
¥ 3 2 3 o gk Pl e P S s P Ib B
i I i j it , ¢ i e s £
‘ 1 i ; 4 Jessice shows her textiies shils on
2 = S this screen. Mzchine-end oideting
! [ Ko, sty o 7 copy of the sik patemsaswel
l‘ Lorg e ey s Wk nagrntacen (SRS asdistiessing (zbrnic to create an
- faniofirs. Thahavsim dows el dalte nicaoe: of e bacigound has helped
i s i SR Oty fer to understand the reisticn ship
H AN L SR T between meteriis and meaning
Notice how 3 gafery sketch has

been presented on z finaf screen,
making this much nvcee p ersonal

than siepiy pastng in @ photogtaph

ot 3 24a v Hlowl g, laadng B nldbalin N ofthe tobe.

A fieyz hasefectively combined #n an sy S of ol gualties with catedi§ considerztion of cuiturs significence.
Her combination of word processed textand handuritten commen (s are very efecove.
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THE COMPARATIVE STUDY

Secten3

What do we mean by context and audience?
Wehave considered aultural significance and the viswer: naw you @n
linle those ideas with fundion and purpase ta explre the contaxt of
the artwarles, thatis, the ime and place that they were areatad and
the audience. A useful way of doingthi & ta use June King McFee’s

conceptual frameworle {1978).

ARTETS
I = woemn

The wdkna Thcwdkas aa Thzamwd & Tac acda k e The ackée vaxkd
wdd k 3 conme eyopie dkaxxe epnddered a3 autx gt L3 pamwela
b y4Lh oo of \ad A3k 1ad cole ey, ele Tk, Tas amtere »ol cvenm o
« =
e Tvma o y
crpoima o e, matlum amodadin. vAS Ticax oF
o becem et i waxld o chcke a0d dx. e ek o denliian e
a¢ ey L oo o oo oy Thetyanat RT—r i otz aa b
e vay aamke Rk qualdes, myod, i ek alve
2z valicd and a0y dgas 204 The mehnial crpxka ota
vadze)ed. Tas Anwdkax an pmbok ueed o pema 204 pamaute e
et = y ghax bux may alzg
crpatmargt s o thc dore 30 e quddca. adere Bedoply poxoaal.
dulirie e puxdewek - - coddzct - cpmkazc
xpha an il vz cm i la,
b doxathed 3 x ton quzkc Ticax of
o= @ ame dne dgaliia o ae
wapdd 3¢ ek 363 104 place & becarhiot
pha tyc e 2ty Iz m
exkane ot AswdEns an e way acoEs
aulmial belicty, b= Latend o scacmd. T
values, wliphyas, uakzyanct ke,
chualy, Mo and akice, eelions,
amecpe s akg daialy, M aad
lrpacxeic way comarpe aley
areneie 3 rpazdic vy
uad oz Ry

Visual ats tauc

Ta complete the fable, you willnead a goad understanding of why and
for wham the artworlss were made.

Camparan hetwasn Makands Sculptue and Dali P

Unknawn artot
African

Distarted farms

me:hdr af “EI Anthrapamar phiz
S PC S e s Dream like Famaus artst
Sculpture in black Use pasitive and Eurapean
ehany negative shapes Membar af the
Smaath ] § Sha 2
farms f :
SRS salid baze Painting in ailan
Simplified farm Cambine abstract and mm'\s
Flawing and balana=d s ] i
cam pasitian Farms viewsd in calaur
sil havette Strang chiarascura
Precize datail
W ampler

g i AT
A

wpport maecial

How to make comparisons

Thi coraponent is called the comparative study fora reason: you are
expected to cormpare and conne ¢t art from different cultures! Always
Jiee p in raind that you are coraparing the artworls, not the artists.

A straightforward way ta start this is ta use a ¥enn diagrar. This will
chify the simikrities and differences. But don‘t rely only on these, as
they can be rather reductive and sirplitic: you end up painting out
the abvious and irrelevant such as there ¥ a duclin thi painting and
a pigeon in thatone! You can see¢ diagraras here that have been done
well where the mportant stylistic, technical or thematic differences
are shown. It is rauch better to con<entrate on themes that connect
the worlts rather than treating this as a listing exercise and it & really
irportant to use evidence ta suppart your coraparisons, perhaps by
juxtaposing e taik frorm different worls. AL the wadts need ta be
<corapared at sorme point, but not at the same time, 59 CONCentrate on
develaping insightful corarne nt rather than lists.

Remernber the suggestion at the start of thi chapter was that you
ool for thematic lindts when you ¢haose your artworlss. Iif the warles
you have cgsen kel coraran thernes, this is where you willnow
find it hard to draw meaningful coraparkons. The very best studies

Ming
»
y Dynasty Vase

Chinese

Decarative
@ked calaw

Murakami
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THE COHMPARATIVE STUDY SECTIDN 3 ‘7\

start comparing theartworls from the introdudtion, pointing out the
Jtey thematic linles when the artwaorles are first mentioned This is just
thesameas you would in a good <553y that develaps a convindng
argument by adding evidencs a5 the ideas are explained. 5o in fact your
<amparisan should be something that develaps and flaws acrassall the
sareens, rather than just an isolted activity tawards the end.

Be zareful natta simply repeat
infamatian fram earlierscreens
when making camparisans;

this will ratgain yau any
new marks. Instead aim ta Asinan egay you willnead to synthesize - bring tagether — the
sunthesze yaur esearch, different parts to maltea ccherent whale. Try to malte meanin ghul
develping thethemes af yaur comparisans rather than repeating sarlisr information.
famparisans ink new insights.

You might compare the fallowing.

« Formalqualities: such a5 the use of light in landscapes, expression in
wkur, ways of representing the ilnsion of depth.

« Style and tachnique: for example, comparing the handling of paint,
the manipulation of medi, the finshing of surfaces in sculpture ar
the different ways fabricis transformed in dress.

« Function and meaning: haw are averarching themes intarpretad
differently? Haw are they culmrally dependent?

——

‘speaks” to you, where
linked to mythology &
stories have been pas:
to relate and wonder &

2

3

4
It/ fevorws intropiitzavel co-
This example of a woodcarving | find particularly pov
and realistic, especially in its striking and powerful sta

Maori Wt
Maori woodcarving w.
woodcarving is unkno
brought to their ance
toldlnﬁevelom&n
and mathematically precise. each pattern holding a di

aar
— . ¢ i b b ot o o o e

Freyz has compated these paintings mainiy ior thet fomeel qualities, butthen she hzs sdded focused parzgraphs co
functicn and culturel significan ce. Thisis z discussion of diiferen ces, rather than z snple bulfetpoint fist snd thisis what
placesit stz hipherlevel.

PITHHEUT T U AT ATV RPYRR YR ERR YY)

Although this is not an ancient example of a woodear.

through generations, A variety of carving tools are u:
4 This companson focuses on diferent sudiences.
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Gaud's La Pedrars’ was cammissianed by e
wealiny (613 tamilyin Garcelana {1306 10).

Buildings can be cansidered a |abels, the ugpsr
daxs we feir fauzes az a vay af shawing heir
wealth and success, hi: Gaud fadevel.
adifizract syl fo maKeit sand aut. Farf= ged od
La Caza Mila was cuffing edge, a= ndhing similar

etare. The farm lvfil3 2
fa build feir hause, because he was 3 Bmaus
achifed, za fiey cadd exgase fhar wealf and
mamaver have a hause with a goad lncandify,
a tachar which it iz assumed an exaensive hause
indudes. This iz deady szen asz it hllavs hst
hauwses in hoffer canbies need smal windaws fa
keeathe infedar cad andfa indude balcanies. The
calaur scheme is alsa an impakant corsidamfian,
withlightertanes. The fazade iz made w3 ol cuved
cast iran balusiades, bick pambd s, danmi o fhe
shage alilaving vaves. Hat anly in e lcade bt
alza fie hauss indudes a laf of Shsfmdt shudhume,
due fa fhe iregdar shaged raal and vanable
gmund dan.

Abawe ix my ghafagaah faken vam fie mal ol fie hause and belaw iz my AutaCAD daving o e Bicade fa

amlyse fe faving ar nosweauiams insaied by mbure.

This studenthas used theirireehznd sketch es mgetherwith diswing o meke 3 veny coherent and well-

presented sequen ce of pages.

This studenthas mede effective
use of graphics to compare the
visus forms in the zrch Recture
ofthree diiferent buiidings zs
welasdevebping the contasts
in her ext

Secten3

L
11 orves of Lo Putter, £ @ epmory
[ )

wasen

How to present your comparative study

Your worl will be awarded marls for presentation. It should be

<kear, coherent, engaging and areative. The coraparative study willbe
upkaded forassessnent as a docurnent file (PDF). The systeradaes nat
supportanirations or anirated slide transitions, so don'twaste tire
planning these. You may well wish to use software such as Micasofts
PawerPoint® ar Appls Keynote®, but there are no presaibed ways

of presenting your study — it really is your chaice. Loal at really well-
designed web pages, for exaraple, those of the raajor rauseuras, or online
raagazines, for soltions as to how to e fectively corabine text and irage.

The exaraples in this baalt willshow you ways that ather students have
made gaod presentations, but here are same ¢ Xtra pointers.

Ensure you show things clearly. In ather words, the text raust be
legible. Avaid subtle gverlays, distracting baclgrounds, staall text
(less than 12pt) or coraplkx fonts.

Blodrs of text lalt better and are easier ta read than continuous lines
that span the entire sereen (a5 in aragazine oron a web page).

Never split your text across ilustrations.

Congider areating a consktent design for your saeens. This will loalt
£oad and save you time redesigning each one.

Avaid downkading pre-designed teraplates: these are rarely
apprapoate ta the artworl being presented, besides thi & a visnal
arts course and you are e xpected to show your personal visual sldlk.

Malte styke choices that are visually appropriate to the worls you are
presenting. Do nat use decoration, but chagse calour schernes and
fonts that enhance the artworls. For exarapk, 2 gothicfont § not
appropriate for text aboutan Andy %arhal print, butcould be for an
Akexander McCueen dress.

Rerneraber that graphics and visuals can show information raore
effe ctively than just words. Try to achieve a balance between the twa.

Sore of the exaraples in this baalt are scanned she tchboal pages —
a5 long a5 they are easy to read this is a perfectly acce ptable way to
Present a corapartive study.

Do notscan pages that are illegibke and then provide a typed tansaipt
- this ¥ notconsiders d ta be ckar and coherent presentation.

Juxtaposing iraages can ¢ fectively cararaunicate coraparisons,
especilly when supported by siraple annotation.

Malte yourstudy engaging. This raeans being creative in the design
of sareens so they are appealing to read. Perhaps using collage,
photagraphy, sletches or even maadels ta explore and exphin

oanae pts.

SECTIDN 3
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Anson was interested n the studentprotests in hisfome aty of Heng Kong Thisfed hine o research the sttof the Mexican
Revolutbn. His resesch sugpested o hine how he could respend in the studio o events that wete inporntin his ife using
2 gnfia sp proach to that zken by the 2rists he had rezd sbout. He did notuse painth g butprin tto explote the Wsus
iznguage of these arists.

Notice how 2nson has flapged up the connecticns with his paragraph headings. He has made the Wsus connection very desr
by peang the Siguetos nursl nextto his pintso that we can readily see the sinibiites. Hoveves HE isnotz copy. insteed
he has tofd us how the comp osiicn style has sfected his own woek.

Secton 3

How to make connections to your own art

1f you am taling this course at HL your comparative study will conelnde
with three to five sereens that analyse and reflect on how the study

has influenced your develapraent a5 an artist. You willneed to show
<onnections between ane or mare of the warlss that you hawe studied
and your awn <reative worlt.

‘When you ar agesed for thy tash it is yourunderstanding of the ideas
and the extent ta which you have linlted processes and practices in a
meaningful way that k being loalted at. The quality of the artwaorls is
not being assessed here, as you will prabably have included these in
yourexhibition or process portfolia where they will be assessed for the
sliill and ideas: rather it is how you have made raeaningful and informed
connections that matters. So the writing here has a diffe rent pupaose

10 your exhibition text even though you will be deseribing some of the
sare worls.

To prepare for these screens, reflect and review what you have already
written about ather artwamts. Your visual arts joumal will be use fulin
this tasle. ¥ou may well want to talie Jtey points that you have raade
about other artists from earlier sereens to now directly nde to your warl.

To help start your reflection consider these three ways in which your
own practice raight have been nfluenced.

1. Formal qualities: Refer bacl to the formaal gualitie s section of this
guide and apply these ta your artwort. Are there connections in
the approach to colour light, formand texture? Lol for specific
siradlarities thatyou can deronstrate . Perhays, for exaraplk, you
started using saturated colours for the first tire in response to a
vibrant painter thatyou were studying.

2. Technique and media: Artists are frequently inspired ta change
their worling raethads by seeing what athers have done. Perhaps
you were triggered to change scale, format or to try a new rediur.
Perhaps you began ta use paint more freely. Ormaybe you were
encouraged tg be raore accurate and attentive to detail Agam laol
for evidence.

3. Concepts: How daes the function and purpase ofthe worls you
studied connect with your aeative idea developrnent? There rajght
be a strang political or sadal connection. Are there cultural Enles?
You rajghthave talien aspects of cultural style ta de welap. Pethaps
you have applie d different cultural insights ta the context of your art.

4. Presentation: You will need to exphin connections visually by
juxtaposing your artworl with exaraples that you have studied.
These don‘t need ta be knge, ustckar so that the linds are abvigus.
Often copping details is the st effective way of showing this. As
elsewhere in the study, annotation and Hsts can be just as effective as
longer writte n passages ta shaw your thought process.

SECTIDN 3

Thereare three dSp!{E 1w©
aidress onthese finalscreens:

= reflecton the cutcomes of
your investigaticn

= kientify connections between
one or mere of the anworks
an your gwn arkmaking,

= explain how these influenced
your develepment.

Many students forget to eflect
on the cutcemes of theirstudies
of the anweorks. Butthe mast
cemmon mistake is to discuss
<reative ideas and processon
these screens without making,
eiplicit connections (with
words ) to the arworks studied
This is adifferenttask tothe
descriptes thatare included
in yourpress perfolic and
ethibiticn, so den't use the
sametext Anct rememberte
includeimages of yourart-
making tsuppertthe links.

Tip
Here are some key points to

conster for your connections
SCreens.

Making connections: Have you
been able tomake meaningful
links?
Development: Have you
demonstrated how yourthinking'
appreach has changed over time?
Reflection: Have you pausedtc
censkier what you have learned?
Analysis: ks there precision to
yourcomments? Have you
ksl‘xmnde‘: iland depth?
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Similarities to my work:
| have used the same
pose with the man’'s
hand reaching for the
woman's pregnant
belly.
| have used a cartoon
like style for my
sculpture, with simple
outlines
| have used a modem
take on symbolism by
placing the apple inside
the woman
| have mixed together
unusual matenials, using
plaster, wire and a real
apple. Offili uses real
elephant dung in
his paintings!

A Juliz compared differentarises’p ortrayal of the stony ofAdzne and Eve in hercompatative study. Thisis caeoffier
connecticns siides. She has Gken @ more staightibonserd approech than the other examples by using bulfet points, butthis
is effective. Herscuiptute isrealy orginal; sheis notattenpting o copy style or echnigue. instead she has been inspired
by theidezsof the attists, espezily the way they have used symb clism.

Signal the connections between the artweorks am! your work<learly by usingthe names of the artists anc the titles of
the artweorks stucliedt. Then give clear evidence inwers anct images ofthe link. Trigger phras es such as these will help.

+ Iwas influenced by ...

+ The aspects of the artworks | sttt that most affected my developmentwerethewaythat ...
« s |developed ny kleas | consiiered how the artworks that | hadstudiedt ...

« The kieas from this artistthat are most evidentin mywarkare ...

« This influence is evitent inmyuse of ...

« Mychote of colourforims shows how | was influenced by ..

« | thendevebped the concepts | had researched inte ...

« The influence can be seen inthewaythat| ...

& Communication skills

In pairs, explain how your persenal artworks have been influenced by cther artists. Are these descriptens
convincing? Suggest to each ctherways that the kieas coukibe more ckarly com municated.

Secten 3

Feareis B thedifix et
my awodk:

s botiles, Zulgheeand
e e

Reflertion: caund rairawn in
e pharaphe o e halocus o
donepanegamhiclrgngs Chan.
e Bace Erabai. oF pra g
and Ackreoankreingas wl i be
e Borcnr
Py nrk € ks e byt
darka AbecrcAslic
“akn Exsga’ O77
Py wirk K v racratac srdldred
whorcx Bardc Baonrdlx on e
indderd Bimex ofexd pakdrg

« &rennz has made 7 themaic
comparzive study that considers
severzlziists iesponses to confTict
including 6 oya, fence Sacon
sndtdaning dbraneodc. Heve in her
finziconnections sides she fias
concentsted onherresponse o
francs acon’s 'Three Fgues atthe
Baseof  Cuciixion". The scieens
include herpainted cop s of the
work, which pive 7 pood sen se of hier
expiceston of his styfe, but she hizs
then en eipreted the p #nong in new
fots. S he cleatly explains howitisin
heriina paiting that the infuen ce of
these attists has becoore ssanibted
into @ pevsonal wo of st rather than
beng ustz trznscription. Motice the
use ofbufet points o reinicece the.
mgh finks b eoveen herwoe znd
Bzcon’s, These sides sre siso egble,
wisualy sppreprizte and engeging
with theirscond e ofve greenand
bicod ed thenre.
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The procass podfolio does ot
axistiThe pracess partfalia
Enata phusicalabject It
Eadigital recard af yaur
develipmentas anartist.
ftshauld becansidered

as a callation afeviderce

1 be viewed anscreen by

an extemal examinec This
shaukl guid e paur selectian of
evidence when yau curate paur
pracess partfalinsubmission

-

Medium (singular) /media
(plural): refers ta the mare
specific materiaks used in

an art-making practice such
as watercakiur charcoalard
phastec Inthe artmaking fams
table, these are listed after the
givenfarmes.

Technical and material
practice: refers tatheaspects
af anartists artmaking
practice that s cancemed
with the farm af the wark:
specifically, the chaices ard
deckins mad eabaut media
and materiaks, as wellas
technique and application
Conceptual practice mfers

ta the aspects of anartists
art-making practicethatis
cancemed with intent,ard the

visualcammunicatian of ieas.

Secteond

The process portfolio

What is the process portfolio?

The procsss partfalia @35l & the largest extarnally agassed companent
afthe visualarts course, warth 40% of your tatal marle for visualarts,
saitputs ahigh valie on the art-maling processes you engage in asa
part of your prdics 35 3 developing artist. It is uploaded to the IB far
333e55Ment 35 a single porable dacument file (PDF).

In the process portfalio you need to show evidence of an art-maldng
procsss that demanstrates:

« that you havwe experimentad with and manipulted a variety of
mediaand tachniques, and selectad art-malting materials, media
and tachniques that are apprapriate ta yourartistic mtentions

« thatyourartmalung pradtice has been infarmed by aritical investigatian
afartists, ar and artist and pravidss evid afhaw
these have influencsd and impactad your awn artwarle

« how yourinitialideas and intentions have been farmed and haw
you havemads cannections between the techniques emplayed, the
chosen medi and ideas you wih to communicats

« haw yau review and refine yourideas, slills, praceses and
techniques, and reflection on your development as a visualartist.

In additian, the sareens you submit must be clearly and coherently
presentad with fluent use of subject-spedfic Bnguage.

Ta campile your pracsss partfalio you willnead ta criically reviswal

the warlt you have undertalien throu ghout the course and arefully

Sded.t.hc material which doaument yaur expcnmm!zmn explaration,
ion and refi taf your technical and material practice

asan ankst You will aba need ta shaw the develapmentof yourideasin

yaur conceptual practice a5 an artist

You do nothave ta represent all of the artwearl thatyou produce
thraughaut the course in the pracsss partfalia. This shauld be documentad
in your viual arts joumal Here selactthe evidence that demanstrates
mast deaﬂy that you have met the course requirements and shaws your
ariteria. This evidence
<ould be dmwn fram yaur viual arts joumal as well 35 ather sleetchbadalts,
natsbaals, and s an, but could aka inchide phams of preliminary waorl
such 35 sleetch and atheri lvad piccss
that may have been slgxuﬁcam.m the d:v:hpm:nlof ather piscss in your
bady of warlc Ideally, these examplss shauld have lad ta the creation of
bath resalved and unresalved warls and they should be carefully selactad
sa that you @an achisve the highest levels of the agsessment criteria,
Themastuseful saures of evidence for use in your pracsss partfalio will
prabably be your visnal arts joumal, 5a treatevery entry in your visual
art; journal 35 a potential procsss portfalio sareen.

What are the requirements of the process portfolio?

The pracess partfolia doss nat cx'st 252 physical object: 2 nata
baalt, warlibaalt, shetchboalt or your visual arts journal, butall of
th/:se things can be used ta contribute matenal ta it. ftneeds to show your
a5 an artist th h nwv into ather artists
and artworls, into a vadety of forms and media, and provide evidence of
haow youdevelap a bady of wearlt, frara initial ideas through to realization,
and it is worth a substantial 40% of your total assessraentin visual arts.

Such a significant tash raust have some spedfic requirernents.

Inany nt taslh, req 5 are set to give all candidates the

SECTION 4

Farms: in art-making, the bread,
genenlzed categories of
<reative endeavourssuch as
painting, ¢ mwing and sculpture.
Inthe art-making foms able,
fems are dencted by bok! text.

Fracess inart-making,
prLess refers & the means
tothe endt [or product] Itis

same 50ope of boundaries within which ta pl the tasl. P 1t
usually apply f 2 student fails to raeet the minirmura requirernent, and
soraetirnes if they exceed #t, such as going avera word limdt in an essay.

‘While the pracess portfolia &, by design, an apen-ended tash to cater
fora wide range of ant-maling practices, the Diploraa Progrararne
Vignal artsguide does state sorae spedfic requireraents for the tasl.
Failing to raeet these requireraents will ne gatively irapact the raade you
ultimately receive for thy tasl soa good phee to startis to dentify the
require raents and lreep these in the tadr of your rmind a5 you start your
art-maling practice. The requireraents are different for standard level
{SL} and higherlevel (HL) students.

Farmal requirernents of the task—SL

SL students subrait 9-18 screens w}nd\ cvxdcncc their sustained

experimentation, expl p and refi t ofa variety
of art-raaling . Far SLstudents the d warl raust be
in at kast two art-raaling fomns, each from separate colurans of the

art-raaliing forms table.

Farmal requirernents of the task—HL

HL students submn 13-25 sTeens whxd\ evidence their sustained

eXperim expl ign and refi afavariety of
art- ma]mgamvms For HL students the subraitted worlt raust have been
<reated inatleast three art-roaling farras, selected frora a radniraura of twa
colurans of the art-ralun g farmas table.

Dipkema Prgrmme Visual ars guide, page 45

The number of screens

The nuraber of sareens required is given as a range: 9-18 far SL: 12-25
for HL. This difference refle cts the kngth of the course at each level

the SL course is 120 hours, while the HL course § 240 hours. In the
process portfalio, SLand HL students’ worl is judge d against the sarae
assesnent criteria and students are therefare expected ta praduce worl
of siradlar quality. HL students are just expected ta praduce maore.

As the pracess partfalia is uploaded a5 a singke partable docuraent file
(PDF) witha raxiraura file size of 20 megabytes, itis passibke to upload
worl that falls gver or under the spedfied rmnge of the required nurber
of saeens. No direct penalty is applied far this. A process portfalia that

i5 below the rainircara nuraber of sareens & lely to be self-limiting and

is undiltely to achieve a high level whik exarainer are not permitted to
oonsider any screens thatare inexcess of the raaxdranra nuraber of sareens.

peration thatinvelves 3
range of cognitive (or thinking)
and practical methods or
techni;uesthatare empleyed
whenycuar engagedin anart
makingactivity.

Prcess versus product

In pairs,small greups oras 3
<lass, debate the guestion,
"|s process mome imporant
than pr<uct inthe visual
ants?" Cheose anaffirmative
pasition [that is,"preess i
mgore important”) of a negative
pasiticn [that is, "preziuct is
mare impartant”) and in your
argument, cersider examples
from art histeny thatsuppert
yeurpesition

=
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Tip

Fram the autset, planta submit
the maximum numberaf
screens permissible farthe
pracess partfalia at paur level
Anylessand pauare likely

1 be selling yaur att-making
practiceshart Remember, paur
examiner i nat familiar with
vaurwark inthe sameway
that yau and yaurteacherare,
50 pau need ta be infarmative
and <learly articulate
gaurintentians, deas and
pracesses, aswellas justifying
theartistic decisions pou make
thrughaut thecaurse.

Tywo-dimensional forms

Drawing: such as charcaal,
pencil inle, callage

Pajnting: such as acrylic, ail
waterealour, murals
Printmaling: such asralief,
intaglio, pnagraphic, chine
wlld

Graphies: such asillustration
and design, graphicnavel,
staryboard

Sactend

The nurmber of art-making farms

The coursehas baen designad ta encourage visualarts students ta
experisncea broad range of art-maling forms, and you must give
evidence of thisin your procsss partfalia. At ST, smdents submit
evidence of worlt creatad in atleast two art-maluing farms, cach from
separate colmns of the art-malung farms @ble, while at HL, smdants
submit evidence of wont created in atleast tiree art-maldng forms,
selected froma minimum of tvo columns of the art-malun g forms able.
Students that fail ta do this an anly receive amaximum of 3 marls
fram a passible 12 under assessment eriterion A for the pracess partfalia.
Thi 1 2 substantial penalty, 50 it is important that you understand the
art-malung forms @able.

Itis of eritical importance that there is enough visnal evidence of

your enga gement with the minimum number of art-malun g farms for
you ta achieve higher than 3 marles for this camponent. Sleetches of

a prapasad sculpture are not sufficiant evidence of having warled in
three-dimensional forms. Similarly if you worle in lens-based, electranic
and sareen -based farms, you nead ta incnde suffident evidence of
inwolvement in the procsss. You need to provide evidence of praof
sheets, t25t strips, darlraom experimentation, sareenshats of sereen-
based work in devek t ph hs or diagr ofstudio ar
impravised lighting set-ups.

The art-makingformstable

Three-dimensional forms Lensbased, dlectronicand |

screen-based forms

IE Carved sculpture:such a5 « Time-based and sequential

carved waad, stane, bladt
« Modelled sculpture: such as
wax, palymer cays « Lensmedia; suchas
¥ alopue {wet) phatography,
« Constructed sculpture: s
such asassemblge, bricalage, digital phatagraphy, mantage
waad, plastic, paper, glass « Lens-less media: such
« Cast sculpture: suchas phstar, 33 photogram!rayagraph,

art: such 35 stap-matian,
digital animatian, videa art

3 scenagraphy, pinhale
wax, branzs, paper phstic ghss phatagraphy, cyanatype,
« Ceramics: such ashand-built saltad paper
;n::,;:;::n vessels, mauld « Digital/screen based: such
35 vectar graphics, saftware
« Desipned objects:suchas develaped painting, design
fashion, architectural madels, and flustration

interior design, jewellery
Site specificiephemeral:
such as and art, installation,
performance art

Textiles: such asfibre,
weaving, constructad textiles

Dipkima Prgramme Visualarts guide, page 45

SECTIDN 4

Ta sathfy the requirernent, you will need to ensure that you cover the
required nuraber of forms (the terras in bald), nat ust differentmedia.
The list of media ¥ nat considered e xhaustive, but you should talle ta
your teacherif you wanttg inchnde any raedmra that daes not appear
on the table to decide in which cate gory and foma it best fits.

Ca

e Study

A student example: Scarlett

A Scatett Abstracted Face fbiind

4 Scaret, Reclining Nude fbiind contour

conteur drawingl, felt 6p pen on drawingl, (et 6p pen co Fabtizno paper;
Febznopaper, 22cmx 20cm Z2Zcmx 20cm
C -4 ™ i
Y 4
~ e {
- f ] i
N —iy e | A
.l f g /
JH’ L5

GI p . 3
& Scatlett, Reclining Upper Toso— Profile, ittip 4 Scariett, Mask no 2,
pen and wateron igbnznopapey alinaniune wire, 1 7Gx
47 anxSZcm 250t x 160 mm

In Scarkett’s develpraent as an artist, she quicltly realized that she
hada strong interest in the huraan form. In herinvestigations, she
care acrass the warlt of Broolilyn-based contemporary artist lan
Skkarshy, who uses blind contour drawings to explore the huraan
forra. In discussing the artist with her teacher, Scarlett resolved to try
the technigue ofblind contour drawing herse  duringa series of life
drawing dasses. Blind contour drawing is a technique of drawing that
is used ta train the eye and hand to waorl in syne. Instead of bholtng
at the surface upon which you are drawing, you never talte your
eye off the subject, and a5 youreye slawly traces the contour of the
subject, your hand ragves in synchronization with the eye ina sngle

<continuous line.
.
Section 4
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\

Initially, she used conventianal life drawing media, such a5 charcoal,
penci and canté but, encoumged by herteacher she began using
bhde falt tip pans. 'Tliled the drawings ['was campleting, and sa 1
dedded ta continue the explaration of this medmm. It is very quiclc
and #35¥ ta da, althaugh same of the warls sometimes don‘tand up
being suceassul”.

Saarlett quiddy built up a folia of contour line dawings. A5a pracsss,
blind contour helped her discaver and experiment with the prapertiss
of ine 35 an elament of design, and lead to har undaralung some
saulptural wworl with aluminium armature wire. Influenced by same
wire forms Scarlettsaw by contemporary artist Gavin ‘Worth, she
quiddy began maling wire versions of same of her mare sucesssful
blind contaur drawings. In the beginnin g, these wers na mare than
drawingsin wire, butas she investigatad wire sculptars mare broadly
and bacame mars fluent with the medinm, ths wire drawings started
tab i ingly three-di ianal starting with wire farm
masles. These sculptures are consistant with her ather warles, 35 they
explore line, and are similar ta the blind cantour dmwings, whers
ane cantinuous lineis usad ta represent the form.

1 Scarlett was an SL @ndidate, she would have already satisfied the
art-malting farms @ble requirement, having creatad worle in drawibig.
blde felt tip pen, 35 well 35 suipture, wirs farm masles, complating at
least two art-maldn g farms, each from separate columns of the art-
maluing forms table.

Hawever, if Sarlett was an HL candidate, she vould need ta create
more worltin differentforms. She has already satisfied the minimum
in termms of farms fram at leasttwa of the @able’s colmns {twa-
dimensional forms and three-dimensional fomms), but needs ta aeate
warluin atleastane additional form ather than drawing and saulpture.

She could do this in 3 range of ways that might include:

« developing one of the mare sucesssful life dawings inta an oil
pamting {twa-di 1 farms, pabstisg: oil painting )

« talung a pre-ground stching phats nta a hife drawing dass and
completing a blind contour drawing directly anta the ground with
a senbe, biting the plate in acid and praducing an «dition of the

print {twa-di lfarms, pristnakig: intaglia)

« using ane of theflat wire ings ta prod aph man
blaclcand white ph phy paper or ¢y ¥pe PApST {lens-
based, eledtranicand based farms: i mmedia)

« using a torch to draw a continuous line drawing in frontaf a
camema with an apen {bulb) shutter in a dark roam {lens-basad,
elegronicand saeen-basad farms: lensbawd media).

These ideas are not exhaustive, nor vould they necessarily resultin a
wwarle thatmight be saphisticatad enough far ndnsion in the exhibitian,
butby experimenting with any ane of these ideas, Scadat would satisfy
the HL requirement of warldng in atleast faree art-maling forms, selactad
from a mini; of twa «f theart-maldn g farms @able.

Sectend

Avoiding duplication of work

The final requirernent for the pracess portfolio concerns the
duplication of worlt. Duplication is a form of acadernic risconduct
that ¥ sornetimes referre d to as “self-plagiarismn’, "recyding” or
“double dipping’. It gccurs when a student’s worl assessed in ane
subject or component is also subraitted and assessed for angther
subject or coraponent.

The sareens subritted for assessmaent for the process partfolio raust

not contain ima ges of resolved or finkhed worls that are subritte d

asa part of the exhibition corapanent. Thi is irportant in the pracess
porttolio, a5 in addition ta selected pages or extracts from the visual

arts journal and other noteboalts and sletchbaqls, students can subrnit
preliminary artwarls as sareens in their process partfolio subradssion.
The mdusion of resalved artworl frora the exhibition right be rafktalien

for prelirainary waort.
It permissible to show the entire process of a worl that is induded m
in the exhibition, as long a5 it § stated alongside the reproduction
of the worlt that the image is the final resalved worlt as included in ‘While the fermatfera screenis
the exhibition. This § an acadernich ty i tto prevent nat prescribed, it i important
duplication of assessment between the pracess portfolio and exhibition tothink aboutthe end user:
P t5. [t prevents ineTs from raistalienly assuraing a worl & the examinec Most examiners
a prelininary or practice piece. willmark the pr<ess porfolic

ona laptep or home computer
Ersur eachsceenisoriented
conecty (the ightway up)

It & also critically iraportant that you inchide full citations next to any
irage of your gwn artwarles in the same way you would acknowledge
the worl of anather artist. This helps ¢ 1 distin guish b

your wark and gtherartists” warls, but aka raaltes very ckar the form mlighot e SLIbI'!'I G

and media you have warlted in (to satisfy the raniraum requireraents) M‘,’s‘ ESR u,‘" monnclsgu

as wellas giving the exarninera sense of the seak in which youare AL e
might be werth presenting your

waodting. Do not use your own name. Use the phrase " Candidate’s own
worlt’ or "ray awn worlt’ as the authenticity of the assessment pracess
requires student ide ntity to be anonyragus.

screerns herzentally Most
moniters Use awilesceen

femat, sctrywerking
An exarpk of suitable organization of dtation lines is: witha LEDD 3 90D pizel
My own wark femat This will ensure your
prcess perfolic willfill your
Litle of work Examiners sceen

Mediurm (forexarapk, Ol an canvas)

Size (for exarapk, 120¢m = 60an)

Assessment criteria for the process portfolio
The assesstaent iteria for the process portfolio do not referta the
specific content of the tasl, although sore may refer ta the need
foryou to show spedfic Jands of content knowledge and sldlk. The
<riteria concentrate more on the generie sldlk that you are expected ta
demonstrate .

Criteria that are considered to be more mportant are given a greater
nuraber of achievernent kevels. In the case of the pracess porttalia,
greater weighting & given to aitedon A:shills, techniques and
pracesses with a maxiraura of 12 marls availlable. Criterion B: aritical

Section 4
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Griterion A: skills, ®chniques
and processes is a big deal,
Driterian & i warth the mast
autafallafthe pracess
partfalia critena, aver 35% af
waur otal pracess partfalia
mark This & twiceas much
ascriterion B, CarD and three
times as muchas criterian
ETherefare, it makes gaad
sense @ include an equialent
prapartian of paur pRCESS
partfalia screens ta sufficiently
caverthe equirements af
criterian A Assuming that
critesan E: presentationand
subject-specific language
willbe demanstrated an each
screen,a goad guide i upta
eightscreens inanSLprcess
partfalia and tenscreens inan
HLprcess partfalia.

Sectend

investigation; criterion C: communication of ideas and intentions; and
aiterion D reviewing, refining and reflecting cach attracta passible
maximum of & marls each. Criterion E: presentation and subject-specific
language hasa maximum of 4 marles available.

Each agessment criterian has level deseriptars desaribing specific levels
af achiev: ttagether with an appropriate range of marles. Thelevel

desariptors concentrats an positive achievement, although for the lawer
level fallure ta achieve may be included in the deseription.

Itis essential to refer to the assessment criteria when campiling your
procsss partfolio submission ta ensure that your efforts are avarded
with the highest marlk possible, butiti equally impartant ta be familiar
with the desaiptors thraughout the course sa that you are mindful of
expactatians as you undartalie your worlt.

The examiner marldn g your warl will nat be interestad in individual
warlts, how well resalved they are tachnically, or haw well they convey
yourintentions. Rather, the examiner is interestad in your averall art-
malung practice, the processes that you were engaged in ta develop your
warlts of art

Understanding criterion 4: skills, techniques and process
The descriptars in each aiterion reflect the qualitiss in your waorl that
will b d. Criterian A ires yau to pravide evidence that you
have purpasefully experimentad with the range of media and farms.
Remember thatin this assessment ariterion, you need ta shaw that you
have engaged in an art-maldng practice that has had sufficient breadth
ta meet the minimum raquirements {reating warle in atleast ovo art-
malung farms, cach fromseparats calumns of the art-maldn g farms.
table for SL:at HL, creating in atleast three art-maldng forms, selactad
from a minimum of twa colmns of the art-malung farms @able). This
assessment aiterion will penalize you if you have not done this, maldng
3 maximum of anly 3 marls available out of 3 passible 12, 50 cavering a
range of forms and media is audal.

Additionally, you nead ta shaw haw you have manipulated the vadous
5ldlls, tachniques and pracssses you have used ta realize yourartitic
intentions. Finally you need ta show evidence of sensitivity ta the
selection and use of materials; that the jals used are approprate, ar
the best chaice, for the worlt you areundertalung.

Choosing your evidence

There isa range of evidence that can beused ta show experimentation
and manipuktian of 5lills, techniques and pracesses which are
appropriateand congstent with youraritic mtentions. These could
inchide:

@ sngle pages scanned directly fram your vbual arts journal

e single pagss scannead directly fram your visualars journal, but
with annatations addad {passibly <l iy ) while piling

the process partfolia ta further clazify, update, reflect ar malee
connectians ta ather sasensin the submissian

s corapilations of sraaller extracts scanned directly from your visnal
arts journal then compikd to correlate with each other to dlustrate a

particular aspe <t of your art-raalting practice

« screnshots of "warl in progress” talten from a range of digital art-
raaliing platformas, with additional annotations explaining what is
being done in each shotand why it is being done

«  slides corapletely develaped using prograras ilte Microsoft®
PowerPoint®that use iraages, graphics and text

« photographs of prelirinary worle thatyou have undertalten such
as designs, cartoons, she tehes, artst’s proafs, maque ttes and ather
ragcl-ups with annotations such as tifle, raedia and size

@ phatographs of resalved waorls that were notinduded in the exhibition,

but thek

Were ani

1f a student has faile d ta meet the rinirmurn requirernents (such as

in the selection of a suffident range of forras and media), the process
porttolio will andy reach the lowest achie vernent kvelfor thi criterion.
The lowest level willako be awarded if the pracess partfalia is

h tsub

“incoherent’. An i

| criterion A

tpart of the art-malting pracess.

e ans little thought has been
given in the selection and asserably of evidence 5o that there is little
apparent correlation between one sareen and the next. To developa
coherent pracess portfolio, it is iraportant the evidence you assembk
Justifies your choice of redia, technigues and processes and that you
<learly articulate the direction and purpase of the worlt undertalten.

prediucing ananmerk
"

Usingyour smartphone smartly
Moststuctents today have
some fom of smartdevice with
them atalltimes. Whether this
is aphone oran MP3 device,
mosthavea dipital camem of

a reasoenable guality. Ifyour
schoels policies permit it, use
yeur device & phatopraph your
work epulady atvaricus stages.
Yeucan even ask friemds to
phategraph you werking.on your
work Ifyou printthese images
aned include them in yourvisual
arts journalwith annotaticrs,
theycan be usedas evidence
inycurprcess perfolic of your
invehement in the at-making
PIocess, Yyourexpefimentaten
with materials, of evente
explain the prcess maheed in

Possible evidence

descriptors Two-dimensional Three-dimensional Lens-based, electronic
L forms forms and screen-based forms
| Experiraentation R h-base di 3 hi-based 1 R h-based i
| and randpulation | in raedi and techniques. in raedia and techniques. inraedia and techniques.
| Of;]\gk § Drawing: pages from Sculpture (all forms): Time-based and
tednigues an the visual arts journal pages from visual arts joumal | sequential art: screenshaots
prodesses showing corparkons of showing phaotographic reeard | of worlt in progress talten
the expressive qualities of of rethod frora range of digital
various drawing media art-raalung platfarmas, with

Painting: anngtated
phatagraphs of experirents
with colour palkttes and
paint rae dia
Printmaking: annatated
phatographs of artists
proofs using various inles
and papers

Graphics: annatated
phaotagraphs of prelirainary
designs, pages from visual
arts journal showing
alternative re nderings

Annotated phatographs of
Taaguettes

Designed objects: pages

additional annotations

Lens media: annqtated
proafs, contact sheets and

fram visual arts journal A

showing moad-board style | 15T STTRS

ongderation of varous Lens-lessmedia:annotated
surface treatraents proofs, interesting faihires and
Site specificjephemeral: | ¢Xperiments, phatographic
Pages Fram visualarts joumal docurentation of process
hiowing ph hic ar Digital based:

graphic record of site survey
Textiles: pages from visual
arts journal with annotated
fibre and fabric swatches,
dye saraples and 50 on

screenshots of warltin
progress talen frorna
range of digital art-raling
platformos, with additional
annoRbans

Section
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apprapriate ta
intentions

Driginality in artwhen

daes “inspimtion” became
plagiarsm?

Insmallgraups, investigate the
terms " ap prapriatian”, “parady’
and "pastiche'. Discuss haw
imparantariginality & inart.
Atwhat paintdaes taking
inspimtianfrm anather artist
arartwark became plagiarsm?

4 Ulers Centre far Cantem pammy Art,
Beijing, China A student makes the
mastafa museum fiek trip, making
adetailed study of the exhibited
anmark

Selection Across all forms

Your pracess partfalio should inchide evidence that for each conceptyou are trying ta
give visualand physicl form ta a5 an artwarlt, you have considered what form and
medium is most eely ta enable you ta realize the best autcame for the warle. In ather
words, spend time in your planning considering what the outcome of the worlemightbe
if it was developed 35 3 painting, ora sculpture, or a seriss of phatographs, then justify
the chaice that you malee.

Any documentation in the pracess portfalia shauld nduds visual
examplss that demaonstrats your diredt involvement with the actual
warlt, with ples of devel falp technical effarts,
and raflaction on bath formaland exprcsswc qualiti=s, 35 this begins ta
address ather assessment eriteria, while adding value to eriterian A.

Understanding criterion B: critical investigation

When you are engaged in an art-maltin g practics, you male artas part
ofa lang histary of various art-malng traditions and conventians. You

do notmalte artinside a bubble. T hve in the 21stecentury ista iveina
wwand bambardad by viual imagery thatyou perceive and 'read” thesame
way you camprehend your native tangue. Whether youare consdous of it
ar nat, your immersian in a visual aulture infarms your art-malung.
Critially investigating the worl of ather artists and cansciously allowing
their worl and practices to inform your awn expands your repertaire
and viual vacabulary. Thi will greatly enrich your awn art-malting
prdices, bath tachnically and coneeptually, giving greater depth and
saphistication ta your warlg and fluency in visual communiction.

Wheredo | begin?

Knowing where ta start with critical investigation is a challenge when
you want ta bagin maldng art Loolung atartisa visnal experience
initally, bafare ithbecomeasa cerebral ane, 50 bengable to brawse far
something that you llee arare drawm ta is important

Art museums and galleriss are fantastic resaurass, Always @l your viual
arts joumal with you {or a smaller companion natsboalc and transfer
ideas ta your journal later). Record the date of your viit. Browse the
ledion until you find wodts thatmalte you want ta stap and consider
them further. When you da this, record the detaik of the waorlt fram the
wall taxt. Always indude the artist’s name, their nationality, dats of birth
ta date of death, the titks of the worlt the dats of completion, the medium
and the size. Male sletches of the wort. Then startrefledting upon what
mads yau stap at this wodt. 'Was it familiar ta you - a warlt you may
haveseen ina textboolt befare? Was it the subjectmatter or the style of

r jon’? Was it thing abautthe visual qualitiss of the wodc?
Try to articulats exactly whathas captured yourattention. Now you
have a starting point From here you @an da further investigation. You
<uld find ather worles by the same artist, ar by ather artists worlung in
the same periad or style.

T yau da nat have ready acesss ta galleniess and museurms, gaad quality baals
<n art an aka bauseful Startwith general baales thatcover a broad range of
stylss, and a5 you find warle thatappeals ta you, narraw yaursearch.

Broadly spealdng there are three areas in which the worl of ather

artkts can informa your own ant-raaling.

Representation

Representation refers to the way thatan artist represents the world

around thern. You ray be looldng fora particular style of representation

10 use in your own ant-raaling.

Styles of e presentation indude:

« naturalitic, figurative, raimetic, abjective — all of these termas
deseribe forras of e presentation that are realistic or true ta nature

. inndstic - literally ref: the 1 9th-century Irapressiomists
wha sought to capture the fleeting effects of light on their subject ratter,
often through quick painting in s‘non‘ hstraltes, but taday indud:
Tepresentations based on asubj arp d resp taasubject

@ stylized — where particular forrs or viual qualities are distorted or
erabellihed ta confarma to a particular style graesthetic

e simplification - where the kvelof detailis reduced

e exprssiangtc - comcemed with the comveying of eragtion, aften through
the exaggeration of particular viual qualifies, such as cokmror line

« abstract - literally refers ta the practice of representation that has
started with arecognizable subject raatter, but through a pracess of
simplification, reduction, distortion or exaggeration, a scheraatized
versin is produced

e« non-gbjective - usually concerned with the arrangerent of visual
elernents, such as gearaetric shapes, rather than the represe ntation of
abjects.

Material/technical practice

Material or technical practice refers to ways in which a partinlarartit

routinely erploys materak and media in their art-raaling 5o that it

becores a recognizable styke or “antistic woice'. When your daitical

investigation ¥ concerned with an artist’s raaterial or technical practice

you are mast Weely to be interested in what forms the artit has used and

how they have used the media and took of that farm.

Conceptual practice

Cance ptual practice Tefers ta the ideas and cancepts that an artist

explores through their art-raaling. Thi can be as siraple or condete a5

the subject matter they chadse to represent, or the genre within which

they chaose to warl, or itcould be mare abstract themmes and ideas

explaring workd ksues or philasophy.

What will this lpok like in my process portfolio?

For aiterion B, you need to demonstrate genuine critical en gage raent
with the worlk of ather antits that has been used to help shape and
form your own art-raaling. Two descriptors are used to judge the kevel
of success of your mvestigation: the depth of the nvestigation and how
<learly the nvestigation relates ta your own art-raalting.

about artists with little arna
COmnection to their own worle will get only the west kvel of achievernent.

Penradudne bi hical #
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Ta achieve the higher marlclevel of criterion B, you willneed ta

engage criticzlly with the waorlt of 3 number of artists whase warlts are
helping to inform or influencs your awn art-maldn g practice, which you
then reflect upan. The Viual ansguide dass nat specify a madel ta use
when crifically nvestigating the warlt, 50 any appraach thatinvalves
analysing, deconstructing, intarpretingand evalating spacific warlts of
ather artists will be acceptable.

‘While developing a bady of warle, use your visual ar joumal ta recard your
investigations inta ather artists and artvarles. Whils the biography ofan
artist mightbe interesting, the assessmant iteria do not malee any marls.
available for Imawing i, 5o faqus an YSing in ingand ing
the warlt, particularly in tarms of haw the viarle b nspiring and informin g
your avn art-rraltng pradice Succsssfulpages, or extrads from successiul
PAESs, can beselactad far use in your process partfalio submission.

Try to worl vbually. Annatating a repradudtion ofan image isan
effident way of analysing and intarpreting an artwarl. Malee 2 gaad
<alaur repraductian of the selectad artwarle. Include with it appraprate
dtation linss that nehde:

« artihts name (artist’s nationality, date of birth ta dats of death)

@ ftitls of artwarl {year of completion))

« madmm

* ske

« soures {where you retrieved the image).

Strictly spealung, admawladging the artist’s nationality and date of birth
ta date of death is nat a necsssity, butitk a gaod habit ta develap. It
helps you consider the context within which an artist creatad their waorle,
butisaka lltely ta be helpful when you come ta choose artists for the

comparative stdy, where at krasttva of the warls you nvestigatanesd
ta bedrawn from diff erent antural contexts.

Then use call-auts {textbaxs that are connectad ta amaws thatpointta
significant features in the worly) to analyse and/lor nterpret the worle You
could use ane calour for analysts and another colour for intarpretation.

‘When analysing, you need ta consider haw formal and vikual qualitiss
have been usad in the wadt. You should consider the elements of design
(line, clour shape, value, texture, space) and the prindples of design
{emphasis. variety, unity, balance, rhythm, focl point) andin the taxt
baxes deseribe haw these are usedin the worltand to what effect

‘When interpreting, you are kalung far vardous signs and symbak that the
artist has used in the wort ta conveya meaning to the viewer. 5.3 partinlar
moad ar atmosphers ssablished in the warlt? Haw is this accamplished?
Dass the worle tall a stary? Be lative when di in g intarp ;

of artwarlss. Bveryane thatkals atan artwarle brin g ta their peresption of
thatartwaont all of their experiences and might see aspads differently. Using
phrases such as "this mightsuggest ... or "passibly implying that .. dass
naotreflectthat you areunsure of yourself. Rather, it suggests thatyou are
aware thatather intearpretatians are passible and equally valid

It} aka appropriate, and encauraged, for your daitical investigatian ta be
informed by research. Just be sure to admaowledge thesouress of your

research when they have contdbuted to your understanding of the worl
using the referendng style of your schaolorcollege.

Another sound rethod of analyss for the pracess portfolio § practical
engagerne nt with an artist’s stylk or tednigue. Tradifional tmining in the
arts often incided spending roany hours in the galleries and rauseurns
of the world faithfully copying the waorls of the masters, ¢ rmulating the
technique and style of the artkt. Explore how your awn image ry raight
develap when painted in the style of Anselr Kiefer, or your drawing of
figures when stylized and siraplified in the styk of Hend Matisse, or your
phatography when using the fraraing devices of Rabert Mapplethorpe.

The results can be photographed and annatated far your process portfalio.
Indude reference rnages of the artist’s warl that you are ernulating

to malie coraparkans and to dearly deraonstrate to the exarainer the
connections between your wodt and the artist that you are explonng.
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« inthis inage, Coralie has investpated
thework ol conemporary Foruguese
atist Duarte Mtdnz. She hasinciuded
ovoineges sourced iton: the arises
website [note the references ) snd
hasthen cropped the areasthathave
interested herand ttempted top#nt
in Mtdna's styfe. The annctztions she
hasinciuded reffect (raiie's respon se
o theworkin # personal mennerbut
wouid have been 2 trongersubrission
ifthe comemrentery had included necee
mitica (an gu sge thatjustiied or
expizned why she found the imsgesto
bebezueiul.
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A Thisimege epresents z screen fon
El5's process portfolio subnwssion
thatghes scove insight hto the:
developrentoi'an ides refstng to
fuman son and texties, znd how she
made choices zbout the M Erels
sheused. The soeen incudes
reproducticns of itur pages itoor z
vEUH atts joumad. This meny pages oo
one scieen &nomieily noe sdisadie,
butthe size of the handiwnitng on each
pagereniens legbie. The sefected

Understanding criterion C: comrmunication of ideas and

intentions

Coming up with ane "big idea” or theme ¢an be a huge stumbling blacle
far smdents. It an bethe cause of a great deal of procrastination and
<consternation in the art studia, sa itk important for you ta realize twa
reatively liberating points.

Firstly, thers i no compubian in the visual arts course for your body of
worl ta belindted tagether by ane cammon idea or theme. An idea often
neads ta devekp inmuch the same way thatan artworl neads ta develap.

dly, thereis na such thing a5 a bad idea, allidsas are warth

page in human
shan,which she has docunented

explaring. Some ideas will result in sucesssful artwarls: athers might
resultin i ing faimres ar lete dead-ends, butall will

r iy, inail
with 2 tange of tediz and scove
brainstoneing of potentilidess for
7 mote resoled Fwordin the ome
of 7 extie-fie b odice to be orated in
soore of the mote successil mediz
expeniments. in the an noGoon atthe
botroer of the page she discusses
soone of the resscning befin dher
et choices.
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contribute ta a salid pracess portfalia. In fact, aften it is the carly failures
thatlead ta mare successful artwarles later on.

In the pracess partfolio, you need to shaw the whale pracess of your art-
malung practics, from the develap af your initial ideas through the
warious stages of develpment up to 2 paint of realizatian.

Criterion Cis prindpally concerned with haw well you are able ta
articulats hawe you amived at your initialidea or intention for your
wwarl, and then haw weell you have marriad your explaration of

technical shills and raedia with the realization of your inte ntion or the
coraraunication of ideas.

If you explore condrete and literalideas with predictable art-raaldng
outeames you will ordy reach the lowest level of achievernent. At this
level there is Birnited evidence of ideas being revie wed and permitted to
develop a5 your technical slills and conceptual understandings develap,
where antworlss failta ragve far beyond media experiments or literal

Te presentations of ideas ar conce pts.

1f you dernemstrate original ideas that are a springboard for the further
develapraent of ragre saphiticated ideas or divergent ideas that talte you
in new directions that challenge and extend you, you will be reaching
the highest levels of achieverment. At this level there is evidence of
sliilful and intelligent application of raedia to realize your artistic
intention that icates ideas to an audi

Purposes of art

Thinkingabout the purpase of art can be helpful when developing ideas

foryour own art-raaltng. It raay help to simplify the purpose nta which

artworls fallinto five broad cate gories.

@ Artistic expression: what the Frendh <all "art pourlarnt”’ or art for
the salte of artitse it where art § about expressing yourself and
cgrarnunicating ¢ rotions, feelings or ideas.

« Ceremngnial: where the art is created as a part of, or ta support, a
<ultural or spiritual practice or undertalien a5 an act of devation ar
warship.

@ Functional' where art is created ta serve a utilitarian function, such
a5 product design: decoration & also a function.

@ Namative: where arttelk; a stary or describes events or experiences; the
staries can be raythical fantasy or histarical and are often allegonical

« Persuasive: where art promates a particularidea, belief, phikisaphy
ar product.

Some guiding questions for considering ideas and intentions

The follawing questions raay be helpful ta consider, and write answers

far, n your visual arts journal when you begin a new artwarle.

« ‘Why are you doing this worl?? (The answer & not "because I need to
caraplete between 8t 11 artworls”.)

« ‘What do you want to share with your audience? %What idealtherae!
message would you lilte the corapleted waorl to convey?

« Whyis this mportant?

« ‘What lasting impact do you want the waorlt to have?

« ‘What visualand formal qualities will you use to effectively
coraraunicate yourideas and intentions?

« ‘Whatimagery will you use to effectively coraraunicate your deas
and inte ntions?

« ‘What forma and mediuratmedia would be the most suitable to
achieve ray intentions?

SELCTIDN 4

Dees an anwerk have say
scmething” & be meaningful?

Inycurclass, erganize a debate
onthe guesticn,"Does an
artwerk have to'say something
to be meaningful?” Drpanize
yousehves int twoskies of
the agument: the govemment,
supperting the ideathatan
antwerk has te say semething,
to be meaningful; and the
cppasition, sup perting the
kiea thatan antwerk does not
have o say semething & be
meaningful Bothsides shoukd
find examples ofart & use to
L sup part their pesiticn.
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Tip
A pitfallfarimmature artists i
urd erestimating their audience
and making the meaning
Eehird anartwarktaa literalar
abviaus. This usually happens
when students t & praduce
pEGUasEartwarks an Esues
thattheyare passianateabaut
Meaningcanbe devekped
thrugh lauers and with
subtlety. Ta avaid avedy literal
wark arwarkthat relies an
wisualclichés, think abaut
yaurcanceptframa range af
PEGPECtVES and truta raise
questians, ratherthan draw
canclusians.
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EThinking s

There are many strategies arw! technijues that can be usefultevisual ants
stulents when deve koping and selecting ileas for art-making. The following can
be usedt inctiviiually as starting points, but often are mare powerful ifcombined.

Brainstorming using sticky notes: Usinga pad of steky notes, write <own
every passible artmaking ikfea that comes inte your head. The kleas can range
fromn single words to phrases, but limit each sticky note to asingle klea. ds
each tea s written on asticky note, stick the note on a desk, wincton crwall.
Stop after 20 minutes orwhen the desk wincow o wallis covered insticky
notes. Then sperst 15 m inutes reviewin g hat you have writt eachsticky
note. Youcan group common of rebted kleas together busimply rearranging
the notes art eliminate tleas that are toocrazy or just plainsilly by remaving
the sticky note. Then take up tothree of the mast viable kieas ar! transfer
them to yourvisual arts journal where youcan flesh them cut further, perhaps
with mint maps or conceptwebs, or by <oodling and sketching.

Brain dumping Brain<tumping & asimilar process to brainstorming inthat

it aims totransfer ideas from the brain to ancther storage system such =
yeurvisual arts journal. Brain dumping m ight begin = a list ofkieas that you
startte make in yourvisual arts journal but becomes a bit mare arganic anct
fluk! & youstart making the list of keas ane! you get cther kleas ormake a
list of relatect taskswihich you ptedomn as youge. It a grotkleatoset a
time limit o <o your initial brain dump. When the time runs out, finish writing
the last point, thenstart to organize anc evaluatethe peints. It may be useful
o cateporize the kieas into “concepts” ant “medium/tec hnikues” o “now”,
“maybe later” art” probably not”.

Conceptwebs and mind maps:Conceptwebs ancd mie! maps are vis ualhritten
technkiues used o exparst Upon kieas. Mter brainstormingor brain < umping,
they are a powerfulway to take key tleas anct flesh them cut. With either concept
wiebs of mine! maps, place the key tlea at the centre or bottomn of the page, amt
fleshout or evebp the klea further with branches that are used to explore it
from various points ofview. Mind! maps mast often resulb in atree or root like
inage while conceptwebs take on a web o starburst shape. When develeping
ke for artmaking using concept webs of mirct maps, it £ 2 goodd kleate xki
sketches, cartoons arvd ciooddles tothe page soyour brain i akeady begnningte
givevisual form & your kleas. This s alse mare interesting for the examiner.

Communication of ideas and intentions: satisfying the whole
criterion

Sofarwehave holted atarange of approaches ta help define, narraw
dawn and refine the ideas you want ta explarein your art-maling, but
thi; really anly addresses the first aspect of eriterion C. The first part of
the level desariptars deals with communicating ideas and intents from
"listing” in the kwest lavel {warth 1 ar 2 marles) ta "clearly articulating”
in the highest lavel {worth S or € marls).

The secand partof the lavel dsseriptars requirss you ta cammunicats
haw yau have incarparatad technical slolls and use of media and
materiak inta your ideas and intentions ta develop your worl further.
Tharough dacumentation of yaurart-maling pracsss is the bast way
for you ta communicats this. Using your visual arts journal, annotate

amnge of experiments, phatographs of your warl as it develaps,
rewqrlied planning sletches and diagramns with ckear explanations of
why you are doing what you are doing, and how ithelps you better
canvey yourideas and intentions ta youraudience.

Atvanous points in the developraent of an artwaorlt, it § gaad practice
to go back ta these formative pages in your visualarts journal ta revisit
what your ariginal intentions were, and ta see how your warl has
developed oris developing. Sometiraes it is helpful to add additional
annotations to old pages, particularly if your worl changed directions,
such as a rworling of the iraage, coraposition or a change in media.
Don't change oralter your earlier notes. Siraply update ther, explaining
why you made the changes. ¥ou can also malte orgss references to the
TOTe Te ent pages in your visualarts journal

When itk tirae to start asserabling your process portfalia, you will have
built up a wealth of evidence in your viual arts journal that shaws how
you have assimilated your conceptual practice (yourideas and concepts)
with your rmateral and te chndcal practice {your art-raaling practice ),
which addresses the second aspect of criterion C.

Understanding criterion D: reviewing, refining and reflecting

Many afirst-year student at art colle ge has been frustrated by the advice
given by lecturers that if the student can viualize the final qutcorae of
an artworl befare they start it, then there is no pointin begnning it.

‘Whatdaes that rean? How do you begin to malte an image if you don‘t
Iinow what the irnage is before you stant?

Arnt-moaling and the practice of being an artist is a disdpline. It mvolves
growth and devel tthat & p. 1 intellectualand technical.
You are not the sarae artst today as you were yesterday. A5 500N as you
be gin to <reate a worl of art you are developing a set of §1dlls a5 an artist.
Your brain is constantly engaged in high-order thindiing as it continually
evaluate s your worle, while sirnultane qusly directing your body as

it gives viual farma to the ideas and concepts that were conceived in
your mind. ¥our fine ragtor sldlk develop as you engage your fingers
and hands to undertalte the physical tash of art-raaling. A5 you waorle,
you accuraulate a repertaire of slills in re pre sentation, rendering or
ragde ling as you seel to male the outcorae of your endeavours subrait
10 yourartistic inte ntions.

Bach artworl you develop willinvolve research and planning, maling,
flecting, bl lving, rewoning, reflecting sorae raore, refining
untl your worl k resalved to your satsfaction or you give up trying.
Howe ver, regardkess of the gutcorne, be it asucoess or failre, you will
have grown as an artist. Yourideas and understandings will have becorne
ragre sophiticated and yoursldlk raore diverse and mom sharply honed.

Reviewing and refining your own worl and practices and re flecting
On your growth as an artist are critical diseiplines to adapt in arder ta
fraprave youran-maling pradtice.

Far aiterion D, you need ta show thatyou can revie w and refine
selected ideas, dilk, processes and techniques, and reflect on the
acquisition of slills and your developraentas a visual artist.
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Evaluating and reflecting upen
yeurown art-making practice
£aneccur at any stage during
the art-making process, not
Just at the end. Asimple reutine
you canuse is asking yourself
these guestions and answering
the guestens in yourvisual
arts urnal:

What'swarking? (What are the
strengths in yourwark?)
What's not werking? (What
arethe weaknesses orwhat's
nat going as well 3s you had
hoped?)

What have | learnes about
myself 25 anartist? (Has your
weerk reveakd some things that
You are good at, of semethings

that you need to develep? |
.
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SeFRrtatwith Palete (1206]

A4 PabloPicasso fSpanish,
1881-1873 ], Las Demaisallas
Fvignon (1967 ]

A FebloFicasso [Spanich, 16811873,

o5 Jemaiselles d'Avignan  a case study

Laak atPicassal Les Demaiselles o dvignon. This is cansidered ane the mast
significant images af madernwestem art certainly in the devekipment af the
style knawn a Cubism. What da pau natice? Da yauthinkthewark i unified?
Daesthewark kak finished ? Campare the three figures an the leftaf the
canvas tathe twafigures anthe right Laok specifically at how theirfacesare
represented. Hos datheudiffer?

DaniekHenry Kahrmweilerwas a cantemparary art d ealerta Picassa, and ane
afthe fist champians af the emeging stule af Cubsm. Kahnweiler percetved
Las D!mnrszMesa"iMymn as the beginningaf ubism Herecagnized the

in bet the left- and right-hard sides of the
pamtmg. In Ins baak The Rise of Gubism (1920) Kahnweilerwrites:

Early ine 1807 Picasso bagan o strunge large painting dapicsing women, fruit
arvd drapery, whick he lef urfinished. ltcannotbe called other than wnfinished,
aven though itrepresents o lony period afwoik. Bagun ir the spirt of the works
0f 1806, # consuins i one section the andeavors of 1907 and thus never
consttates o unifled whole.

Thanudes, with large, quiet ayes, stand rigid, ke mannequins, Theirstiff, mund

bodies are flesh-colored, black ard white Thatis $he style of 1805,

i the foveground, however, alien © the syyle of the rest ofthe painting, appedr &

crouching fgure and o bowl offrut. These fore are drawn angulay, rot oundly

madaled inchismscura The colors am luscious blue, strident yellow, e to pure

blackand white This isthe baginning of Cubism, $eficst upsurge, o desperate

titanic clash with all of the problene ot once.

WhatK i as d in Picassa's piece is in fact evidence

af an artistinthe mid staf reviewing and refining theirwark fram astule of
asseenin his Seif itwith Palette (1906 )ta the mare angular

and fractured stule thatwas ta became recagnizable asdnalutical lublsm

= _

Showing evidence of reviewing and refining yourwork
At the kaviestlevel of achisvement far this aspectof ariterion I, there b
usually limitad evid ofany g ar refining. There % 3 sense that
ancea wort b "finished”, anather warlt  startad, indepandent of whathas
been campletad befare, whils at fhe highsstlevelof achievement, there
evidence fhat the student’s art-malting pradtics ndudss an angaing praces
of reviswing andrefinin g ideas, sulls, proceses mdtachniquesin which the
and faiures in previous warl infomm and enrich sutsequent warle
Wearlun g out ways to malee your viorl better i animpartant part of your
develpment a5 an artist Coming ta the conchision that you cannat
realize your original idea § nothing ta beashamed of. Perhaps you
weere nat familiar enough with the imitations of a partioular dawing
oI paintin g madium, or perhaps the Bws of physics prevent you from
realizing an ambitious sculptmral form. Caming up against these prablems
and finding ways ta waort araund them  hawyou kkam a5 an artist

1 you finish a worltand are nat completaly satisfied with the autcame,
wwarlung through a different form or medium @n be a good strategy

ta review and refine your warltand compel you ta think differently
about the idea arimagery. You @n use the art-malun g farms table asa

Tesource far this. Talte a painting, for exaraple, and thinl about how you
oould represe nt the sarae Kea sculpturally.

Docuraenting the pracess of your own art-raaling as you go & the best
way to ensure that you will have suffidentevidence to address the fist
aspect of ariterion D . If you have acoess ta a caraera, tale a photo of your
warl at the start of the lesson and again atthe end. Do this throughout the
Process. As you go, getinta the habit of pinting the phatas and pasting
therm thou ghtfully into your visual ars journal Annotate each ph th
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Tip

The morm cpinions the better
‘When you review yourwaork,
your epinicrs amd thase of
your teacherare important, but
yourclassmates may be your

desaibing what you have done In each fmage, and explain why. Pay
particular attention to pamts through your art-raaldng process where you
were p d witha arachalk that needed ta be rsalved,
andexplain and evalate the salution, espedally if the solution resulted in
youhaving to dwen h'am your original designs and plans. These pages can
be d or gt d far indusian in your pracess partfolio. You do
not needta mdude raages of you woding on your wodt, unless this really
demmsuauzs your nvalvernent ina coraplex project thatmay otherwise be
das the waordt of ¢ke and not your gwn.

Reflecting on your work and your development as an artist
At the Iowest level of achievernent for this aspect of criterion D,
rc ﬂp:cnon ¥ superficial and dcscnpnve or coraplktely unrealistics

are not refl d in the evidence . At the highest kevel
oi achievernent, the student considers all aspects of their art-maling
practice induding slkills, ideas, techniques and processes, and maltes
Tealistic and considered e valation of successes and failures.

It § araistalie to thind that reflection is part of the art-realtng practice that
<an only be done atthe end ofthe process when the artwort is finkhed.
Youshould be reflecting an your pracesses and your own developraent as
an artist throughout your course, 5o rale a habit of dong thi regularly in
your visual arts joumal You can ahways add to these with additionaltext
baxes when you select the finalevidence for your pracess portfalio.

Reflection does notcome easily to everyone. It fits into a rmnge of
higher-order thinlung sl Iinown as metacognition (or thinking that
is about thinling). To meet the highestlevek of eriterion D, you need
t0 inchide rae andngful and assured reflection upan the shills you have
d and yourdevel a§ an artit.

The following questions <an be used to help praraate your refle ctive
thindring:

« ‘What are you trying to achieve in your worl?

«  How well did you achieve it?

<« ‘What are your strengths as an anist?

« ‘What strengths da you see in your work?

« ‘What prabl s have you faced?

« ‘What are your limitations as an artit?

d wealtnesses?

« How have you at

pted ta P
« ‘Whaotwhat has influenced you and why?
« ‘What has been your greatest area of growth as an artist?

preatest ESTUCE.
Aclass critkiue <an be very
usefulas otherstudents
identify whatthey like and don't
like about 3 wark, and pose
tuestions like:

“Have youthoughtaf ..."or
A you familiarwith the work
T

Different perspectives can
help you determine how well
yourwork & pREESsing and
hew clse you am getting to

realizing your intent.
.

Parttipating in a group <ritijue
£an be guite uncemfertable.
Giving and receiving
CONEtrUCtive Criticism reguires
a reascnable evel cfemational
intelligence. Itis impertant that
the group establishes scme
greund rules that help to make
everyoene feel more comfortable
and at ease. Bookending
negative feedback with two
postive affirmaticns can be a
geodwayte do this.

Section 4



THE PRDCESS PDRYFDLID

Tip
Mast students are familiarwith
an assarment of adjectives
that mightle ap prapriate when
used ininfarmal canwersatian
with peers, butshauld certainly
natbeused insubmitted

warks ar examinatians When
reflecting upan and evaluating
paurasn wark, yaucan add

ta that listaf adjectives wards
like “nice" and “gaad". When
vau evaluate the successafan
aspectaf paurwark, ar justify
achaice yau have made, use
fullsentences that articulate
the effectarimpactafwhat yau
have dane ta the wark.

Farexample:"Idecid ed @ keep
thesculpturewhite, ratherthan
applying the different finishes
as | had interd ed in muanginal
plan,ard it esulted in a mare
unified farm"

This i better than:"l decided
ta leave the sculpturewhite
because it kaked nice."

Understanding criterion E: presentation and subject-

specific language

Criterion F carries the smallest weighting of all of the assessment criteria

with 2 maximum marl of 4. This shaws that the contantof your praces

portfolia, thatis, the content thatisassessed apainstaiteia A ta D,

of mare significance than how you present your worleand the hnguage

that you use ta da it Butasa visual course, presentation is important

enaugh ta givea made value to, and a5 ane of the lramer profile

attributss % ta be communicatars, value isako phead an the subjedt-

spadficBnguage weuse ta desaribe visualarts.

‘While the vale of this criterion % smaller, it  nonetheless an impartant

<onsidertion in your pracess partfalia. Itis the ane aitedan that

b lleely to be evident on every screen you inchids and investing

time in getting it right will ensure that yourideas and processes are
icated dearly and effectively in an engaging manner, which is

lltely ta positively impad yourassessment against the ather eriteria.

Presentation: what constitutes a "screen”?

The tamm "sareen” is used in bath the comparative study and pracsss
portfalio sl autlines. The Visual artsguide doss natspedfy the
arisntatian of a sereen {landsape or partrait), the size and resalution,
nar the number of waords inchidad an a saraen.

The use of the ward "sereen” is intantional. [t 5 3 constant reminder
thatthis task has ta besubmittad <1 ically. Your submission will
be viewad by the examiner on a computer sareen. The sereens are not
uploadad ndivi ¥. but binad inta a single partable document
file (PDF) with 3 maximum file size of 20 megabytes. {Nate thatthe B
A Centre may adjust this requirement from exam session ta

session. Your teacher an checl the mast updatad requirement; in the
annually publishad Handb oy 4 Jor tse Diploma Progranone.}

Students studying at SL must submit 9-1 8 screens, while HL stdents
submit 1 2-25 sareens. The sereens must shaw evidancs of a sustained
art-maldn g practics that invalves h, experimentation,
manipuktion and refinementaf a variety of art-maldng prajects.

Sareens need ta bestatic They annotinclude dynamic elements lilee
animations, transitians, embedded media {videa araudia) files ar
hyperlinls and QR codes. It should be possible ta read each screen
withouthaving to zaomin and out ta read the taxt.

The B does nat preseribe haw sareensars ta be praduced. Forthe

wast majority of smdants, the mosteffective way of warling will be ta
scan or phatagraph pages from the vkual arts journal, then assemble
themasa single PDF document. Other studants lilce ta use presentation
progrmmes such as Mi ft © PawerPoint® ar Apple®Keynate®, bath
of which can be saved as PDF files. Sereens an aba be craftad with a
range of Adabe produds inchiding mD«sign and Photashap. One or

3 combination ofall of these b passible. You willnead ta chawe the
process that best suits your way of vorlung and will be the most time
effective. It is important that your art-maltn g practics is your main
faqus and that publshing your pracsss partfolio dass not bacome an
<nd in itself.
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Presentation: Makingthe most of the “screen”

The Jiey termas in the top level descriptor for the presentation aspect of
<riterion E are explained in the table below. You should Jieep these terms
in raind whenever you worl in your visualarts journal and when you
start asserabling your pracess portfolio.

Clear Keep the register of your wiiting inforraal but technically accurate. Write any annotations
a5 If you are witing to a friend whao inows something aboutart, butraay not necessardy
be an expert in the particular form you are worling in. Explain what you are doing and
how you are doingit. Using headings can be helpfultao, both ta yéu in organizing your
thoughts and ideas, but ako to an exariner wha is loaldng for evidence of how you have
addressed each driterion.

Caherent 1 you are using your visual arts journal appropriately and authentically as a vital and
integrated part of your art-realing practice, it raightnot abways be the mast cohernt
docurnent to pidi up and read. This % particularly true if you are the sort of person that
needs to have a couple of artwarls in developraent at the sarae tire. When you asserable
your process portfolio, it usually raaltes good sense ta rearran ge the arder of the pages ta
eate a narrative that docuraents the develapraent ofa particnlar artwarlt. In doing this,

you right find sorae gaps in the narrative. ¥ou can always add these digitally when you start
asserabling the PDF file, or you can add aoss references, far exaraple, "see sereen 9 for .7

Wisually Avoid putting textaver busy badrgrounds and textures. When worling in your viualarts
aApprapriate Journal, Jreep the idea of a sareen in your raind when you ky your warl out. Avoid writing
arpund curvilinear forras lilte spirals, and changing the direction of your witing. These
worlt in a baalt that you can mitate easily, but it is raore of a challenge to read on sereen. If
YOu ame Sonstructing your pracess partfolio digitally, chaose a font and calour scherae and
use them throughout the presentation.

Legibk Hyou are using pages frora your visual arts journal in your process partfolio, your
handwriting is important. Consider the size of your setchbool against the size of the average
<coraputer sereen. Unless your viual arts journalk Ad orletter farraatsize, it is hliely that
your handwriting will laalk staaller on screen. Keep your annatations ta a reasonable size

but rferences and dtations can be sraaller. Exarainers an zaora inand usually andy need to
loal carefully at the citations if thing is loaltng i Printing i usually easier to
read than cursive writing. Contrast i aka ap Bhcl pen rep best, butifyou
use bladt pen to annotate 2 graphite pendl dawing, a scanner may adjust the exposure for
the blacl pen and wash out your drawing. fwhen you asserabke your pracess portfolia you
find sarae of your handwriting hard to read, you can always cover itwith a text bax and
transaribe the text within the prograr you are using. Aka, consider leaving a margin on each
side of the page ta avoid text being arapped when you scan ar photagraph the page.

I youar crating your pracess portfolio digitally, lirit the nuraber of fonts you use and

use therm cansitently, pethaps using one font for headings and angther for the bady. For
the body text, a sirapk standard font ¥ better than something tao omate. Keep your bady
text ta 12 points, but use sraller sizes for foatnates or ctations. Your saeen will be apened
in an electronic marlding plattorra and will nat talte up the entire scTeen, 59 somae redudtion
of size will pocur.

Engaging An engaging pracess portfolia is intere stin g for the reader. Use a gaod balance of visuak

and text. Donaot d pages with ir ernbe Ishraents. Using coloured text
fields to highlight raore raportant contentcan be a good way of brealing up inforraation,
and wherever passible, use a good image of an dlustration in the phee of copiaus amounts
of text. Allimages should be accorapanied by sorae explanation, as well as any necessary
<irations. Ahways consider your layout and how you phee images and text.

liI Sectend Section 4 Iii.“
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£ Self-management skill s:

organization

Review scine pages that you
have compkted in yourvisual
arts purnal What<an you see
that wouk! be good evidence
of yeur art-making practice
anct couk? be includedinthe
pracess pertfclic? What i
missing? What couk! you xki to
a page to nake your processes
orintent clearertoan examiner
wihe krews nothing about you
orycur art-making practice?

Intent: refers ta autharialintent
ar,in atherward s, what the
artisthapes ta accamg lish,
achievear cammunicate
thrugh awarkaf art in intent
<anbespecific, cancrete and
literalarapen-erd ed and
abstract.

Using subject-specific language

Every field of human endeavour has its awn vo@mbulry arjargon. This
is sometimes referrad to as metalanguage -language thatisusad ta
desaribe Bnguage.

‘Within the visualarts, when we engage critically with artvearles vie might
refer ta the fundamen tal aspects that warlt tagather ta malte an artworl
such a5 the elements and prindples of design . This is what we are referning
ta when we cansider and dbauss elements lilee colour, line, shape, taxture
and valne, ar prindples e rhythm, vanety, balnee and emphasis.

‘Weausea range of nouns ta assacite artists and artviarls ta partinlar
stylss, schaols and movements in art histary such as Realism,
Imprassionism, Cubism and Pap. W aba use arange of tarminalogy that
desaribes particular conventions, techniques and pracssses encompassed
within the various forms of art-maldng thatartists engage in.

Al of these aspects forma rich subjed.speciﬁc language that you should
embraceand use fluently a5 you begin ta @lte your art-maling prdics
seriously. As you begn warlun g in a new form, malte a vacabulary

List of all the new tarms you are Aught ar cameaqoss i your awn
independsant research. When you use the terms for the first time in your
wviualarts journal, itisa good idea to highlight ar underline the term
and inchidea definition.

‘When deseribing your art-maling, getinta the habitof using hue calour
names ta deseribe your use of colour.

For example: "Here Thave used Bsdia red and raw siensa with otasiun
white far my base skbs tome.”

This is better than: '"Tused a red-brawn and braown-arange with white ta
malee 3 slun cakour”

Alsa use tachnical tamms to desaribe pour pracess: 'Tsaumbled some titaninm
whits mixad with a srallamount of Naplss yelkww aver the thicdy irmpastad
ultramarine blue paintin the foreground to emphasize the texture

Assembling your process portfolio

The IB dass not prasaibe how ta assemble or arganize the contents of
yaur pracess partfolia. The appraach that fallaws assumes that mast
stdents willrely an the careful seledion of visual arts journal pages
ta assemble their pracess partfalia. It uses a gical and mathematical
«onsideration of the pracess partfolio assessment criteria to prapasea
puide for the selection of pages for bath SLand HL students.

Firstly, students studying at SLmust submit wearle that shaws they have
warled In at kast twao art-malun g farms, ach fram sepamts wlumns of
the art-maldng farms table, while HL students must shaw thatatleast
thrae art-maluing forms have bean explored, selected from 3 minimum of
twa cohimns on the art-malting forms @able. Thersfore, a poority of the
selection of sereens far the process partfolio must be to demonstrats that
these requirements have been met.

Secondly, the Visual artsguide statss thatany imageappearngina

pracsss portfalio of 2 worlt in its final resalved state which is gaing ta
be indudead in the sxhibition mustindude a

alongside the reprodudion of the worlt, malung it clear that the image

is the finalresalved worlt as nduded in the exhibition. Worls that

have not been inchided in the e xhibition, of course, raay be included
without such restrictions. There is no directive for the pracess portfolio
ta documment the pracesses of all of the warl submaitted in the exhibition.
It may be more effective ta facus on the processes of fewer worls that
address the rainimura form requirerae nt and pravide a deeper insight
intg yourart-maling practice.

Thirdly, it & good practice forstudents to aira to indude the raxirnurn
nuraber of sareens far the kvel in which they have enralled (9-18 for
SL,13-25 for HL). There is ng penalty for subraitting worl with fewer
screens, but this ¥ because this is usually found to be self-limiting —
students cannat raeet the highest levels of the assessraent aritera
because they are providing nsufficie nt evidence. Siradlarly, if students
subrait only the rainiraura nuraber of sereens in the range then they are
lirniting their chances of raeeting all of the ariteri.

Do notinchide a title sareen. Students should not ndude ide ntifying
detaik, such as their narae, schaol narme, school nuraber or candidate
nuraber on any saeen throughout the subraission. This is to prevent
an exarainer froramaldn g presuraptions aboutthe candidate, the type
of schaolthey attend, or the country orregion they come frora. When
identifying frmages that are your own wodt, kbels such as "my own
phatograph or “students artworle’ wodt well The title of the weorl,
e dinra or media used, and the size of the worlt are also expected and
helpful when your warlt § being assessed.

Now that we have cavered the bagics, it is time ta select the mast
appropriate pages to putin the pracess portfalio. Given that criterion
E: presentation and subject-spedfic nguage ¥ Weely ta be covered an
most, if not all sereens, we are going to facus on selecting material to
d your achi tagainst critera A to D

Consider the raarles that are available for each criterion. Criterion A

is worth a reaxiraurn of 12 raarls or 35% of the totalmarls. When

we discount riterion E, as it is liliely to be re presente d on every page,
argund 40% of the saeen contentshould atterapt to address criterion A,
while ¢riteria B, C and D with a maxiraurn of 6 rarls each should each
be represented by 20% of the screen content.

Usinga set of four different caloured stidey notes, assign a colour ta

each of the eriteria. Now go through your visual ants journal and use the
coloured stidey notes ta select pages that best show your achievernent
against the carrespanding assessraent eriteria. Do notwarry if soroe pages
have mare than ¢ne colpured stidry note assigned to theray this is nat
uncgraragn and will just give youraore soope forinduding raore pages.
Onge the best pages of the visualans jounalare calourfully flagged with
the stidty notes, you can stant narrowing down your selection. Bach
antworl you inchide in your process portiolia should have suffident
scTeens to address each of the criteria well The table below can be

used a5 a guide, but essentially you are holing for two ta three sereens
per artworl ta address criterion A, and one ta twa screens each for
<riterion B, ¢riterion C and aiterion D

Each selected page willneed ta be phatographed or scanned and
asserabled inta a single 20 aegabyte PDF dacurment. Some scanness
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A When compiling your precess
poetiblio, your wisual arts teacher
is one of your most vauzdle
resources, Tour eacher can give
yeu feedbackon z Sngle drart
ofycurprocess portiofo. This
feedbackis most useful 2sit can
fightight any aiter that hizve not
been addressed orwhere more
clanfication isrequited such &=
Fnnotaticn s orzddition s visu s
evidence.
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havea fundion that will 5can images directly ta PDF files. These an E | : [ |
Heha bled inta the desired arder using software such as Adabe ‘ Concept raaps of ideas and theraes 24 sareens total 3-5 s<reens total
Acrabat Pra. Such programs willalsa talee separate jpeg files, such as | Annotated brainstorming pages frora (1-2 screens per worl)  {1-2 screens per worlt)
thaose created by a digital @mers, and combine them inta a single PDF i visual arts journal
document | Staternent of artistic intent; planning of
Review every page to ensure thatna sides or adges have been aqapped < | irage ry with annatations considering
and that the expasure  apprapriate. Aka, praofread thed tta i how raeaning rajght be conveyed through
ensure that the sereen arder islagical and coherent If you feel further | the warl
chn.ﬁcamn isx;quixd you an add additional text baxes ta inchide } Prelirinary drawing sletching,
mare information as nesdad. | thurabnaik, designs
'I‘hc laststepistasave Q\c daument. M:oslt pm‘gums.wﬂ% Eive you the | Warious trials of compositional | 2-4 scxeens total 4-5 sareens total
aption ta ;Avethe ﬁl:_ in 2 way that aptimizs; it for viewing an the | armangements with annotations
web aran sereen. This should campress the document sufficiently ta T ; : (1-2 sareens per workt)  (1-2 sereens per warlt)
be under the maximum file size of 20 megabytas withaut adversely | Reworlingimagery employing different
affacting the quality of your doument. You should, nevertheless, always. ‘ techniques or raedia
Teview your wart ta be sure befare you uploadit ‘ Mediating ariginal outcoraes through
| alternative choices in formas, media and
Criterion Suitable evidence 17 ded 32 ded | roaterials
number of screens number of screens | X .
total for SL total for HL i Reflections and evaluations raade
| throughout the progress of a worle,
{perartwork - (perartwork - | resulting in changes in direction, irnagery
minimum of two minimum of three | or technigue and reasans given for this
forms from two worl from at least | 5 .
colunns) two columns) { Exarplks of woﬂ:s }mm developing
— . | levels of resolution evident
Tachniclresearch inta a partionkar form 4-7 sareens taal S-10screens | . i
A madiarm | Refl an gwn devek a5 anartist
{2-2 screens per worlt)  {2-2 sereens per worlt) — T 1 X 1 : 3
Experimentation with media taxiraura of 18 screens | Maxiraura of 25 sareens
5 Evidence of considerad and purpaeful
manipuktion of media ta suit ntentions
Evaluation of the appropriateness of the There are an encr meus range of medeE and routines that can be used tecritically analys e averkof art dmeng these, Edmund
media far the intandad autcome Burke Fekimaris critical analys & model from Vaviesies of WisualExparienca (1987 | has been successfully used by highschool
students for cver 30 years. The folowing reutine of uestens adapts Fekiman's medeltesuk the purposes of the process pertfele:
Justification of the media used : . o 5
DescribeWhat isthe form ? (painting,sculpture, mural,advertisement).
Criltiml inva\]igaﬁo;s of atherartists, 24 screens total 3-5 sareens total What is the format? [serell,easel painting, magazine image).
styles, artvarles and artifacts {1-2 screens per warlt)  {1-2 sereens per warlt) What is the medium? (charceal, acrylic, oifs, etching).
Annotated capies of other artits’ artwarts What is the subjct matter ? [ Hon-objective or figurat ive, ie:landsc ape, portrak, nude, stilllife etc.)
Critical analysis ks there a narrative? Does the imagetell astory?
Responses to museumand gallery viits What cukure ? (Eurcpean, ancient, madernist, p ] trbal, thinese).
Art-malting experiments using the Analyse How have the elements ofdesign [line, colour, tonal valie, teture, shape etc) been used ?
s | imagery, style ar tachnique of 2 partianlar Haow have the principles ofdesign [rhythm, balance, focal point,emphasis etc) been used?
artist or style What technijues and methods [conventt nen: | direct or indirect | have been used?
Pradudng capies of warlts "aftera What is the styk of in (impressionisti abstract, simplified, stylized etc] ?
particnlar artist: written reflections on the Interpret Does the work evoke ameed or emation ? What is the meed or emation and how is it created?
<cannections between an investigatad artist klentify and interpret any signs, sumbols of codes that are used in thewar kic convey meaning?
| and their avwn warl o 5 > . PR
If theweerk has a narrative, explain how the story is convey ed. Does it have an allegercal significance ?
| Comparisons of ovm art-maling with the Relevance What relevance or what connections can you make to your ownwork?
| worle of artists that have been investigatad e
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The exhibitio

What is the exhibition?

Its ime naw ta turm your attantion ta the event thatk the practical
ailmination of yaur visualarts course, an eventthatk a aslebration as
well 35 visual statement: the exhibition.

Sa, whatis an art exhibition? In general terms, it is traditionally aspace
wherean audisnes encounters art Your exhibition 5 a colladtion of
artwarle selected fram the art you have aeatad during the course and
assembled far display taan audience.

The art exhibited will reflect worlt in all three of the visualarts care
areas (visual arts in context, visnalarts methads and communicating
vhualarts). Far example, your respansss ta the exhibitions you have
vhitad will enable you to formukts ideas and intentions for creating
and displying your awn artwordts (visual arts in cantext). ‘With
regard to visualarts methads, you will have considered how your

A Tesssis expeninen ing with tonal art cammunicats; meaning and pupose, selading the best artwarles,
waiaon in paint. The ongnafcobur thraugh a pracsss af reflection and evaluation, and you will aka have
ofthe paintin the ube orud & often cansiderad the nature of "exhibition”. A5 for communicating viual
notthe best for mostapprophiate] arts, you will select and present resalvad warlts in your exhibition and
colouy and pah t-nidcn g wil enable exphin haw the warlts are connectad. You should alsa be discussing
you t find z colourthat is mote haw artistic udgments impact the averall presentation. At HL you will
refewant o Yourinentons.

alsa be exphining the impact of your art on different audiencess.

A These three exhibition views denonstrate some of
the appreeches teken by diferent suudents, with
examples of work dispizyed on wells and panels,
easels and tabies.
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Assessment
Undilee raost art exhibit yours will be das ane of the three
coraponents of the DF viualarts course . The exhibition § the internally
assessed coraponent. This raeans that your teacher will rar your
exhibition and subrait this raarl (out of 30) to the IB. A tearn of viual
arts internal agsessrent modertors will review the files subraitted fora
saraple of students and may maderate the marl i they feel that the marl
pravided by your teacher does not match the quality of the warlcitself.

Starting points

Ta begin with we will consider sorae ¢ xhibition starting points, and one
goad starting point would be to consider the phce where ideas for your
exhibition artworlo will e volve: the visual arts journal. The visualarts
journalis an essential part of your aeative pracess, and sore uses of the
journalare Mlustrated here.

A (orafehzsmade 7 traight fonward
wsua udy of hertsiners.
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Resalved: generally “resaked"
means that ananwark is
camplete ardarfinished.
Haweveritis nat asimpk idea.
Sametimes an artetwil say that

Theimportance of process and the journal

Throughout the course you will plan and create different artwarles. Nat

everything will be successful or resolved, but much of this pracess will

be documentadin the visualarts journal

Same parts of this pracess will be submitted at the end of the wurse in

the pracess partfalio whils ather parts willlead ta outcomes that will be
Jectad forinchision in your exhibition. You will explore a number of

ther artwarkis camp!

itstil kaks urfinished taan
audience. Ukimately the questan
af baw resalved vaurwark s
coull camedawntaad ecussan
with yaurteacher ard peers.

Duestians related ta TDKthat
avisualars student might
cansierinciude the fallwing.
+ Tawhat extentis artistic
krawledge samething which
<annat be expressed inany
atherway?
+ Arewauys afkrawing
emphiyed in pdically
differentways inthe arns
than inatheramas of
krawled ge?
Ta what extentd aes
imaginatian playaspecial
raleinthe visualars?
What maral respansibilit

tachniques as you develap ideas and artwarls, but your exhibition doss

nat save ta shaw mare than ane technique {although it can if you wih).

Bear in mind that any imagss of resalved artwarl submitted for your
exhibition should not also appear in the pracess partfalia.

The starting paints for the artwarles you shaw may accur atany time
throughaut the twa years of the course, and may not initally seem heely
ta lrad ta resalved final pisess. Butalmaostany idea @an be the sEaning
pointaof 3 great exhibition artwarl, 5a you should jot down any ideas
that come ta you, using your viual arts journal ta record ideas.

Itis important ta refer ta this stage asan art-maldn g s@arting point,
because same of your explorations of pracsss will kad ta the aeation
of the resalved artworle that represents the final stage of the creative
Pracess.

Pracesses will be exploredin different contaxts, for example, some
assigned by your teacher, others in respanse ta your awn ideas. tis
important that you diseuss yourideas with your teacherand identify
diractions ta fallaw.

It’5 aba important that you understand the inle between procsss and
final autcames {resalved warlt). Pracess by its nature tends ta be
exphratary and experimental, but the leamning thatacaurs is dasely
linleed ta the sucesss (ar atherwie) of the resalvad warle.

Itisalso important that you review your output throughout the course,
and identify ways to imprave your collaction of weorle. You nead ta

daartists have?
+ Haw can the subjective
viewpaint of an individual
cantribute ta knawledge in
the arts?
Whatarethe sandards by
which we judgeartwarks?
* Why mightwebe mare
cancerned with prcess
ratherthan prad uct in the
searchfarknanledge?
Dathearts have a sacial
functian?
+ Tawhat extentis tuth
differentin thearts,
mathematics and ethics?

From Wswolorts guide, poged

SectenS

1 and aitique your explorations and the outeames.

& Self-managem ent skills

Art may be the mast time-intensive ofallcourses, setime management will
be one of the mast impertantskills you devebp.

Time s neectect for you toacsuire the know lectpe, skills aret urclerstarcting to
make the works. dlso allos time to review anc! monitor progress.

K youteckle tocreate a large scale or complex piece of art, make sure you
allow yourselfencughtime!

« Thesetwo
Joumalpages
show Chatiote
starting topizn
7 seli-portait.
Hertwo pages
coobine
soove tefevant
dramings
with 7 wnitten
explanzaton,
comment.
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Visiting exhibitions and art galleries

In the saction on the comparative study we laalted atvisiting gallerias
and museums ta smdy warlt of ather artists. It % alsa vital that you vhit
art exhibitions as part of your preparation for your awn exhibition.

You will be putting on a display of yourartwarlt towards the end of the
<aurse, 5a you shauld @alee advantage of any apportunitiss during the
une ta see examples of haw ather paaple’sart i displayed.

Exhibitions: layout and display

Aswehave already seen, your journalis the ideal place to doqument
your experiances at exhibitions you have vihitad. You should use the
journal ta record yourrespanses ta theart encountarad in the gallery
and ta the pallery experience itself. All of this will enable you to have
a greaterunderstanding of the ksues when you put an your awn
exhibition.

The images here shaw views of haw artworles are armanged in twa
Londan galleriss.

Of course, st schaols do nat have the wall space and lighting of major
e tropolitan galleries, butwhatever the space and light availble in your
schaol, it can still be extre maely valuable to visit exhibitions and ¢ valate
these aspects a5 wellas the artwarls on display.

Siradlarly, the hyout and arrange rent of artworts within the space
available has an impact, and rearran ging the display might change this
irapact. Loolt at how artwarls are diplayed when you visit exhibitions.
Are sorae layouts better than others? Why?

Thinltabout "chisters” of artworlts - it can raalie sense to group pieces
witha sirdar style or therae together.

‘What about any sculptural pieces that you encounter? Can they be
viewed in the round? If you are holung at a three-dime nsional artwaorle,
exaraine the way space is used. Is there a particular viewpoint that
allows the viewer to best appreciate the sculptural qualities?

Thinlt aboutthe size and scake of the artwarls encountered. There are
o restricions on size in yourexhibition. Consider how the scale, me dia
and prese ntation of the worlk can help convey its message. Large-scak
artabviously has irapact but there raay be practical considerations that
Taale it difficult ta worl ta this scale. But could you show a filra dip of
this worl?

Are there digital waorls being shown? What technology ¥ used and what
technology is availablk to you?

All of these experiences with and questions aboutartexhibite d in real
galleries will provide you with ideas for your own exhibition planning.
Exhibition documents

Alsa review any availabk exhibition 4 ntation, inch din g artists
stateraents and the textbaxes thatfrequently accorapany artworls on
gallery walls. There raay also be curatorial documentation,

Nate: A curatorial rationale and a series of exhibition texts are
Tequired ekements when you put on your final show, and we will kol at

SECTIDN 5

Curatarial dacumentation:

teit eiplaining how andwhy
the works wereselected and
displayed in the pallery or
exhibiticnspace

Curstarial ratanale atSLthis
explains the intentiens of the
stuwdentard how they have
cersidered the presentaticn
ofwork using curaterial
methedokgies. At HL this
shows corsideration of the
patential relatiors hip between
the anworks amd the viewec
Referte relevantsections of the
puideferfurtherdetail
Exhibition texts:stude nts are
reguired to include exhibition
text for each piecesubmitted
ferassessment This cutlines
the title, mectium,sze and
intenticn of each piece Where
stuwdents are deliberately
apprpriating ancther artists
image, the exhibition teit must
acknowledpe the scurce of

the criginalimage. The text
shoukt contain eference any
sources which have influenced
the individual piece.

s vitaithat You 25 7 studentvisitss meny exampes ol
diiferent a1t exhibitions zs poss . The is patly becau e

thera in rore detad a littke hterin this chapter.

In addition to the gallery "experience", consider the ideas contained in

the artworls that you encounter at the gallery. Consider the fallawing * Wher dokieas come from?
Questions. + Where 2o ycurkieas come
from?

&

you wil be andp 12 an exhibiton of your
oun work, znd the more experience you have of diiferent
approeches tolsy cut, fightng, the impacto’ Sze and scafe,
censiderstions of med & finduding 3-0and digitens-based
a1t when artis dispiayed eec, the better. /s sfo important
that you see real’ att, rather than [(or example] justseeing
In7@Qes on 3 Monitorscreen.

@« ‘What is the artist saying with hither art?
Dne ansser might be
“evenywhemr", ang your
exhibiticn does not have to be
“about' anything in particular,
althcughin assessment
tems itshoukd be cchemnt,
competent and contain
cenceptual gualities.

« Why arm these things mportant?
e« Are there things that you want ta say with your art?

e ‘What ingpires you? It may be sorne thing unexpected, far exaraple,
surface texture.

SectenS Sectien 5




E EXHIBITIDN

Tip

Audiencedriewsr BXpe iENCE

You are part ofthe awtience
when youvEit an artshom ancd
wil therefore have an audience
of view er experience. When you
puten yourshow, otherswil be
your audince are! an important
part of planning yourshow & to
censiier your awdience. While
inthe gallery, reflect on what
works anctwhat does not work.
Ask others to describe their
respange to the antwork andt
the experience, andd review their
comimnents.

This type of experiencecan

give ou kleas aboutthe

arrangement anct byout of your

show [although ofcourse itis

unlikelythat youwill have use
ofa large public gallery).

.

Developing ideas and intentions
"Shawbig pour art b1 an exhibition is alitde like @kbrg pour dobses aff b
public"

fou may or may natagrae with this quats, butthe idea underlying it 35
that yaurart talk your audience something abaut you. It may reveal ar
Xpres aspads of your identity, your persanality, your passons ar yaur
fears. Whether you likke it ornat, youraundience will form same apinions
basad an what they see.

Of course, you @an and will nfluence their <apinions through the art
thatyou shaw, but respanses ta art are subjective, 5a itis impassible ta
envisage exadly what the andience will tale away from their encounters
with your artwarle.

Let yourideas evolve

It wauld be a litfle restrictive to have a fixed and finalidea about your
exhibition fram the start. You nead ta be apen ta ideas and influences.
Hawever, you should always have your exhibition in mind a5 you ga
through the lrarning and art-maldng activities and exerdses suggestad or
pravidad by your teacher.

Schaals and art teachers adapt a range of approaches ta teaching visual
arts, and in guiding art smdents tawards success thers is certainly nao
single routs ta creating a great exhibition.

Tawards the <nd of the caurse you will be selacting the artwarts that
will be disphyed in your shaw and these artvworles will have been
generatad throughoutthe course. Somemay have been created early
an, athers taviards the end of thefirstyear, and still athers in the second
year

Ideally you will have some deasaboutyour exhibition at the bade of
your mind whils you explare pracess (idsas, tachniques and media)
during the course. There may be idsas that you warlt an bacause they
representsomething you want ta sy in your exhibition, or there may be
partianlar tachniques that you are intersstad in.

You do notneed ta have a spadfic theme far your exhibition. W will
kaleat this more chosely in a later sectian, but its impartant ta
understand that your exhibition can contain a diversity of ideasand

<lements. Caherence doss nat mean repetiion, and your exhibition
@an contain a range of ideas, themes ar cancapts.

Intentions
The Visual arts guide maltesa number of references ta yourintentions,

Thi ¥ notnecessarily a problera: your intentions can develop and evalve
throughout the course. In sorme ways it can be a hindrance to have fixed
intentions from the very start. It is usually better to allow your ideas

ta evalve and develap as the course progresses. Your inte ntions raay
develap further a5 you visit exhibitions that show the worl of ather
artists.

In the second year you could identify a focus. This could include the
<hqice of e dia you willuse, formal qualities you phn to erphy, ora
therne !choice of ina gery or subject matter.

Your viual arts journal is ltey ta the development of yourideas and art.
You will prabably e xplain and desaribe your anktic ntentions as you
waorl on ideas in the visual arts journal.

These ay evalve as you explare different dire ctions and technigues, but
if your intentions da lead ta warl that k shown in yourexhibition, then
these wiitten nates on your inte ntions will also protably inforra {and be

explained in) your curatorial rationale and/or the exhibition texts.

The visualarts journal will also be useful when you start to thinle about
the layout of your exhibition and aman gement of your artworls. Where
will the audience enter from? What relationships need to be established
between artworls? How should they be plced?

SECTIDN §

thati, what you hapeto achieve oraccamplish through your artworle.
The axhibitian shauld rcﬂectyaur persanalintentions. These intentions
<ould alsa talee account of an audiencs respanse, thatis, the impact of
your art and your intentions.

“ idessand Intentons: the extravagant hat by
Aliegra [epposite] and the faindrops‘painting
by Coestie are both exanples of (in s pieces
thatended up b eing very diiferent foor
ther starthg points. Letong ideas evole
fiequently zibiws te ity creative diversions
and expetincents thatultimstedy leed to 2 G
stren gertesoiution that soicking to th e first
ides.

But what if you just enjoy malung art and have na spadfic intentians
beyand displaying your wworde at the end of the course? You may hawe na
"artistic ntentions” at first, or you may nat have a clearidea about your
intantions far the exhibition.
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A These photographs provide 2 ginap se of the vaniety ofidess and plocesses thatstudents migh texplore in thefrcleative wsu o atts

Joumey. dithcuph a1 these are resclved, the toute ezch stu den ok treach this Testnztion ‘wes eguently icng hvoking many
expelments, some cleative acadents and sustein ed explorzion.

SectenS
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Tip

When planning ysur exhibitien, think abzut how you will communicate the meaningand purpose of your artweorks.
* Howdoother artists communicate meaning and purpose?

+ Can art have nomeaning?

+ [an art have ncpurpose?

* What isthe meaning and purpeseof your art?

*+ Isthis understecd by your awdience?

The way artcoemmunicates iscomplex, and is further complic ated by the fact that yeur audience consists of
individuaks who may each take away semething different when they see yourart.

There may be a gap between your artistic intenticns and whatthe audience perceives. This s not necessarily a
bad thing: inseme ways it is inevitable, and it may be that your art is complex and mystericus. Inanycase, & is nat
unusualfor artists and theirwerkto be sometimes mis understood by their audience.

There is acase to be mage for artthatis subtk and might take time tedecipher, with communication that is subtle
and even subliminal, or even art that i impenetrable and cpen to different interpretaticns. At the other extreme,
some artwerks are chvicus and predictab: their meaningis immediate and overt. In effect they "shout”.

You needto consider not justthe meaning and purpose ofyourart but alse ways it might be interpreted. However,
this does not mean that youcan gnore your audience!

The journey

The iea of 2 therne sornetimes iraplies a static idea, but the therme can
be more Wte ajourney, with artworls providing evidence of e volution
and change, and lindiing to otherideas as pant of that journey.

Ideas about your exhibitiyn will probably occur to you during the art-
maaling process throughout the course. Your exhibition will indude art that
yourale atvanous tirnes dudng the course, $0 itmales sense for you to at
least thinle about the final callection while contentis being generated.

Itraay be that early on in the oourse you have a vidgon of what you want
ta say through yourart, 5o you have an overarching therme that all of
your wark relates ta. Or your exhibition might depict your visual arts
joumney.

« The Oty is Trenspatent’ consists of tan sparent
scnyiic sheets and was the lesuit onumercus
HEempls o czplute the expenience of weking
threugh 2 city, feoking up towerds the sy and

| being by buildings. in the exhibiti
text the st dent wrce | created 7 3-0 sculpture
j that tcok into sCcount the onginal pecorettic

‘ efements that combine togecher to make up @

. buiiding nd convey the idez of tansparency and

| den gty within #n srchitecursl isnd scape. The

fhiangng scub ture zlowed me to explove space.

.- &y shinhgalight &, different p erspectives wete

l crezted and furtherenhznced the idez of p eople
nerzctn gwithin 2 cRy.

Section S

103



Developing skills and considering art-making
forms

The development of tachnical competencs and sldlls gaes hand in hand
with the develap of ideas and i Ideas are important,

of caurse, but they become compraomised if they are badly realized ar
podarly dapictad.

Technical competence b important. You may have an incradibly
imaginative idea foran artworlt, but unlsss you have Lhc $ldlls required
ta depict yaurideaits unlieely tabe su ful. Techni

isalsa ane of the exhibition assessment ariteria {we will ho]L atthese
<itera in mare detaillater anj.

Itis diffiont ta separate any discussion of sldll from the art-malding form
that the sldll relates ta.

No restrictions in media/techniques

fou may develap slills in a variety of art-malun g farms during the
<ourse, but when selecting worl for your exhibition, do notwarry about
inchiding 3 wide variety of forms procssses and tachniques — as we have
seen, this is a requirement in the pracess partfolio, butiti not required
for the exhibition. This means that you can chaose a madinm that warls
for you and your warlt, and develop your slills ta a high level.

Far the exhibition, hawever many {or few) tachniques feature in your
exhibition artworlein order ta sffectively communicate your ideas and
intantions, you need ta shaw sldll in the art-malun g pracesses used in
your exhibition.

When develaping ddlk it is impartant that you have some degree of
freedom to experiment and malte mitales, because thisis ane of the
bestways ta keamn. You will develop and acquire tachnical campet
thraughout the course. It is lileely that you will bacome stranger and
mare sucesssfulin same techniques than athers, and this may detarmine
the pieces thatyou chaose ta exhibit {although it may also be true that
worle that  nat strong in terms of tachnical competanes is 5till chasen
because it has ather qualities, for example, 2 cancepmal clement).

The visnalarts journal may well be ane of the phess where you warlt
on and doaument your developin g slills, although realistially you are
leely ta explare and develap sldlls in ant-maling farms outside the
journal, for example, developing slolls when explring three dimensians
{using day, waod, metaland 5o on) or videa.

Observational skills rafer ta learning and Jnawing haw ta kale at
samething and translate or expres; thi visually. Selecting and malung
deckions about what will be emphasized, minimized or dtarted is alsa
a sldll

There is almast na imit in terms of the media and pracssses that yau
@an waodt with and present in your final shaw, butit may be warth
briefly considering thrae areas: calledtive pisces, callaborative artand the
implications of warldng with film.

Collective pieces

Yourmay have sorae artwadts thatwaorl together as a group. You will need
to dedde whether the group worlss bestas a single narned artworlt, or
whether you want thern to reraain separte pieces. A triptych (or any sart
of polyptych for that reatter) can certainly be considersd as ane artwerl.

The decision raay be affected by how many resalved pieces you already
have. For exaraple, if you have more than 11 artworles it raightraalte
sense ta corabine assodated artworlts into a diptych or triptych. If you
da thi;, it raust be deady stated as part of the title of the worltin the
exhibition text in bracle t5: Title of worl (palyptych). [tis irportant

to male this ckarsg thatyou da nat exaeed the maxiraum nuraber of
pieces perraitted for asse ssTaent purpases.

You should also consider how grouping worls will affect the size of them
when viewed by an exarainer. Will the details be dear engugh ar will
the worlt be comproraised?

Collaborative and group work

You raight worl with ather students to male a “shared" artworl during
the course, and you may want to indude th in yourexhibition.

There ¢an be great value in waorliing collabomtively. Collaboratipn asa
principle and a5 an approach to learningis valid and exists in visual arts
art-raaltng: students corplkte mdividual student-directed work through
<lass critiques, there is a cooperative exchange of deas and techniques,
and space and equipraent are shared.

However, it should be noted that students are not encouraged to subrait
collabarative waorl for assessmaent in this course . Worl subraitted
forassessment raust deraonstrate how wellan individual student

has achieved against the assessmaent aiteria. This can be unclear in
collaborative projects and presents potential difficulties in asse ssrnent
termos a5 it raust be absoltely dear what you did personally.

It & fmportant that you discuss any collaborative werl with your teacher
to ensure that if the waorl is submitted, accurate and fair assessments can
be raade.

Working with film

Filra is an exciting and still relatively new creative maediura, and is an
increasingly popular chaice a5 part of subritted assessaent raterials.
1f you are congdering raaliing a film or aniraation, raale sure that it
succeeds in purely visual termas. R ermeraber that the course is in vinal
ars $0 sound in any films subraitted will not be assessed.

The Vimal arteguide states:

“PRate pak that any wark wkekd for fral auecoment in the vismal arte aurs
Must haw been made o constrnated by the student. For example, a pieos of
chbrisg desigsed as part of a student’s stdy of fashion or a pieos af jawelty
cannat be presnted far aswament b vealizd fors if the stdent did sat creawe it

Triptych: awerk corsisting of
three paneks usually paintes
and hinged wpethec
Polyptych:a werkcornsisting of
fourermere painted (or caved)
paneks thatare nemally hingeg
tegether

Diptych:awerk corsisting of
tweo panels, painted orcaned,
ang hinged tpethec

/

A ‘The Windmf'is 2 phocographic joiner
inspited by the photography of Oaad
Hockey. 4nzwasinterested in the
potential of ssembin g and sangng
many photegraphs that showed
the same scene, and cleated seven
orephtpleparatony joners b elbie
going tothe Nethenznds to take >
se¢ of p hocegraphs of herwindmil.
Anzwiites, The joinets represent
the movement oureyes make when
expbiing new envionment. The
Jonershows the windoil foor
diferentangles and position sin ceder
tocapture decal and to zctusiy show
the viewernruch mote than z single

hocograph couid. Johers #so explore

themuwelies. The same prinaple must be applied b G1e ue of additional el

used ta creat oy atnasphiere ar a speafic expetiencs oy an andino: (even haugh
asy andio ampanent will sot be asweed b 0112 visnal ourie). If e studesst uses
Mmusic ar sound effects, far instanoe, ey must be aapyriaht free with appropriate
citations provided or have been cveated by the student .

Diploraa Progrararae Vismal arts guide, page 11

tine.”
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A The attiwotics shown here are

Themes, ideas and concepts
Are there particular ideas, themss, styles or technigues thatintersst you?

In this sactian you will find <xamplss of themes that smdents have
expkirad through the journal, culminating in worl presentad in the
exhibitian. The purpse in showing theseis ta briefly ilustrate the lund
of thing thatstudents frequently reats in respanse to particular ideas.
They are not presentad as examples of pedfect warlcand of course there
are many ather braad themes that smdents explare. There i5a tendency
for stdents ta worltin twa dimensions and these examples reflact that
tendency, but of course all of these themes can be expressed in many
art-malun g forms.

Responses to work and exhibitions seen

Artdass not exist in a vacuumand yourart-maling should not accur in
ang, but be within the cantaxt bath of ather artists and their artwarles,
and the audience. Obviously people have been malungartforatleast
thepast 20,000 years, 5o this 3 patentially hugeand pessibly daunting
resoures - but don‘tignore it! Student axhibitions aften reflect the
approaches of recent artists but
the artits and appraachss af
past centuriss can alsa nspire
new ideas and the ereation of
relevant and sucosssful art

Cansidenng the artof athers
may infarm your explrations
of media, pracssses, materiak
and tachniques it impartant
thatyau areawars of

artwarls a5 partafa broader
understanding of the purpase
and nature of artin culmre. Ina
$en5<, your artis a cantinuatian
ofa dialague with artists and
artwarls of the past In alater
sedtian we willcansider the
BpeHment aitaria in detail,

but balingatartcanleadtaa
better understanding of phrases.
in the critenia such a5 "the

Appropriations J:
£0 75 homage o (ENSCHpLCNS].

idered use of magery” and "camplex imagery, signs ar symbak that
resultin effective communication of statad artistic intentions” {referred ta
in criteria A and C).
Saitisimportant that you leamn about art and itis natural that your
avn art will be informed by what you leamn. Cansider haw your warlt
is affectad by that of ather artists. Artists aften build on the waorl of
athers.
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« Themes,idess znd concepts approprizton and hooage.
in the tiwo artvorks shown fere, You can see 7 tudent
SAth o use #Ticons 35 patofherown s

A wih fe redt I

weikin cwn paintings by Scedcedl and Yemreet

Appropriation:whenan image
oran klea is taken fromits
originalcontext & be recycled
byanartistinorier & create
nes meanings, or o subvert its
conventicnal meaning.

You could consider relatively ne w postraade m ideas: in postraadem
cantexts this & sometiraes characterized asan ronic approach,
frequently using ¢ arlier styles and conventions or corabining the wearlk of
different antitic and popular styles and redia. These nchide installtion
art, conceptual art and raultiedia, particularly involving filra.

“Pastmaderssiam was baty of wepfiaem and a sspicon of reawnn. It Sallesged
the pation Brat Breve ave walveraal abjective osvtaintics or truths hat will explain
evetyBaing for everybady. L derss art ady hat bdividual experiessce
and interpretanion of aur experienos is mare amerek thay abstrad privaples and
it B1e best way of underetanding and vespasd b1 ta teality. White the maderssiste
champianed darity and simplicity; postmaderssion embraos complex and often
contradictory lagers af meaning. "

Squrce: Tate website
http: heene tate orgulcdearnionlineresources ! gassary ip/postraode i Ta
‘What artworles or artists fror different tire s and cultures have been
st influental? How has your worl been informed or influe need by
the warlt of other artists?

Loqling at artwerls will help you with the idea of concept because
through this process you will karm about art ideas, theres or concepts
and "imagery, gns or syrabals that result in effective corarnunication
af stated artistic intentions” (eriterion C). The process will normally be
docuraented in the journal but the outeamnes (resolve d artwordes) may
appearin yourexhibition.
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Build on 5lills acquired through exploring praocess ta createresalved
artwarlts. Haw are you chagsing, combining and applying meda,
pracssses and tachniques in your art-malun g? Dicuss the application
and manipulation of media and materials - what dass it kol llee? Doss
it match your expactations?

Simply capying the warle of anather artist may be helpfulin terms af
learning a technique, but a mare useful element may li in assimilating
and responding ta the waorlt of anather artist Relevant questions would
relate ta the use of media, pracesses, materiak and techniques, and the
rdatianship betweaen these madia and the ntantians of the artist.

Understand big why oy artit made Gie work snay be far mare wefil tran
Zsawisg how.

Genres

The idea of artistic ganres ¥ In same ways arather ald-fashionad ane,
but these basic themes continue to featurs in one way oranaotherin the
majority of smdent art exhibitions.

A These arworis contsin muitipfe depictions of the humen fome, with scove rezlitic depictions zsweil 25 mote creative

interp retztions.

SectenS

The human form

The human form has abviously playad a huge ralein art in many
aultures aver the centuries, and formsan important part in many
student exhibitions. There are limitless ways to mtarpret the human
form in art, and if you are interestedin this it could pravide a greatarea
far experiments with pracsss, explaring a variety of respanses, from
straightforward abservation with a focus an tachnical competance, ta
warl that b more areative or conceptual in nature.

A great starting point ¢an be a hife -drawing chss, eitherin schaolor
through an external pravider. It raay be that the wodt coraplkted during
the chss is strong enough ta be selected as an exhibition piece, or it may
be that worliing dire ol frora the ragdel leads to the developraent and
creatipn of other final artworts.

Insore cultures the huraan forra, paricularly the nude, is unacceptable.
Please refer to the section on "Sensitive ksuesipraovocative art’ (page 117)
for further dscussion of this theme.

< Expbrgthe humen bme:in
these fourdrawings fin fet op
pens or @raphite penciff, Alisca
combines expetmentsin fine
znd tone with detzifed portai
dramings, working efements
ofpattemn and zbstacion into
each image.
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Portraits and self-portraits

Both portraits and self-portraits can link ta the therae of youridentity
but are alsa part of a lang artistic tradition. The treatraent can be
traditional, creative, or refle ctive, and might include ¢lernents that are
e tapharical or syrabalic.

A Workng itcor the nude: students frequently rederto the hunen ibme h theirwork. S covetives this involves working fion the
meeded. This fome of 0 sewation & drawing is valuzble znd inportant, and sithcu gh it sy no¢ be p osabie o do thisin some

- & 3 s . ; % L' . 2
cuitutes, you e encourzged towork ftone 2 el hunan nreded, deched oruncicthed, wherever possife. - .
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Landscape/tityscape
Landscape is a traditional and fairly popular theme and often ties in to ¥ The painting Widsor Csste‘was based

concepts of dentity. You raay want ta record and document where you oninitelstidies and sietches. The

are now, and/or where you have been previously (oreven where you twoctyscapesused photogaphs as
waould lilte to go). This can of course be achieved in virtually any ant @ stating point and 1wk en working ca
e dinraand can include film/phatography (lens-based media) as welas the sttwork combined scme of the
raore traditional art-raaling forms. Fich Recursl Hess of s van der Rode.

SectenS
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Still-life

Still-life has a binghistary in art and can be expressed in virmally any
medium. Itisalsa not just abouta collaction of abjedts bacause the
abjects themselves an have meaning and significance.

Narrative and story-telling

Narrative art i5 art that tells a stary, ¢itheras amorentin an ongoing
Stary or as a sequence of events unfolding gver time . Sorae of the earliest
evidence of human art suggests that peapk tald stories with pictures and
mauch of western art be fare the twentic th century depicted stonies that
were based In religion, rayth, hitory and literature. Obvious narrative is
less coraragn in ragdern art but it still exits. S0, do you want yourart to
tella story? Your stary?

Sociopoliticalideas

Saciopaolitical issues invalve bath saciland political factors and can
inchide issues such as environre ntal conservation and sustainability,
ferainira and the wornen’s ragvernent, ide ntity politics, genderissues,
the rights of indigenous peaple and the irpact of ghbal condlicts. All
are influenced by bath sodalattitudes and by political polides, all an
pravalte passionate debate, and all can and do inspire artists. Indeed,
artists have responded to issues for centuries.

The irnage om this page relates to the therne of conflict. The phnning and
develapraent of this painting accurred in the visualarts journal witha
senes of drawings and ideas about the apact of conflict.

-

-
SECTION 5 [
%

This painth g refers to con temporany
issues and efects # tudenté
sociopofticalconcems.

Tip

Itis good practice to
phetegraph all your veork as
you g akng and keep the
phetographs in digital fokders.
There are a numberof reasens
forthis butone is simply 2= a
precaution: ifyour artvorks
get kst or damaged you will
still have a record thatcould be
subm kted ifnecessary.

J
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A ing iap cetant, C

issues can creste moving and
provocative it

‘You may feel that you want ta maliea sadapaliical statementas part

of your exhibition, particularly if you feel strangly abauta certain
igue. There is sometimes a danger here if the impact and perceived
impartanes of your saciapaolitical ighs or displ the
viual qualities of the artwarl exhibitad, 5o do not forget to referta the
aitera by which your worlo will be assessed.

Sometimes student {ar ather) exhibitions contain an abvious message.
For example, perhaps you are concerned about environmentalisues
and your artwarles reflect thase concerns. They may refer to pollution,
glabal warmin g sustainability, floading ar drought This may warle, but
simply having a message isnot enough, and the imagss and deas could
already be familiar, dichad and predidable.
Aka, although the issue and your intsantions may be validand

i Iteep the <riteria in mind. Being passionateabout
an issue doss not mean that you willhave puton a successful areven
intaresting exhibition.

Cancepmally you shouldaim for some degree of sophistiation, with
subtlety and complexity in the use of images and symbals rather than
merely restating the abvious. You may be justifiably passionate abaut
the @use but the assessment criteria do not revward your cause or
exhibitions that contain familiar ar pradictable imagery.

Sadapalitical ideas can alsa p: Jee stran g ians, both pasitive and
negative, 5o 35 always it is mportant to disauss your ideas with your
teacherand to aka review the sectian an "Sensitive hsuss/pravacative
art” {page 117).

Culture and identity
"Cultare’ is defined ac leamed and shaved belefs, values, biterests, attitudes,
praducts and all pattarsns of braviaur creatad by sone. THic view af culture
includes an organized spstem of syombals, ideas, explanations, belefe and maerial
duction trat reate and ipulz e is their daily Mves.
Culture & dppamicand arganic, aperating ox smany lawls i the
ghbal amext—biternational, natonal, regimal and local, as well
as amang different waal groups wWithis a moety. Culture i wen as
Sluid and subject to Sange.

Culture oz be seen as iding the averall fr & wWithin
WhicH Bunans kam (0 arganize their Boughts emations and
behaviours i relation ta Baeir erasmnent, and withiy tils
[frasewark ‘cultural mwmtext’, whiss speafically appears iss both
e taughr t spilabus and asesonent asks of the Wsual arts course,
refers © the amditions Bat bflueno and are wfluencd by
culture. Thew bdude Hiswrien, geagraphicnl, palitical saal and
tedmahgial facors. "

Diploma Programme Visual art guide, page 9

As you are following an mt: i led ion pr ideas and

irnages related to your own cqulture can play an fmportant partin expresing
the sense of identity that raany mternational and [B students have.

These ideas and irage s often forra part of the art-maldng pracess and
some appear in the final exhibition.

Again, the viual arts journalis frequently the starting point of this
journey. Cultural refe re nee 5 in your art raay be inadvertentand even

unintentional and raay appear because of wha you are rather than
because you plnned this.

‘When penning and aeating artworlts relating to culture it  sornetirnes
hard ta stdlte 2 balance between the izable and rore ti
interpretations: exhibitions re gularly inchide 2 nuraber of "culural’
antwores that are obvious and predictable and do not receive high mares.

Sensitive issues/provocative art
Art has pawer. Artcan shadr, raalte pegple thindt, ralte peaple ash
questions. But this pawer must notbe used carelessly or thoughtlessly.

There is no singk rule for what i itive sues Or pren ve
ant: these isues tend to be culturally dependent. A perons vahies and
beliefs will affe ot what they consider to be acce ptable and what they
see ta be shacking. Forexamplk, n sorme countries and cultures there
is an gpen and positive attitude to depictions of the nude, with schaok
supparting ¢ xhibitions of student art that mdude iraages of the huraan
fomn, both dothed and unclathed. Thi approach is not universal,
however, 50 if you are interested in this as a subject matter you should
discuss it with your teacher. They will be abk ta advise you onhaow ta
engage with some tapics in a sensitive manmer.

Maore generally, artists aften taclde difficult ar contraversialksues and
sometires the result is provocative. During the visual arts course you
Tay encounter exarples of art that (to some extent) surprise or shaclh
you. In sore ways its easy to malte art thatshocls. However, this
should not be your aira.

Itmay be that, a5 partof your creative joumey, you wish to explare
ideas that deal with sensitive tapics and the results may challenge those
wha see yourart. If you create pravocative artwarls as part of a valid
exploration of ideas that interest you, it raay be that these foma part of
your exhibition but anly with the appraval of your teacher and school
adminktration. An iraportant aspect of art-raalting & being sensitive ta
youraudience and the culture in which you live and aperate.

In thi context it may aka be worth noting that the “exhibition”, as far
as the visnalarts assessTaent tash § concerned, daes nat have ta be apen
to the public ar availabk to the schoal popuktion in general. Itshould
be created for an audience, and the exhibition photographs that will

be uploaded ta the IB should shaw all the subraitted artworls, but it

is perfectly acce ptabk to reragve potentially "difficult’ artworls when
your exhibition is shown. This scak d-down version of your exhibition
<an still be a celebration of your artstic journey.

Your teacher willadvise you on spedfic questions, butat all tirnes you
st be aware of the relevant ethical codes of the [B and be sensitive ta
your audience.
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Academic honesty and the artworks you present
There are some Jeey pindplss ta bear in mind with regard ta academic
hanesty.

@ Anyimage talen from the intermnet and used as inspiration when
aeating your antwarl must beappropriataly referenced in the
exhibition text

« For each artwork that refers to another artwort you must include
in the exhibition taxt clear referencs ta your saures of inspiration,
admawledging its title, artist, date, mednm {where thi; infarmation
i Jmown) and praviding detaik or bibliographic reference ta where
the artworle was viewed.

« ‘Where you are deliberately appropriating anather artist’s warl, the
exhibiion text should acmawledge the ariginal veorlcand malte
explidt reference to the appropriation. The appropration pracessand
relevant references an aka be ndudedin the curtaral mtionale.

« Inthe aratorialrationaleall saurass need ta be referenced at paint
of use.

Al your worle must be authenticated by your teacher. You must canfirm
that the worlt you submit  pour worlcand i thefinal version of that
warle. All your exhibition artwardts must have been made or canstrudtad
by yaou.

This may seem abvious, but same smdents have previously submittad
things that they designad but did nat acmally malee. These things
indudsd dresses that had been designed by the smdent but made by
sameane ebe. This is notallawed. However, in this case you would still
be able ta submit the dasign asan artwearle, but the piece itself cannat be
incldad since you did nat malee it

iiﬂl——\'

Siradlarly with new technology, for exarple 3-D printing. it § vital that
the inte ntions and process are ckarly exphined in the availble text
aptions. Remeraber that the examiner will not have access to the pages
af your journal ar the sereens showing the developraent of yourideas in
the process portiolio.

Many artists include "found abjects” in their art. This is considered as
having been "constructed” by the student and is acceptable butraust be
admowkdge d and explained in the relevant exhibition text.

1f your artworlts re flect the influence of other artists and artwaorls,
or if the deas or mages of anyone eke have influe need your worlt,
the source raust be induded a5 a bibli phy ref within the
exhibition text, follawing the pratacol of your schaal

There & soractimes a fine line be twieen being inforred and influenced,
and «pying and soraetimes influences are sublirinal rather than
abvious, but if you are unsure about whether your artand deas have
been influenced then you should diseuss this with your teacher. if in
doubt, it & always safest to admowledge an influence.

¥ Theiilistrztion beiow on the feit shows 2 cofage of iews of @ dress designed and
made by the student, Nicofe. Thete ae no scadenic hionesty Bsues hete because of
the zuthentcity ofthe process of herplanning and crezting the dress. Sinaiay the
dress i the exhibitt i =5 “'eby i e

The DPvisualartscourse
Jjuges yeurwerkagainst
published assessment criteria.
Hewever, other examining
boards use ifferent criteria and
there isa kot ofdebate about
how wie judge art Forexample,
i5 the kfea behing the artas
imperantas the technigues
used to eipressthe idea?

The most cental guestionin
this centext is,“Whatare the
standards bywhichwe juzpe
antworks?"
Dfparticular elevance in
the contextof yourpreess
partfalic and the exhibiticn
i5 the relaticrs hip between
proess and prduct Se
another consideration elated
to TOK s the impertance of
pRLESS VErSUS praductin the
searchfor knowledge.

. J
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The impact of your school, your culture,

and your teacher

The visual arts course tands ta be structuirad around the loction and
context of the schaol, the aaltural tadigraund and identities of the
students, and the experiencs and strengths of theart teacher, sa the
wurseis designed and implementad in different ways in each schaal
Wainterpretation of the course in ane schaalis exaaly the same asany
ather interpretation, and there are large varatians in what has been
taughtand what has been mads. No one interpretation is the "right”
ane; there are many different routss ta success in visual arts.

Your teacher will prabably have appraachad the teaching of the course

in 3 halistic way, nterpretin g the syllabus creatively acearding ta local
dreumstaness and the cantaxt of your schoal. As an intemational course
teachers choase ta explore art and artists from various aultural contaxts
at their disaretion. You willhave investigatad the care sylabusareas
thraugh explaration of thearetical art-maling and curatarial pradtice.
Hawever, wherever the schaoland hawever the course has been
implemented, all students will be assessed in the same way. Therefare it
isalsa useful ta consider the exhibition in terms of what will be asessed.

Within the contextof yourart dass, your teacher’s directions and your
avn art-malung, it is important ta remember that your exhibition will
Xpress pour deas. You will be learning and davelopin gideas, concepts,
tachniques and processes. Other students worlung in dass alangside you
willalsa be learnin g the same or similarideas, concepts, tachniques and
pracssses. [t would be impractical for it to be ather than this, atleastat
the start of the course. Teachers nead ta teach students sa that students
<an male art more effactively.

This means that you may malie some artwardes thatare simiar ta thase
made by your peers, particularly if this is part of a class assignment.
Far example, if everyoneis asled ta malte a collage or an animation
according ta a spadfic theme.

Hawever, ifit s amare apen-ended agignment and you are given a
degree of freedom in what you maleand haw you male it, theresults
are ltely to be farmore individual In this case smdents could be
areating artwodes that are mare different from each ather.

This coure is studied all aver the word and it natralfor you ta
respond ta the conditians and culture thatare familiar ta you. Liltewise
you may be inspired by ideas and issuss rabed in athersubjects thatyou
are studying. This can be a vialand creativeavenue ta explore.

Either way, a5 you go through the pracess of explrng tachniques and
ideas you should eep in mind the exhibition that you will be putting
an at the end of the course. You might dedds to ndude some af the
results of class assignments as well 35 some of the artwarl that you
made autside of chss assignments. You should malee sure that you give
yourself enough time ta review the art that you have made and select
art that is suitable far display, a5 wellas pnning and areating otherart

Assessment criteria for the exhibition

Its irapertant to remeraber that your teacher will be evaluating your
exhibition as a whale, referring to all the evidence available, inchiding
the curatqrial rationale, the submitted artwarls, exhibition text and
exhibition photographs.

It frapartant that you are fardiar with the exhibition agsessraent criteria,
but it § not necessary for you to constantly refer ta thern In the same way
thatassessaent of the exhibition is holistic, 5o is the course itself.

Part 3: Exhibition | SLmarks |SLtatad | B marls HLtonl_]
Coherent body of
9 9
wodts
B | Technical corapetence 9 a0 9 30
C | Conceptual qualities 9 9
D | Curatorial practics 3 3

Diplorma Progrararae Viswal arfs guide, page 56

You willneed to study the criteria when the time coraes to select your
exhibition artwaorles. This final se ke ction will accur towards the end

of the course, but you should reep it in raind throughout the course:
you raay adjust artworles and ideas as your jourmey pragresses or

you may decide ta create a piece thatk a specific expression of your
exhibition idea.

There are four agsessrent <rite ria for the exhibition. Three relate
specifically to the weorlt itself (criterion A: coherent bady of warls:
<riterion B: te chnical eqrape tence; and crterion C: conceptual qualities).
Criterion D curatorial practice relates to the curatoralrationalk .

Criterion A: coherent body of warks

Criterign A a5l the question: "Ta what extent does the subraitted warl
corarunicate a coherent callection of worlts which fulfil stated antitic
intentions and coraraunicate ¢l ar thernatic or stylistic relationships

¥ (oherence is not bout rep etkion o
even sialanties betveen arovonis.
Coherence czn be sbout themaoc or
stylistic finks bedveen arvoeks. in
this sense, sttworis might be sid ©

aarass individual pieces? tali‘toeach other.
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> The first phoograp h shows 2 view
of Eiiz's fina exhibiticn. in her
ration ae, Eifz Starts o explsin the
themstic rezionships occuning in
hercofection: arovon o dowith the
fupen body, the iamliar snd the
unigmiiia; and the use of diiferent
mediz snd contex(s. Eiis's curstons
ration afe states 1 think thatzsan
Frostthe human body presents an
Fristic chalfenge; to cap ture and
expbre scovething we aiih old faoeilar
Guting the precess{ have sived ©
investgate the umen fome thiough
different medims and con exts;
namely the sexuzized snd objectified
presentztion of the b edy in the mediz
versus the grotesque, tactiie and
intinete expenien ce of the body a5
7 sunace... The other porticn ofmy
exhbiton & 36 cuctthe relztionship
between (anvily and skn. The Skin {
focused on was the un-photoshiop ped
shin thatis rared) exposed. iy texofe
piece "friends and Fanily" involves
firsthand pheeographs of my fiends’
and {soniiy’s skin thatis sefdoor
vigibie, forexample buises, stetch
s and scers. The rew colour
Ppafette znd detifed ineges mray
evoke theresponse of disguse buc
theinvolenentin the idez of "farily"
2imstoc b £ this i
tdy Faintngs "Sichny" znd "Fat" are
an atemp tto tiggerthe response of
disgu st and fzscinaticn in the wewer!

In general terms, when something has coherence, all of its parts fit
tagether well It could also appearta be a well-organized, 2asy ta
understand and logicl arrangement {of artwaorles).

Caherence dass nat mean repetition or similarity. Nor dass itmean that
you must havea theme. A single theme or style conld in fact berestrictive
and a hindrance. Thi; criterion daes not mentian "theme”, and having a
theme doss notmean thatthat your exhibition will be succeessful in tarms
afvisual arts assepment. Caherancs k notfarmulaic and examiners da

not want ta see a seriss of waorles that all ol the same!

Themes and styles

The first part of the tap level of criterion A states: "The werlt forms a
<coherent body of worl through effective coraraunication of thernatic or
stylistic relationships acrass individual pieces”.

Coherence in the exhibiion  not achieved through visual confomaity,
or a collection that k just visually siradlar and/ar repetitive. There can
be dive ity within coherence: there should be evidence of relationships
between artwarls rather than siraply sirdlar artwarlts.

The rehtionships could be dynarnic and surprsing. and could invalve
ideas about styles of art-realung, or there could be theratic relationships
buta theme is notrequired ar nece sary.

Theme

It true that a there can provide sare cohesion andior consiste ney

ta your exhibition. But as has been said earlier in the baalt, there & ng
corapulsion in the visualarts course for your bady of warl to be linked
together by ¢me coraraon idea or therne. An Kea often needs to develop
in rauch the same way that an artwork needs to develop.

Just "havinga theme” ¥ not necessarily a good idea. Sometines
exhibitions are restricted because of the theme: some theraatic
exhibitigns reflect a narrow, rather than exploratory, approach. For
exaraplk, exhibitions that are ¢entred around one Itey ideasometimes
<ontain re pe titive viual responses and da nat show enough creativity in
terras of concepts and exphration.

£a you da not need a therme. If you do have one, be gpen taideasand
interpretations, and focus an how well you explare creative pracesses
and oneeptual threads, so that your e xhibition willnot be repetitive and
“hindered” by the therne.

Relationships

Alsa ider the idea of rel hips between artwarls. “Re ationships™
covers a nuraber of ideas but ane effective relationship & stylistic: there
may be ng traditional "theme' butthere ¢an be a strong sense of ide ntity
because the warls reflect the ideas, the vision and the hand of the artit.
The coherence in the exhibition caraes frora the students conceptual
approach, dedsions relting to me dia andor techniques, or size and
scale.

Focus on aeating thernatic or stylistic relationships acrass the artwarls,
nat siraply a set of siradlar pieces. The collection of worls should involve
3 htkmships acToss and between the pieces.

What are thematic elationships?

The artworlts in an e xhibition right be diverse and explare different
styks, technigues and media, but present a series of theraes that tie the
collection together: the coherence in this body of warle is a result of the
thernatic relationships.

There are raany possible nterpretations of thermatic reltionships. One
thernatic inle that frequently appears in student exhibitions caraes frora
the student’s sense afidentity.

SECTIDN 5 B9

Ask yourselfthese guestions
when cons kdering the coherence
ofyeur exhibkicn.

* How do artists incorporate
themes and styles in their
work?

How do the styles of different
artists compare?

How o artists interpret
themes, for example, cenflict
of kove, in differenttimes and
cultures?

What are the identifiable
themes orstyles inthe

work | am <reating and have
created?

How are my ideas evohving?

A Thisimege shows 2 students final
exhibition. Cen you iden by themes,
ot inks and reGtonships b etween the
diiferentpieces?

Secton's. .



What are stylistic relationships?

You could present 11 very different artwerles that express a number of
different ideas, but are stylistically linleed through yourapproach. This
<constimtes a patentially sucasssful exhibition bacause of the aeative
stylistic relationships betwaen the piscss. Similarly, relationships conld
shaw farmalcoh such as ierad use of a limited calaur
palette or line used throughoutthe warle.

Style b a distindtive or recognizable approach ta art-malung. You may
already have a recagnizablestyls, and it may be that athers an identify
warlt that is yours because they "lmaw” yourstyle. It could bethe vay
yau draw, paintor @l phatagraphs, ar your use of space!balancs in
any campositian, or the way you use calour - in factyourapproach ta
any arttic pracess. Itk llee handwriting or yoursignatre. Style rssults
fram yourapproach and the artistic dedsions you malte.

Itis important to admawladge that styles can evalveas you leam mare

about the pracesses you areusing. Far example, your "early” style may

be different ta the way you warltat the end of the course.

You will have encounterad th icand stylistic reltionships in art

when you visitad art galleriss and exhibitions. Frequently it i the artists

approach or style that males the artwaordts recognizable. Picassa explored

a number of different styles but his wardt is very recognizable.

Other artists have similarly recognizable styles. It might be a useful

exerche ta identify and disanss examples of thematic and stylistic
Jatianships acrass individual pisces when visiting art exhibitions.

Exploring media, processes, materials and techniques

The secand part of the tap kevel of aiterion A continues: "Statad
intentions are consitently and effectively fulfillad through the selection
and application of meda, p: and tachniquesand the considered

Stated intentions

‘What yau 53y in your auratorial rationale - your "sated

intentions” - affects haw an andisncs views your worle. Whatare

your stated intentions? Why have you selected and applied certain
tachniques, madia and ima gery?

Your wiitten mtionalke should supportand explain your selaction of
warles and their relationship ta 2ach ather ar ta the wlledtion asa
whale. Da nat try ta inventideas here: the examiner has vbual evidence
in front of them and will be able ta see whether your intantions really
have informed your selection of pracesseslimagery.

Selection and application of media, processes and technigues
and the idered use of i Y

Althaugh nat directly referred to in the assessment criteria, it is diffionlt
ta deny that the size and sale of art on display often hasan impact an
the viewer. Cansideration of this impactcould affect the way you select
and apply media, processes and techniques. {Of course, n some cases it
may nat be pradical ar relevant for you to consider worlung in a large
scale.)

This phrase ako raplies sare averlaps with criterion B insofar as
“application of med&”’ gccurs in bath ¢riteria: you need ta pravide
evidence of coh and <& when idering how you
apply me dia.

The "considered use of rnagery" iraplies an approach of thoughtfulness
and ideally a degree of sophistication within that app h. There needs
ta be a kvelof sophitication in the chaice and use of imagery and in the
way that ideas are conveyed to achieve in the highest level.

Criterion B: technical competence

Criterign B as)s the question: “Ta what extentdaes the subraitted
warl d. rate effective application and manipulation of media
and materials and ¢ fective application and manipulation of the forraal
qualitie s

Addressingtechnical competence and formal qualities
Technical competence

The top level desariptor for this eriterion states: "The waorlk deronstrates
effective application and reanipulation of raedia and materials to reach
an assured kvelof technical corapetence in the chasen fomas and the
effective application and raanipulation of the formal qualities.**

Te chnical cqrapete nce is aften acquire d through sustained practice.
There ¥ no need far you to ndude warlt in alat of differentraedia
for your exhibition. In fact, this may hinder your success if your sldll
levels are dilnted because you have worlted in 50 many art forms. The
exhibition ¥ your chance to develop and refine ilk in one medmrn.

1f your warl shows evidence of sldll this can enhance ather elernents,
for ple, the ptual basis. C. Iy, artwaort that shaws kdr
of compe tence may wealien the overallirapact of a piece of art.

The de gree of refineraent and wsalution is an iraportant part of
technical corapetence . The tap level deseriptor for this <riterion
Tequires an “assured level of technical corape tence which is lrely to
inchide evidence of sensitivity, sophitication, contrgl and an excellent
understanding and use of mediatmate rials.

Ajs already mentioned, there ¥ no reference to the size of artworls in
the assesmaent ¢riteria, but working in a khrge scale can sometimes
indicate confidence and the assured kvel of corapetence refemed ta
abave. This is nat to ;ay that worling on a large scale inevitably leads ta
successful worlt. The apposite can be true. Buttaling on the challenge
of warlting on a large scale, or of worling intensively in any creative and
dernanding art forra, shows e vidence of your coraritraent and can lead
1o very fapressive artworlt. A krge and sucee sful artwork could well
become the "stand-out” piece in your exhibition!

Tip

Sk yoursel these
<uestions when
<cernsidering the technical
competence of your
exhibition.

* How do artworks show
techntalcompetence?
What are the sgns
within an artist's
artwee ks that might tell
you that anartist has
skill?

« How do different

kinds of technical
cempetence inthe
context of different art
making pro<esses and
forms cempare?

ks technical
cempetence kentifiable
inallart forms?
Cansome art forms or
artweor ks be successtul
even ifthereis no
cbvicus evidence of
techntalcompetence ?
Where is the

evidence oftechnical
cempetence inthewark
You are creating amd
have created?

« How are your skils
evehving?

‘What are formal
<jualities and how

oo you apply and
manipulate formal
<jualities in yourowm
artmaking?
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Technical corapetence refers ta evidence ofsluillin the media and materiak

you chaose to worl with. In sorae cases technicalcorapetence — or el of Tip

it— 1 the easiest thing ta recognize when laltng at art. Bor exaraple, i When cans tering haw well
you want to indnde arealktic (rather than, say, ¢ Xpressive) depiction of a yourwerk adresses the
persan using paintor pendl, then restalies roay be casy to dentify. Ciiterion, ask yourselfthe
It & vital that you raale appraopriate choioes of mediura in reltion fallowinguestons.

t0 technical slhills. For exarapk, # you find it difficult to convey ideas + How do artists

effectively in a chosen raedium as you develap slilk in the visual arts
journal, perhaps it § nat the right medium for your final pieces. Perhaps
collage would be ragre effective than paint, for exaraple. Your teacher

incor porate andler
depict cencepts in their

?
should guide you in thi respect. Ongoing group critigues and self- - :ﬂk"‘b e
reflection should alsa talie place as part of this process. o 4 5
effectively
Of course, there are other ways ta assess corpe tende, but in general communicate their
terras it refers ta your experience with, understanding of, and ability intenticns?
with the raedia and pracesses you use when raaldngart: the karning  What artwarks
that will have gcqurred when you were exploring the te chniques that demenstrate the
were prabably docqumented in your visual arts journal. subtle useof "complex
Formal qualitics imagery, signs and
. ¢ 3 symbek"?
A Sudentsworkingin zayiic on canvas. Note the scafe of these and other pieces. Mon e of the zssessmen tciitenz refer © the size of Seethe section of this boolt dedicated to the formal elernents of art. z ‘r\!:hztdc!s vaffactive
theexhibition, \gon 2 (z1pe scale can present spealic crestive and compositional chalen ges, and can afso ad To achisve a high kevelfor this criterion, you need to pravide evidence realz bR’ mean?

towork thathasimpactin the contexco’ the extit ficn.

that you understand fomnal qualities. Gan you find artwer ks

Forral qualities are intrinsic to any discussion of art. Your understanding that demanstrate the
of these is assessed in the corparative study and they are partofthe visual elaboration
"technical corapetence’ crterion of the exhibition. The IB does notspeafy ofideas, themes of
exactly whatis raeant by "forral qualities” and there are a nuraber of <TnCepts “to a point of
different interpretations, induding the idea that the forral ekeraents effective realzaticn?
inchide pattem, colour texture, tone, forra, shape and line. They are often « Whatarethe
used toge ther and their arman geraent determines the artwarle. contributing elements
inan artwaorkthat
Criterion C: conceptual qualities resultin the effective
Criterion C aslts: "To what extentdaes the submitted wark demonstrate cemmunication of
effective resolution of inagery, signs and symbak to walize the fundtion, ideas?

How effectively are
your ideas being
communicated threugh
your artworks?

Tacaning and puipese of the artwors, as appropriate to stated ntentions 2

A Eampies of views of exhibitions and
ATWONC.
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A (onceptuziquaities weierto the way students crestively consider sn d use imageny, sign s and symbols to zchieve thei
intenticns. (onceptuaiidess can oiten be seen in groups of swoks, for exampie the seties of works by Tess that explore

FERER

naturs fomes thatrepht be found in the ocean and cn the coastor
the theove:

Dreant Sphere

‘Leoking into the roecicpoof

tozstaf (oifection;, [Forcetin ctyf

Westied”

The cen sl inage o the top of the p age is @ view of the finafexh ibition.

These ve tfes which furtherexplain

" Conceptual qualities relate to the sophitication of your thoughts and
ideas, and indude the fraportant conce pt of “elabaration”. To achieve
wellin this aiterion, ideas and concepts should be explored in depth and
well develaped. Lilie criterion A, this criterion links to your intentions
and how you coraraunicate these mtentions. Lool carefully at your
intentions as stated n your curatoril rationale and the quality of this
corraunication.

There is alsa consitentreference to “imagery, signs or symbok' in this
criterion. This relates to your nowkdge, understanding and use of
ragtifs and syrabalma, which might mean symabalic use of, forexamaple,
colur, chaice of magery ar syrabolira specific to a particular culture, or
considered use of a particular forraat.

Conceptual qualities, subtlety and complexity
"Conceptual qualities” does nat mean conceptual art.

“Canosptaal art & art for wiids the dea (or aamsospt) behing the work i mate
imparant Gram Bse foaidied art abject. It exmerged 22 am avt mavement b the 1940¢
and B1e v Wanally vefers @ avt made from the mid-1960¢ & Gre id-19702".

Source: Tate website
http:wwwaw fate orgulti/kamionline iglassary ! ptual-art

Rather, "conceptual qualities” in this context refer ta the ideas and
cgneepts that underpin your exhibition, and, in particular ta the
degree of sophistication of these ideastconcepts. This can also involve
confide nee and cornplexity of thought, toge ther with refinernent and
subtlety. To achieve wellin this crite don, ideas and concepts should be
explored in depth and well developed.

There is also reference ta "Imagery, signs orsyrabals” in this ariterion.
This rajghtinchide symbalic use of colour the choice ofimagery

ar syrbalisra specific to a particular culture, or considered use ofa
parnticulr forraat.

Ta achieve the highestlevelin conceptual qualities the irnagery should
show evidence of a thoughtfuland considered approadch, with evidence
of subtle andiar coraplex ideas and iraagery.

Avoiding abvious and farilar artideas can be a successful approach,
although this is coraplicated by the sense of irony iraplicit in sorae recent
AT conteraporary art, when abvious and farmiliarideas ray be talten

and rpadiaged to becorae a postmodern corarnent on, for exarnple,
modernist ideas and farras.

Lilte ¢riterion A4, thi aritedon lindes to your inte ntions and how you
coraraunicate these intentions, $o the curatorial ratignale would be

the phee to exphin your conce ptual ideas as an important part of your
intentions.

Waorle that reflects wealt conceptual gualities ray wellappear ta be
sirplistic and predictable, containing iragery that is pre dictable, with
abvious, contrived or superfidal warle: helting in conceptual qualities.

To ensure that your art ¥ not dull or predictable, you could start by
considering artworl that you find abvious, and entifying ¢ xadly what
the eleraents are that raalte thera appear so. Dull worl may wellreflecta
lack of conce ptual e pth.




“irei

Of course, a visually exciting image can still be vaqious or contain little

beyond the purely visualimpact, butin our visualans context, ta be

successful there is frequently a balnes betvween tachnical competencs

and the concept underlying the piece.

‘When reviewing your awn wort, it could be a gaadidea ta disauss
ptual ideas and qualities with your friends.

There is 3 subjective element in all of this. Whatyou find dull same athers.

may find exeitin g and vice versa, butthe idea behind this part of ariterion C
1 that some parts of your art should strive ta go beyand the ardinary.

Far example, same students emply thesameart farms and ideas
repeatadly: these familiar images fraquently include poorly copiad
paintings based an the Pap Art areations ofarthts such a5 Andy Warhal
and Ray Lichtanstain.

There may beinsightfuland valid reasans for your exhibition ta have
some clement of Pap Artin it, but aften this lund of warlt appears
contrived. "Cantrived” in this contaxt can mean superfidal, artifidal or
falte. Similarly, smdents accasionally mdude worl featuring Bartie dalls,
usually 353 sratement about bady image and the prassure to conform.

Pop Artand Barbiss an beamang the maore abvious, clichéd and
pradictable art/ideas that smudents present Invariably the artwarl
neither subtle nor complex. This does nat mean that explring these
ideas will zbwaps lead to dull and predictabls art, but ve are 5o familar
with them that ta be succsssful the explration mustlead to new,
unusualand more canvinein g art than thelund that k sometimes seen.

A Owade zsudentin @ scheof in fome, hasused the "ton do ome [z RenzEsance terme (o 2 citcular work of st in his painting of
three portraits. This fome has conceptu &), artistic znd hisoncal iefevznce o hisfoczton.

Conceptual qualities and visual literacy

Visual literacy & the ability to understand, interpret and raale

Tae anin g frorm infarrmation presented in the form of an image. It has
been said that a picture is worth a thousand words, but karning ta read
and understand the picture is nat always that sraple. The artwarles
that you have studied and raade during the course willhave increased
your visual literacy, and this in turn Gan give you a mor sophiticated
understanding of conceptual qualities.

Your visual literacy aka inls to your understanding of the "imagery,
signs and syrabals” referred ta in the cnterion. Of course, art incarportes
a huge mnge of irnages and symbals and during the course you wil
akeady have loolted at the worlt of artists and considered theiruse of

imagery, signs, and syrabok to convey narrative, ideas, vales and beliefs.

Visual literacy: the ability &
understand, interpret and make
meaning frem infemation
presented inthefermof an
image.

A Conceptu s quaiites may not be i iatefy obvicus. Uh dihgoithese three sttworks can be enhznced by the

A ibit e
text acc ying the inage.

1. Thefistis ingilon canvas and is explained by the st enty origh f intention was to sugment the cofouts of 2 stone.
By izyering coburs and experteenting with techniques{ was able tozdd depth tothe painong.’

2. Thesecond atwark i an ar hitectural modeland refers tothe architect Frank Lioye Wight %h en con sideting how the
fezi' stucure wouid fitinto zn environ neent, | decided o create 3 2nd mode, thiough which expiored the ink bedveen
exterdrand intetice, @ seen in nodemisne. { showed this by incliding @ tee dranch, which emerged froor the inside of
the seucture nd plzang mtrors n the base. These nihors are ziound znd inside the st cture, sn idez inspived by fank

tioyd Aight's Wateal.’

3. The thir! piece, a dny peint print, related t a previcus joumey — When { visited the Mng of Srodgarin Orkney, the
uncertainty nd iy steny of theironigin snd purpose ntigued me. This print visuziizes z pining of the phy sical and
metphysica! words, insp fed by how ! ieagined the Sones may cnce have been viewed. My intenton h this piece was

o capture # more (antaSstcs spectofthe sones.”

e




A The first phomgrap h [Squashed Face] isin spired by tichael Wolls Tokyo Compression; and wes tafen with Wol'€ imeges
in i d, explonng texture, crop ping @nd contzst. Next It the tocen: pole refates © the students ongins in Sriteh Giund &
{Canad3j and expiotes revant symboks. Benesth both is 4 Sreskd own of 3 Building’. This is 2 iy farge (15 Xcm « 50 conf piece
conastng of pretbled papey zaylic paine textured paper, tissue paper and sowiic sheets on canvas, znd refers to the peonetic
outines of buiidings. The studentsaid {wanted o expicre textures of the buildings compared  the resistc sspects!

Criterion D: curatorial practice

We will be reviewing the ¢ Xpectations of this assessment crite ion in
detaillaterin this section, but as a starting paint you right want to
consider these questions.

« ‘Whatisa curator?

« How will you explain the ways in which your wordts are connected?

«  How will you exphin that your exhibition ¥ a coherent bady of warls?

« ‘Willyou have a "singk medradisplay” (one technique/pracess) ar
inte grated raedia?

« Wil you have a "chronalagical survey" approach ora thematic
approach?

Selecting the artworks for your exhibition

When do | choose my final artwaorks?

The IB does not give adeadline for when you should choose whatwill
£0into your exhibition and what will be subrnitted a5 part of the pracess
portialio. It raay be a very fluid process and it is possible that resolved
work does nat start to appear untl the se cond year of the course.

In some schools, students use the first year purely as a time of

expl ign and experimn ion, becorning farniliar with different
techniques, differentways to interpret an idea, different approaches
and 50 on. In thi cag you may not raalte anything during the first
year which kaalts ta you lite a resalved piece. This is not ne cessarily a
prablern, but there should at least be sare ideas and experiments that
have potential as starting points.

On the otherhand, sorae pieces carapleted before the end of the fist
yearright kol coraplete, fit well with your plan and have the patential
10 be exhibited in the final show.

The selected pieces should show evidence of your technical
accomaplishraent and your understanding of the use of materials, deas
and practices ta realize intentions. You will alsa show the dedsion-raalting
pracess, which underpins the sekction of the connected and cohesive
bady of worl for an audience, in the farra of a curatoral mtionalke.

Tip (V)

If you have encuph kieas orstarting points you coukd discuss with your
teacher having a mini-ex hibition at the enc of the fist yeat You may only have
a few pieces [four or five ) but still this woukd give youa chance © klentify angd
rescive any preblems.

Izteally youwoukd have this show inthe same kecation as your finalexhibiticn,
amd analktienc eweuki visit your show. You couki akso write a curaterial aticnake
ane exhibiticn texts sethatyou ience the things that youwillee ferreallatec

If possible Blk to members of this audience & getfeedback on their
reacticrs. This coukt inform decisions thatyou make when preparing for angt
assembling your final exhibiticn.

Section 5




Mid-course review

Depending on whatyau have done during the firstyear, atthe end of the
first year or the start of the secand you wuld maltea preliminary review
afthe cantentof your digital falders or of all the warle creatad sa far

Same fomm of review will enable you to identify any artwarles

that have the potantial to become exhibition pisces. [t could bean
informal discussion ta ask questions of your teacher andlor peers and
receive feadbade, orit could be more famalized, with same famm of
doaimentation reRting ta your intantions and dentifying any new
diredtions.

Either way, you should asle your tzacher ta be part of thi pracess sa that
their professicnal judgment can inform any discussions. Even if you da
not have anything to assemble and review, you should stll reflect an
therequirements of the exhibition. For example, you could mals same
natss an ideas for the general caherence, competanceand concept of
yaour exhibition.

Review, plan and curate virtual exhibitions

Itcan be a gaadidea, 35a form of preparation, ta plan/airate an
imaginary exhibition, dentifying an appropnate exhibition contextand
<haosing artwaorls froma selectad movementor aulture. Explare the
idea of exhibiting in the presentand the past, andin different cultures.
Write the rationale for this.

Aka nvalve your peers. Malte and critique individual and graup

1 have di i about warl far exhibition, identify pisces
that will interest your audience. [dantify the clements that pravale or
attract, such a5 tachnical compatence ar stimulting subject matter.

Final selection
Keep the following paints in mind when maltng your final selactian .

You may submit warl for the exhibition that has been shawn and
dbcussedin the process partfolio, providing you malte it dear in the
pracsss partiolio that the image & the final resalved waorlcas incided in
the exhibition, for example, by dedaring in the pracsss partfolia thatthis
is the @se: "This is the final version of the warl that is induded in my
exhibition” {5ee pages 90-91, "Assembling your pracess partfalia™).
Cansider the audience and the lilkely impact yourart will have. Haw will
your warl affect diff erent audiances? This aspect could reflect your ideas
and intentions a5 they evalved throughaout the course a5 wellas the
<ontent of your curatanal rationale.

Evaluate the strengths and wealmessss, and identify any impravements
that might be made, and haw much time you have ta malee thase
mpravements.

‘fou may have mare artwaores than the maximum allaveed {7 at S 11
atHL). I 50, you willneed ta selact the best. Dienss your chaicss with
your teacher,

The exhibition

Using your visual arts journal to plan the show
The quratorzl rationale & the roain gpportunity for you to exphin your
intentions, although you ¢an also use the exhibition texts for this.

The quratorial practice is a required and assessed part of the exhibition
<corapanent, and your curatorial rationak inforras your teacher and the
exarniner when they are considering the coherence and cance ptual ideas
underpinning your exhibition.

You could use your viual arts journal ta record your intentions for
yourartwaorls, reflect on the process of resolving thernand plan your
exhibition, for exaraple, designing floor plans to show where you will
disphy e rtain artworls and how the audience raight wal through
the show.

These Weas could aka be the basis far raterial subraitted far the
curtorial rtionale.

Writing aboutyour exhibition

Towards the end ofthe course you will be writing a curatorial rationale

in which you willexplain the selection and presentation of worlcin your
exhibition. Howe ver, you should not waituntil the end of the courne
befare you write abgut yourart!

Tip (v)

Criterion D assesses your
<uraterial practice. ftasks
the guesticns:"Tewhat
extent ¢oes the curatorial
raticnale justify the
selection, arrangement
anet exhibitien of agroeup
ofartworks within 3
desipnated space?”

It s werth koking atthe
official definiticn of the
commangd term” justify’”:
“aivevalii reasens or
Eviience tosuppertan
arswer o conclusion’.
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Tip

‘When thinking ab-aut
arfanging uaur exhititian,
<ansi erthefalkiwing
questians.

+ Haw will yau arange,
dipluand prsent
resalved warks far paur
exhibitian ?

* Whatcampramises
will yau haveta make
bewweenyaurideal
antshaw and what s
realistic in the space
available?
Han have the
exhibitians that yau
have seen influenced
yaur eas? What have
yau learned abaut
exhib iting artwak?
« dre them anwarks
that presentparticular
<hallenges in terms af
presentingthem @ an
audience? Farexample,
will yau need tasetup
a manitarta shaw a
vid ea ara plinth ta shaw
sculptumlpieces?

Intentions

‘Your artistic intantions are of aritical importance: 3 Rrge part of the
success of your exhibition hangs on the relationship between the artand
whatyour intentions are. The intentions will be read by all thase wha
visw your wort, inchiding theaudisnes wha encounter itin your schaal
ar external gallery space, 35 wellas the examiners wha view it on sereen.

The audience

Artists malte art ta be seen, sa itis vital that you also step inta the shass
ofthe viewer, and see the exhibition fram the point of view of the
audiencs as wellas from your point of view as the artist

Asaudisnces will reaat differently ta different lunds of exhibition, you
shauld visit different Jands of art and reflact an these encountars. Far
example, cansider worlts in differant display contaxts: state artmuseums
and galleries, private galleries and online galleries.

Warle autwwhat canstitutss a sucosssful exhibition, and what dassa wealt
exhibitian ol lilee?

‘What are the reasons for sucesss or fallure? Of course in our contaxt the
DP visual arts assessment riteria phy a vital part but your awn idaas
should be infarmed by reflections on audiences and their respanses ta
art seen. These reflactions should appear in your journaland be referred
ta when you start ta write your awn curatoral ationale.

Although the curatorial practice diterion anly achisves 3 maximum of 3
marls cut of 20, what you sy will contribute ta your assessment against
ather assesament aiteria, particularly ariteria 4 and C, sa it’s waorth

talung this companent seriously and, for example, writingand rewriting
a number of drafts until you are satisfied with the final versian.

Whatisthedifference between SLand HL?

Criterion D is different for HL in thatit hasan additional requirement.
Aswellexplining "the selection, presentation and arangement of a
group of artwarles within a designatad space”, thers § alsa a requirement
for the toral rationale ta shaw "reflection an haw the exhibition
conveysan und ding of the relatianship betvieen the artwearles and
the viewer”. The reflection clement and considaration of the viewer is
notrequiredin the SL eriterion.

You should "justify” the selection by exphining your reasons far
chaosing the artworls (this will relate to yourintentions) and then
analyse and exphin haw the artwarls are arrangad and prasentad. Even
if they are just displayed in a raw you shauld still explain the reasoning:
5 it chronalagial? Orarderad by theme? Or are you arranging in
accordance ta art form or size?

Refer ta your audience ({the viewer) and to the artwarls themselves
when articulating the relationship betvieen them. For example, 5 there
a hrge or 'stand-out’ piece that you thinl will malee the maost impact
an the viswer? [5 there a film that will engage the viswer for a certain
period of ime? Are thers small and detailed piscss that require chase
study ora sculptural pisce that the viewer should wall around? What
are theideas that you want the viewer ta @l from your artwarles?

THE EXHIBITIDN SECTIDN §

The staternenthas a word lirait. For SL students it is 400 waords: for HL
students, it is 700 words. If you exceed this limit, parts of your stateraent
will nat be considered far assessraent.

The rmtignale should be infarraative and not ustdeseriptive. For
exarple, explain and justify your seketion through reference to
research and karning. Offer justifications (explnations) for the things
you say. Suppart your staternent with explnation.

It can be helpful ta fallow 2 basicstructure:

«  goverall preradse

« the mnge of artistic approaches you have used (this right alsa
inchide ragvernents or artists wha were especially influential to
your warl)

@ explin dedsions about sekection, arrangeraent and display.

1f there ¥ a particular wark that was instruraental in the way you
perceived your exhibition, you could desaribe it in mare depth to draw
the audience into your thought process. Remernber that you have an
Qppértunity to write an exhibition text - ashort staterae nt ta accorapany
each artworl.

Your stateraent should be wiitten in an informative and persuasive tone,
but because you are writing about your awn wodt, personal pranouns
(L. ray and 50 on} are appropriate. Be realistic, frandt and honest about
your warl. Stateraents that da not reflect the wor that is presented
cannat score highly aganst assessment criterion D.

Writi ng exhibition text
Each artwaorlt you subrait should be supported by exhibition text

that gutlines the title, e diurnand size of the artwaorl. There isa
500-character maxirura (nduding spaces) per artworlt.

The text should be concise and useful to the exarainer. It is not just

an gpportunity ta use flowery language about your artwarl. Itshould
indude a brief gutline of the onginal intentians of the worlt and explain
any appropriation or sources which have influenced the piece. Itshould
aka state i the worlt was collaborative, part of a series, or inchided
found abjects.

‘When corapk ted, these texts an be printed out and included in your
exhibition to help youraudience appreciate your waorl ragre fully.

Here are six exaraples of exhibition text, wiitten by different

students and referring to warlt in a vadety of forms (ceramics, videq,
phatagraphy, paintand saaperboard). Allare within 500 characters.




Distarted Nightmares: 3 cemmic faces, Clay (fired and phzed) Szes:20 <15 «Bem, 18«12 Bom,and 222 162 32m
Thesethee maskswere inspred by the portmis by Francis Bacan Iwanted t capture the flawing mavement created in
his paintings thRuph < lay as well s the d Bturbing nature of distarian and use afcakiucThraugh thesethree masks | have
experimented withd Herentlevek of dEtartian and cakiurschemes t create this d Bturbing effect Additanally, | further
embred his style by creating 3 simibruetdiffe rentfaces in hamage &1 he famaus triptuchs.

3MHepalese Faathills, 59.4 « B4.4 cm. (305 £m = B cm phatagraphs) Digital Phatapmphi

This phatagrphic pinerhas phatigraphs aganized ina grid and has an abvious thematic and stulistic e latianship
with artwark 1. This aksa depicts multipleviews af a singlescene skenwhen | visited Hepal as partafa CAS tap.
fgain, this style and techniyue am inspired buthe wark of David Hackney and his jiners. With this wark | designed
rstuctured multiple views af aflaningscene of cauntryside and village inta thirty B = Scm phatograp hs.

o
6 0
FareverYaung, videg, 2 minutes
Aseries af images af my grandfather, spliced with images of my parents and their children [me and mysisters L
This ties in with the CHANGE facus in arwarks 3, 4and S 1 ak all phatas and vid ea The speed of the videa is
deliberatelyskwed and speeded up. It's mastiy black-and-white but cakiurs and same distartian and grain are
added ta emphasize focus atspecific paints Them & na saurd track.
=
\

J

Maze, Acrylic an Canvas, BD<120cm

Inspired by thesummetry af thecalumns atthe University af Glasgaw, I'm kiaking at geameticalsummetryand
shadaw effects. & yaung girl leads a shad awy figure thraugh a maze af calumns. Theanly tmce of the gid ks a slight
figure inthe back of the paintingard a ed handkerchief in the farepraund . The shadaws falling frm the calumns add
anatherd imensian of mustery ta the scene.

™

=

AN ightin Zurich, Acrulic an Canvas, B0 < 100 cm

Based an a phatagraph that | taak anvacatian, this painting depicts the Limmat Riverin the centre of Zurich. |
experimented with paint exture in this painting, having a differing technique fartheskuyline, water reflections and
sky.The waterreflectians are fluid, similar @ an Imp essionist painting, while theskyline hasa crackled black paint.
The nightscene gives thecitua tenquil and serene app earance, capturing the mamentin betweendauand night

~

AlUnivesal Fear, Scraperboard, 352 28em

Inspired by “An Expenmentana Bird in the Air Pump" by Jaseph Wright af Derbu seen in Landan's Hatianal Gallery, |
incamparated the central figure af the scientist, butadded a gas mask @ hide his face, echaing thetheme of the fear
af mad ern science, which Wright used in the ariginalwark The'toxic'sumbal ard the pallution inside the glkss tank
fitwith curentfears afscience.

khnpv‘Mvm.nathnalgaIlzlg.alg.uk!painﬁngsa‘jaszph—wright-af-d b i bird-in-the-air pump

J

The exhibitian i the phusical culminatian aftwa yeas' hard wark. Celebrate it
Yaucaukl have a receptian ta celebrate paurachievement!

oo e

Practical considerations

It & iraportant to reraeraber that your exhibition space (the space where
the exhibition ¥ presented) will notinfluence the assessment of your
watt. You willnatbe put at a disadvantage in any way because of the
space avaikble for you to exhibitin.

Schaols are diverse with arange of geographicand saci-econamic
ciraurostances, and physical resources.

Same schaok have serad-professional gallery spaces an carapus: other
schaals will use schoal halk, gyranasiuras or dassTaarasfart raams ta
disply student worlt. Sorme schoals da not have enough space fora full
simulanequs ¢ xhibition of all students.

I lade of space at your schaol  a prablera, # ray be possible far you to
exhibitin an external gallery. Sorae schook have amangements in place
withlocal galleries. Alternatively, there could be a senes of consecutive
shows. Far exaraple, three of four students could put their worlk up fora
few days then tale it down s that another group of students can put up
their displays for a few days, and so on.

On¢e the space has been decide d you should review the possibilities of

the space and the Jund of art that will be disphyed with other students
and your teacher. The division of space should be raare or kss equitable,
but needs ta also tale inta aceount such things as the size and seape of

individual student worly, the need for wall versus the need forfloar (or
plinth ) space or access ta pawer qutlets.

Exhibition spaces need nat be self-contained. "Satellite” exhibitions
Tnight incnde site-spedfic warlt, sudh as a raural, installation ar
sculptural piece s e kewhere on the schaol carapus. Sometiraes site-
specific warls or exhibitions purposely exhibited in unconve ntional
spaces an be effective In eltion to the gverallintentions, a5 long as the
waorl can be properly docurmented for digital subrndssion.

Onee you Jmaw where your space is you should consider how you will
armange and disply your worl to best effect within that space.

Clan, neutral walk are preferable. Do not try to decorate the space ta
the detriment of the artworl itself.

“You raay be considering inchiding interactive pieces. Iif 5q, this should be
lindred with the mention of the viewerin the quratorial rationale.

Epht views of exhiditions can be
seen on pages 139-141,

Some show z somewhat crowded
exhibition ez, with very litfe space
alzble and arvonks tiingup
#mostzifof the wal space. Other
photos show # mote speaous
exhibition envionmentwith clezn
neutaiwals. 0f course the qu iy
and anrountof exhibition space
aizbie vanes toor school to
schood, but iememberthatthe
exzmines will notjudge the qualty
of the space. The examiners focus
will #way s be on the students
intention s and Quaiity of the woek
with reference to the assessment

mitetz.




Cansid erthese practical
ideas fardisplaying wark.

Harging space: ifthere
ame insufficientwalls in
the exhibitionspace,
additanal hargingspace
<aukd becreated.

Display paneks:these can
be hired, ar inexpensive
display paneks can ke
made Panelscantbe
Jained with steel merd ing
plates in linesarat ight
angleswith an ap prapriate
right-angled bracket

Harging hardware:
gallery-stule hanging
tacksand haaksystems
are usefuland versatile;
picture haaks are equally
effective.

Plinths: simple waad en
baxes, painted in a

flat neutral cakour, ar
<lean tables are eal
fard Eplaving three-
dimersianalwark.

SectenS

Digital submission of the exhibition

Your exhibition is assessed digitally. You andlar your teacher will
phatagraph yourartwarls and upload digital filss ta the 8. Phatagraphs
of the exhibition 35 a2 whals willalsa be upbaded, although these will
nat be direaly assessed.

Examiners will view the digital filss ta maderats, uphald oradjust marls
awardad by yourteacher {(wha willaward you a marl initially as your
exhibition % internally asses5ed). Remember thatyour teacher’s made

an beadjustad after maderation has @len phee.

Far the exhibitian submission, stll ar maving images @an beupkaded
Yourartwort should be @ptured in whatever sledronic means is mast
apprapriate for the selectad art-maluing farm.

A twa-dimensianal artwarle, far example, might be best capturad
thraugh a still phatograph, while a three -dimensional artworlt might be
best apturad through a shart film recarding. Lens-based, sladranic ar
sareen-tasad artworl such 35 animatian, havever, might @l for ather
file types.

Allwarle submitted must be clear and present your warle apprapriataly.
Asimages will be viewead on manitars, largs image filssata high
realition are nat neadad, but the image shauld ba big «nough ta filla
<computsr maonitor at 72 pixels per inch.

‘Where possible, you are encouragead to talte awnership of the upload
process yourself. This @an be a demanding pracsss and it i vital that you
petitright, 50 malte sure you fallaw the relevant upload guidance, male
sure the worltis apmrad exacly 35 you want, presentad as you want,
and uploadedin the arder that you want

The two exhibition photographs

In addition to the photos of individual artworts, you should inchide twa
photos of the exhibition asa whaole. Thi & a greatway to geta sense of

Tip

Imagesshouki be saved amd
b mitted with a minit

size and scale, and demanstrates the way that you want the audi
to see the worlt. These phatographs show your unde standing of the
context of the exhibition and the scape of the warts.

« The photographs should only show the artwarlts that you are
subraitting for assessraent.

@ The photograph should nat show the work of any otherstudents, or
artworls rade by you that are nat subritting.

« The phatographs should nat shaw any peaple {sa you should nat
be pesing in the photo with your favourite artworle, or showing the
audienee adrdring yourart).

«  The views should be dear and ungobstructed.

Film

Sometires one view ¥ not engugh to accurately show everything. For
exarmpk, i you are submitting a sculpture and a single rage daes nat
da the warlt justice, you could malee a filra of the wodt arsubraita
series of mnages of the warliin a film farmat. Altematively, you may
have waorlted with filmn or aniration.

widthof 100D piels angd

a matimumwidth of 1,500
peiels. This will previde an
image thatcomferably fits
asandar computerscreen
while hekting encughdetil
feran examinertobe able &
enlargeit, and will help to keep
the finalfile sizes smallec
Rememberthatthe file formats
arx! file sizes thatare deemed
acceptable may change frem
sessicnte session. You neegd
tocheck with yourteacher for
the mast up-te-date uplead
infermation before you uploazd
yourwork




SectenS

Photographing your exhibition artworks
Your exhibition artwarles may indude a wide range of ideas and farmats.

Same exhibitions cansist of anly twa-di ionalart, buti ingly
stdants are explonng ather alternatives, far example, filmand
installation.

Thinl about the best way of decumentin g your exhibition - would film
be amare successful format?

Same of your artwarls may require @areful consideration in this cantext.
‘Whataboutperformance art? Films you have made? nstallation ant? For
these you wuld inchide afilm clip of the worlcand astilimage.

Files an indude still or maving phatagraphic daaumentation of
artwarles. Checle with your teacherif you are unsure abautaceeptable
file types for the upload.

Advice on capturingthree-dimensional artwork

Three dimensional warles such a5 salpture orinstallation warl &an be

suecsssfully doanmentad in either still photagraphy or short videa files.

« ‘Widea files allawfar a virmal wallcaround a sculpture in the round.
This can be sucessstully achieved in situ, such as the exhibition
space, 35 distractiansin the badeground tand not to be confused with
the sculpture with the camera maving around the sculpture. Phin,
neutral badigrounds will still give better results. The amera aperatar
should filmat a fixad focal len gth and distance fram the warlcand
dawly mave around the pisce.

« Additional faatage of details of the warlt can be shatin separate @l
and then aditad tagather.

« Film the warl from a cansistant distance.

« ‘When filming, be mindful of reflective and transparentsurfaces 50 a5
t0 avaid the reflection of the @meraand apamtarin the shat

« Forstill phatagraphy, the phatographer neads ta be mindful of
the bacliground, a5 well 35 the sculptural form itself. Objatsand
architectural elements of the exhibitian space can became distracting
ar canfused with the sculptre itsef, 50 where passible, it best ta
photagraph saulpture against a plain neutral backgraund.

« Checltthatthe imageis camectly clour-balancad: chede the white
talnee far bath still phatas and film dips.

art that is non-
Tepresentational a drde, for
exarnple, is an abstract shape.
Contrast with “figurative"’.

paints which are
syntheticand quick drying. They
are made frora pigraent with
polyvinylace tate and water.

this is when
you startwith nothing and create
your piece by adding material
such as when worldng with
<lay or welding. Corapare with
"subtractive sculpture”.

thi is when
colour values are used ta create
anillusion of de pth. More ntense
colours appear to corae farward
while deqaturated colours recede.

this 5 what &

comsidered beautiful or plasing to
the eye: the way an abject laalts.

when paint is put on
while the ground is still wet,
often creating a soft blurring of
<cakours.

when an image is
used to symbalize a feeling,
ar a deeper maoral or spintual
meaning. Often used to
Te prese nt abstract notions such
as agrtality, sleep, victory,
enslavernent or herakra, far
exarple, Cupid with his bow and
armrgws as an allkegory of falling in
love. Corapare with "metaphor”.

having raore than
ane possibk interpre tation. The
raeanings of raost worles of art
are arabiguous.

the corarnand term “to
analyse” is defined in the Wisnal
art guideas "breal down in
order to bing out the essential
ekments or structure”’.

colours which
sit next ta each ather in the
calour ¢irck, such as yellow and
green. Using analogous colours
<reates hamagny in corapositions.

a generic terra for
creative disciplines whase
purpose § functional: the
product k used in a practical way.
Forexammple, e ramics, fashion,
inte rior design, textile design,
furniture design, graphic design,
animation. Corapare with
“fine ant”.

needleworl in which
smaall pieces of clath are sewn
orstucliin a pattern on a larger
piece .

when an irage ar
an idea is talten fromits orignal
context and recyded by an artist
in order to create new meanings,
I tg subvert ity conventional
oeaning.

a method of creating
areas of tone in etching. A fine
Tesin dust (rosin) & heated so
that it fuses on the surface of the
phte. Acidis used to bite (erode
away) succe sively exposed areas
while gther areas are protected.
The resulting pitted surface of
varied de pths is filled with inle,
printing as fine dots of tone of
ditfering densities.

the structure that
supports a sculpture, usually
underneath the madelle d
raaterial such as wax, ¢y or
phster Itk often constructed
from wire, wood or welded steel.

when abjects (aften
found from everyday life) are put
tagetherta create a sculpture —
thinle of a three-dimensional
collage.

the appaosite of
syraraetry. #Most corpositions are
armanged argund an imaginary
axk to aeate an irbalance as
this gives life and the fmpre ssion
of ragveraent.

when

famas are out of facus in the
distance and crisper in the
fore ground to give the effect
of depth. This is sarae tire s
revesedin photography, where
depth offield is used to bur
the foreground and sharpen
the facus in the ditance. The
ilnsion of depth is just as
effective.

an magnary line running
through a forma or corapasitian
argund which ¢lernents are
armanged.

taknee and imbalance

<an malie a COrpasition
dynaraic. Careful use of positive
and negative space as wellas the
placing of shapes in relation ta
the frare will give harmmony to a
design.

pRinting or printing with
dye on doth using wax on the
parts which do nothave any
colpur.

aeating transitions
of tone or calour. Carapare
with "rendering”. Because it is
slow drying, oil paint is a raare
effective raedinrn with which
t blend than acrylic, allowing
the artit to render the effect of
<hanging light aver forms.

thi is when the
artist fills in the mam forms of
the compesition with solid slabs
of colouras a preliminary to
adding detail



using a raised wood
blacl as a relief surfacs ta print
asused in traditional Indian
taxtiles.

firmly joining different
paper ar dath types usingheat ar
Elue.

theway an artit
has appliad the paint Fastand
texmrad {lacse brushworlt) or
<areful and cantrallad {tight
trushwarl).

to form malten metal, liquid
phster or plastic, for example,
inta athree dimensional shape
by pouring into amould. Can
aka mean something formed by
thi means.

the modelling of
lightand dark ta shaw form. A
dear light source @sts shadaws
transformin g a shape inta a form.

French for Chinese
stidung. In printmaluing
lightweight papers are laid aver
the inlted phts 50 that when
the heavier badung paper is
printsd on they adhere ta it. It
 used ta add areas of calour, ar
ta allow printing onta materials
that vould atherwise be taa
delicate.

this  when a material
such a5 card & bath cutinta and!
ar built up with texturss ta aeate
asurface thatcan beinled ta be
printad 35 relisf, 35 intaglia, ar as
acombination of bath.

the vbual sensation

praducad in the eye from the
effects of light. It can be usefully
desaibedin terms of hue,
brightness and saturation.

calouris usnally
desaibad in terms of cantrasts
a5 the effect of wlour ¥ always
depandent an its neighbaurs.

this
command termis defined in
the Visual artsguide as "give
an account of similarities and
differences batwean twa {ar
mare) itams ar simations,
referring ta bath {all) of them
thraughout".

the
three pairs of appositss an
the calour drde are desaribad
a5 complementary. These are
omranga/blue, red/green and
purplelyellaw. When placed
againsteach ather they contrast
and enhancs, 5a rad seems raddar
when phcad nextta a green.

the armangement
and structure of the clements
within 3 painting. In sculpture it
is the reltionship of the forms ta
cach ather and the surrounding
space.

refers ta
the aspedts of an artkt's art-
malung pradics that concemad
with intant, and the viual
communiation of ideas.

a line which conneads
paoints of equal value, such as the
<contaurlines an a map shawing
points of equal height The same
principk isused in drawing
when lines fallaw the boundariss
af a farm ar points of aqual tone.

thisis when a
figure stands with their weight
on ane leg titing their hips in
ane direction and their shoulders
in the appasits direction,
contrasting tense leg with
rebxedleg and tensed arm with
relxedarm. The resulting pase
has aurves which imply life and
mavament in bath states and
pamtngs.

this is when an abject
ar persan is placed against the

light {bacl lit), o that they form
asihaouetta.

an accepted way of
daing samething. In schaal, far
<xample, there are canventions
of behaviour and of dress. In past
trditions art usnally falawed
convention - established rules —
yetmuch art sines Romantichm
in the 18th century has been
about brealung convention.

the offect of stage
scenery where, for example,
havinga landscape snalie anay
inta the distance farms at the
sides, lilte stage wings, a sense of
depth which draws the viewer
inta the picture. Campare with
"repaussair”. This tachnique
was much favourad by early
Renaissances artits, 35 well asby
oriental landscape paintars.

the
deseriptars of the qualities
by which your worlc willbe
355855ed They are given in the
Visual artsguide . Fach ane hasa
series of level deseriptars linled
toa mark range. It a very goad
idea ta study these arefully ta
ensure that you have addressed
all the assessad areas.

hatching & the
use of paralizllinss; ta areate
tana; when these are averlaid
in diffarent dirsctians {<rass
hatching) successively darleer
tanes are areatad.

this is when abjedts
are cut off by the adge of the
pidture, a5 often happensin
phatography. Cropping is less
<videntin paintings befare
the nvention of phatagraphy.
Cropping reminds the viswer
that we are laoldng through a
windaw ar secing a partion of a
reality that continues outside of
the frame.

The Witnal art guide
defines culture as *learned and
shared beliefs, values, interests,
attitudes, products and all
pattems of behavigur created
by sadety. This view of culture
inchides an arganized systera
of syrabok, deas, explnations,
beliefs and materal production
that hurnans aeate and
mmanipulate in their daily lives”. In
your coraparative study you are
ashted to consider the "aulural
significance of artwordts.

text
explining how and why the
worls were selected and disphyed
in the gallery or exhibition space.

at SL this
explains the mtentions of the
student and how they have
considered the presentation
of warlt using curatorial
methodologies. At HL this shaws
consideration of the patential
reBtionship between the
antworls and the viewer. Referta
relevant sections of the guide for
further detail.

to talte apart:
usually to reveal the structure
AT constituent elerents of an
artifact or artworlt, sorme tires
to then reasserablke, kaving
these eleraents visible.
Deconstructivima has been
an mportant concept ta all of
the arts in the postragderndst
¢T3, but is especially evident in
fashion and architecture . Laglt,
forexarple, at the buildings of
Franl Gehry.

how far badr the image
appears ta recede frora the surface
of the picture (the picture plane).

in phatagraphy
this is the range of facus in front
of and behind the paintthat the
lens is focused on.

a worlk consisting of twa
panek, painted or carved, and
hinge d together.

an intaglo printraade
by inseribing e tal (copper or
zing) or plastic (usually ace tate
sheet) to areate a burr. This edge
holds ink creatinga line which
<an be both light and delicate or
heavy and expressive .

by dragging 2 dry
paint mix a<rass a rough
surface a texture can be created
leaving “padiets” of colour
from underneath to show
through. Franck Bacon uses
this extensively in his paintings.
Corapare with "scurable”.

<alours raade frora

raineral pigraents such as yellow
adhre, raw sdenna, burnturaber,
s¢pia, venetian red.

both prints and st
sculptures are often produced
a5 anurabered set of originals.
These are then signed by the
artist, after which the print plates
orsculpture raould is destroyed
to preserve the exdusivity of this
‘lirnited edition”. Conventionally
prints are nurabered in their
Toargin as one in this sequence
out of the total

ta eraboss 15 ta createa
relief surface. In printroaling this
is achieved by pressing inta soft
paper in kather wort by using
staraps, in sculptur by @rving,
in ceraraics by pushinginto the
soft day, ete.

decorate with patterns
of stitching iteras ¢an be
hand embroidered or machine
erabroidered.

an intaglia printroaling
technique. Copper or zine phte
% incked, ar cut inta, with metal
frapk raents. Inde is then applied

to the plate, the tap surfaces

are wiped ckan and under the
pressure ofa press the darloimdes
lifted out, raaling positive raarls
on the white paper. Corapare
with "wood engrving”.

French for "out of
daors” meaning in front of the
landscape, notin the studia.

an intaglio printraaling
technigue. A wax ground is used
10 protect a retal phte (copper
zine or steel). This ¥ then drawn
inta 5o that the exposed metal
<an be etched by acid. The
resulting groaves are filked with
inlrand the top surfaces are
wiped ckean. Using the pressure
of a printing press, paper is
foreed into the lines, pulling the
inle out to ralte a positive marl.
Carapare with "engraving”.

students are

Tequired to incnde ¢ xhibition
text for each piece submitted
forasgsessraent. This outlines
the titk, raediurm, size and
intention of cach piece. Where
students are deliberately
appropriating anather artist’s
image, the exhibition text raust
admowledge the source of the
qriginaliraage. The text should
<ontain reference to any sources
which have influenced the
individual piece.

de picting living forras
in a realistic se tting. Corpare
with "abstract’.

a generc terma for the
<reative disaplines that do nat
have a practical application. For
exarapk, painting printraaldng
and sculpture.

this & the ilusion
in perspective when afarrm, such
asan gutreached arm, leads inta
the space.




this word has a spedfic
meaning in art. It refers ta the
three-dimensianal aspadt of
abjects. In images form maltes
objects appear to be realistic
salids, even thaugh they are
in fact tva-dimensional Farm
<an aka be usad in the general
sense of "giving form” ta ideas,
in ather words, maling concepts
cancrete. {Da nat canfuse with
"farms” a5 definad balawe)

confusingly,
when wie @allc about the formal
qualitics in art v are natjust
referring to form, but ta all of
the tangible, physical aspects that
males an artwort (light, wlur
space, compaositian, depth,
texture, the manjpultian of
media and 5 on), separats from
fundion and meaning.

the compaositional

framewarlt. There are many
typss such as hndscape or
portraitfaormat, panaramic
{wids anglad), tanda {round) ar
min@ture. The artworl can be
partaf a seriss of related farms
such 35 3 multi-panellad waorle.
These are called diptych (twa
panels), triptych {three panek)
ar palyptych {muliple panels).
Alternatively, the format conld
be sequential, such asin a saall
painting, in an animation, a
staryboard ar in 3 graphicnavel.

in ant-malung. thebroad,
peneralized @tegorias of creative
endeavauss such as painting,
drawing and sculpture. In the
art-malung forms table, forms are
dsnatad by bald taxt

3 painting technique
in which pigment dilutad with
water b appliad anta wet plastar
thataatsas the binding madium.

this is the wordart
histarians use to refer ta haw

we kol at a figurative imags,
particnlaidy the spectatar’s gaze,
thati, the gaze of the viewer at
animage of a person. It @n alsa
beusedta desaribe the way the
figures within the compaosition
laaltoutatus ar between cach
ather.

in oil painta
ghzs allaws artists ta create
trnshicent yers of calour.
For example, f the artist paints
a pure yellaw, allaws itta dry
and then paints aver an oily
<oat of pure blue, we will see
the yellow 35 if alung thraugh
stained glass, thus creating a
fresh green trangucent effact.
Thesame can beachisved by
using tanshcent mediums with
aaylics. In ceramics aghze is a
thin coating of minerak which
praduces 3 ghssy transparent
ar <olourad coating on bisque
ware. Itis fixed by firing to melt
the minerak transforming the
surface qualitics and malung the
ceramic watarpraof.

3 5y5tam ta create assthetically
pleasing propartians originating
in andent Greece. The principle
is thata line i5 divided 5o that
the smaller section’s relatian ta
the larger saction i the same as
the larger section is ta the whale,
approximataly $:8. Campare ta
"rule of thirds".

a graphic marltis
ane thathas been dmwn or
scratched Graphic@n alsa mean
<lear or vivid. Hence the related
ward "graffiti’ {asin strestart).

means drawn or paintad
in tane, often tolacleasif the
subject has been carved from
stane.
in painting this & the
base cokurand will determine

the maod (before underpainting
is applisd). In «il painting it is
traditional ta warle from a darlc
or mid tone towards the lighter
tanes. Sa artists will paint the
whalesurface an earth colour
ta give depth and atmasphere.
Hawever, the Impressonists.
changed thi a5 they wantad ta
warlt quiddy and areate bright,
light paintings 50 they preparad
their anvases with lead white
ta malte the colaurs appaar
briliant Mast madern artists
have continued to prepare their
canvagses with a white ground.
In etching ground % the add-
resistant layer thatisapplied to
protect the metal.

the distinet praperty afa
colour that distin guishes it from
ather colaurs {35 appased ta its
brightness or saturation .

literally, an image that
imbued with religious paweer
andis waorshipped However,
the tamm is usad much mare
freely nawadays, for example, ta
desaribe Andy Warhal's sereen-
prints of media icons.

the tachnique of
laying paint on thiddy ta givea
pronouncsd surface taxmre.
in place: in the ariginal
positian.
refers ta
authorialintentor in ather
wards, what the artist hapss
ta accamplish, achisve ar
communicats thraugh a warle
ofart Anintsnt<n be spedfic,
concrets and literal, or open-
endedandatstmc

cutting into a surface
such 353 metal or ceramic.

if you are run aver by an
ambulance, thatk iranic

a systera
ta deseribe space where uniforma
objects rernain the same size, 50
parallel lines give the ilusion of
depth. Thi is often used in plans
and coraputer garaes.

to place gne thing
against angther to achieve
<contrast. In art pladng different
images together areates new
Teanings or eraphasizes the
intrinsic qualities of each piece.

aovernent. Sorme
antworls, such as Calders
ragbik s, mave and ¢an therefare
be deseribed as Jane tic, but
we alsa Taove around static
sculptures in a gallery 5o we
experience thera Janetically,
through ragveraent.

the eye of the amera, it
deterraine s how the irnage will
laok. Forexaraplk, i the subject
is daose ta a wide angk lens, the
face will be slightly distorted,
giving an enhanced sense of
<loseness.

the trace of 2 paint which
deseribes the meeting of planes at
an edge, or the diviion between
light and darl. Thinde in terras of
silhoue ttes ar contours. Hatched
lines can suggest tone and foma
thus deseribing a plane or curves.
Flowing lines can alsa be used,
withoutthe rapdulation of tane,
to suggest farra.

when a scene
i viewed froraa single viewpaoint
with abjects shown dirinishing
in size a5 they becore more
distant, a5 in a phatograph.

lingleumis a flaor
covering raade fram corle and
gil that antits have adaptedasa
<heap and grain-free alternative
ta waod for relief printing (see
“waod quts'). There are now

synthetic alte matives available
that are easierta cut.

a 19th century
printing technique . Limestone is

drawn on with a waxy substance.

‘When wateris applied itk
resisted by the wax, which can
then be replaced by printing inle
and transferred to paper through
a press. It allows fora particularly
expressive range of marls that
<lpsely imitate the qualities of
drawn rarlts on paper. In the
20th century the prindpal was
developed using thin raetal

and plastic sheets ta becomne

the prindpal corarnercial print
technalagy.

the actual wlour of
an object when unaffected by
reflecting light.

French for “model”,
thi refers to asculptars staall-
scak planning piece corapleted
befare the roain piece is
undertalten.

this is a terra
used by artists to describe the
character of graphic e fects in
bath drawing and painting.

the body afraatter. In
sculpture you raight referta the
physicalmass of the farms; in
architecture the sense of weight,
solidity and force, such as in the
andent pyraraids.

refers ta
the more specific materials used
in an art-malting practice such as
watercokur charcpal and phster.
In the art-raaling forras table,
these are lsted after the given
farmas.

in art an irmage that
suggests or syrabolizes a different
idea or feeling & raetaphorcal
Forexample, ¥an Gogh's

sunflowers can be seenas a
metaphor for idyllic rural life in
the south of France. Cormpare
with “allegary”.

an
intaglio print technigque. A finely
groaved surface of bumed lines

is created an copper plate by
systematically roding it with

a hard steel edge. This surface
prints a5 a black, but the artit
burnishes and saapes the surface
ta create the design in lighter
tones against this dade ground.

in sculpture the
manipulation of raaterial to
<reate forms. Sirndlarly, in
painting forms ¢an be desaribed
as being ragdelled in paint.

vary the tone.

with only one
<olour. The artist may have
<¢hegen a single colpur ta create
aragad, coraplk ting the picture
only in tones of that colour.
Contrast with “palychroraatic’.

one of a series of
prints, ¢ach with individual
varations.

aunique print
made by worln g freely with
inls or paints on a saoath
surface (e tal, plastic or glass).
Sormetires the paper is laid aver
the indry surface and the artist
draws on the badr to produce a
granulated line. Alternatively, the
paperis pressed onta the mled
surface and a print is pulled.
Degasused both rmanatype and
TOnaprint extensively, often
waorltng onto his prints with
pastelto adapt each differently.

awgrlican have a
ragnurae ntal effect even if it is
rehtively sraall often through
the sense of raass. Perhaps the




forms have been given salidity
and weight, ar are seen froma
w viewpaoint.

starytelling.

negative space b thearea around
the farms {void) and positive
space is the area @len up by the
form. In a strang compdasition
there will be an interssting
talnes betwaen the areas, with
the negative space baingjustas
visually arrssting as the pasitive.

French for

"found abject”. Rubbih that
has been callectad by the artist
i used ta malee artwaorls. Laal,
for example, at Rauschenberg’s
cambinss.

lramning
and lmawing haw ta laaltat
samething and transkte or
express this visualy.

made of pigment, oil
and wax. t was develaped
fromtempem painting in the
15th century, allawing artists
ta achieve heightened realism.
Linseed oil  the mostcommanly
used oil although a wide varisty
<f oik have different propertias,
far example, same dry faster,

pigment {the calour) plus
ghie {that binds the pigment)
and amednm {which malees
the paint flow when itis
appliad). Types of paintincnde
aaylic fresea, oll, tempera and
watercalour.

Literally the board <n
which an artist mixas paint,
butoften used fi uratively, for
example, "a palktts of calours”
means a range of wlours, a coal
paletts is blues, 3 warm palette b5
reds and earth calours, a vaned
palette or a imited paletts has
few calours.

this is the sheen ar
cakuration an an abjects surface
praduced naturally by age or
deliberataly by the artist

the mitalies or
alterations that an artist males.
Madern artists often leave their
mistalees; this gives a sense of
mavementanda trace of the
thought pracsss they went
through 3s the warlt develaped

See "linear
perspective”, "aerialp ve”,
"atmaspheric pespactive” and
"isametric perspective’.

the surface of
atwa-di 1 wearle of

athers yellaw k5. By changing
the prapartions of ailand wax
the artist an cantrol the ghss
ar matte of the paintand the
brillianes of the calour.

@annat be seen through.
Adding whits to 3 calour will
malte it apaque. Contrast with
“translucent”.

this & the simplest

way of giving the illusion of
depth, for example, used in
the intersecting pnes and
averlapping shapss in Cubist
pamtngs.

art. Madern paintings often
appear flat ar even ta came
farward from the picture phne
inta the viewers space. Artists
ako remind the visvier of the
physicl surface of the canvas or
paper with rough marl-maldng.
In the past the picture phne was
treatad asa window through
which an ilmsian of the warld
WS SEST.

the colour in paint
Originally these were minerals,
some cheap such a5 the earth
calours lilee ochre, athers

expensive such aslapis lazuli
blue. In the 19th century the
development of morganic
chemistry led ta the mvention of
new stranger, cheaper and more
lightfast colaurs.

in art this refers ta
samething which ¢an be
madelled or has the qualitiss
being transfarmed, asin
sculpture. Design and sanlpture
are sometimes referred ta as
the “plsticarts”. Altemnatively,
the material plasticis areatad by
polymerization. It can be made
highly transparent, translucentar
apaque.

the base afa sculpture. A
useful synanym is “socle” which
is mare often used to deseribe the
base far chgical sculpmres.

many <oloured.

a worlt consisting of
four or more paintad {ar carved)
panels that are narmaly hingad
tagether.

red, yellow and
blue. They cannatbe aeatad by
mixing ather calours.

in art-malin g, pracess
rafers ta the means ta the end {ar
praduct). It} an opemtion that
invalvesa range of cognitive {or
thinlting) and practical methads
ar tachniques that are emplayed
when you are engagad in an art-
malung activity.

da not canfuse sale

with prapartion, which means
the relationship in size of ane
thing ta anather.

the main figura in a
this is the term used

ta deserbe thehistary of wha
has awneda worle ofart

light which falk atan
aqute angk to reveal the surace
textures ar relief of an abject.

a temn develaped
by Marcel Ducharap to desaibe
manufactured teras reragved
fram their original context by the
artist to becorne art.

ta go baclt, the illusion
on a two-dimensional antworl
that there is depth a5 in "the
soene recedes from the picture
plane.

raked from asurface such
as the shallow relief (or bas-
relief) of the design on a in or
the deep relief of Michelngelos
tanda carvings of "The Madonna
and Child”. Corapare ta
“ernbass”.

this  the transition

or ragdulation frora light to darl
in drawing or painting usually
10 create convindng three-
dimensional form. Cornpare with
"modeling’ and "blending”’.

this & when a soene —
usually 2 landscape - § frarae d
by abjects in the fareground to
emphasize depth and draw the
viewerinto the picture. Irnagine
an arching tree and a distant
sunset. Cornpare with "coulisse'’.

generally, "resalve d
means that an artwarl is
coraplete andiar finished.
However, 1 is not a siraple idea.
Soraetirnes an artist will say
that their artworltis coraplete
when it stillools unfinished
to an audience . Ultirately the
question of how resalved your
waorltis could corae down toa
discussion with your teacher
and peers.

imagine a
composition divided inta thirds

— these lines becarne the st
significant paints at which ta
phee ey ekments. Corapare
with “golden mean'’.

colurcan be
desaribed as being saturated
when it is highly pigraented or
at full strength.

the rehtive size of an
abject.

Italian for saatch,
the effect of saatching away a
tap Byer ta reveal the cokur
undemneath. This is often used in
ceraraics a5 well a5 in painting.

orignally
develaped in Japan for printing
anta textile. Inle & forced through
a frame covered with fine nylon
orsille raesh onta the print
surface. The design is prepared
befaorehand as a cut stencil or
applied a5 an eraulsion ta blaclk
the negative areas of the design.

the terra "sareens” is
used throughout the sylabus
a5 a constant rerainder thatthe
final product for agsessraentis a
digitally upladed file that will be
viewed n 2 coraputer Ignitor
a5 a series of sareens. A sareen i
adigital page. "Sareens” is used
instead of “pages”, which would
raply that the ¢riginal forrat
was in baalt famra, or “slides”,
which suggests an electronic
presentation usin g software such
a5 Microsoft's © PowerPoint® or
Applks® Keynate® While all of
these are valid took far genermting
patential saeens for the process
partfolio or corpanative study
subragssion, they ar not, in any
way, prscnbed.

literally scrubbing one
apague wburroughly aver

angther 5o that both can be seen.

Scurnbling worlts best an a coarse
<anvas and was rauch favoured
by Monet. Compare with "dry
brush*.

green, grange
and vigkt, they are made by
mixing two prirary colours.

atechnique in which
the artist gverlays translucent
layers of colour to reate
perceptions of depth, vohrne and
farma. In particular, itrefers to the
blending of colours or tanes sa
subtly that there is ng perceptible
transition. Forexaraple,
Leonardo Da Wind used sfumata
toragdel the Mona Lisa's face.

the three-dime nsional
expanse in which abjects are
located.

this is white light

refracted into its different
wavelengths of colours asina
rainbow. The visible specturais
red, orange, yellow, green, bhe,
indiga, and viplet.

thi isan effect
achieved by the end of the brush
bein g tappe d repeatedly against
the surface to produce aseries of
light dats of colour.

wards
thatare spedficta the field of
art. The use of subje ct-specific
language ¥ an assessed elernent
of the course and this baal
indudes plenty of ideas for how
ta develap yourlanguage ta
analyse art.

subtractive dawing
is when a tone & applied first,
then an eraseris used to draw
badt intg the dark to revealthe
lightareas. In subtractive colour
raixing ¢ach tirne youadda
cokur, such as blue tared ta
malte purpk, it becormes darler



(henee subtmdive); add yellaw

light can be seen

tamaleitbrown anditbecomes  through, 35 in a stainad glass

darler still. Subtradive sculp indaw ara transl ghze of

% when you start with a massof  paint

material, such a5 abladt of stane, -

and talte away fromit ta reveal a warl cansisting af

the sculpture. lhxce paneh usually paintad and
hinged together.

the surface thata . X

drawing or painting ismadeon. is French for "trid
of the eye”, for example, when
abjectsappearto be real in

this refers ta the aspects af an painting.

artst’s art-malun g practios that ’

are concerned with the form this term refers

of thewark, spacifically, the tomcbasccdoummatq artist

chaices and dedsions made about  U5<5 ta bladt aut the main areas

media and materials, as well as of the compaosition.

tachnique and application. dagrass of tonal varation.

a painting medium the real, or imagined,
where egg yalt s usedas a pasition fram which the spactatar

binder for pigment. {Danat
<confuse with tampura which &
gaadta eatl)

these are
mixturss of the three primazies,
usad ta male bravnsand the
wide range of neutral calours in
nature such 35 slun, plants, waad
and sa on. Along with pinlcand
mauve, they do not ecqurin the
spectrum.

the tactile qualities of
surfacss, in ather wards, the
qualitiss of tauch.

<reatad by adding white ta a
<lbur, for example, pinltisa tint
af red.

the ntensity of light
and darl. Shading isa way of
applying tone ta a drawing.

loolts ata painting. Consider
viswpoint in relation to ilusians of
depthand theuse of perspedtive.
theability ta

understand, interpret and male
meanin g from informatian
presentad in the formof an
image.

nothingnsss, or the empty
space thatis the appasite of mass,
substance and farm.

sameone wha gets
pleasure fromspying on athers.
Sometimes the artist malees us
unseen ankialiers nta peopk’s
private lives.

paints made fram
pipment and gum arabic asa
binder (2 namlresing plus, of
caurse, water!

wax in paint gives it bady
and thicmess. Wax is apaque
and dnll Its prapertics are
appasite ta thase of ail which is
transhicentand shiny, sa an artist
<an increase the quantity of wax
ta areate a denser, matt surface.
It alsa good for areating an
impasta effect.

wet paint is appliad
ta previous Byer of wetpamtta
create saft flowing marles. This
technique raquirss a fast way of
warlung, baause theartwarle
has ta be finshead befare the first
layers have dried. If 2 calour
applied anta wet paintit tands
ta mix In 3 smoath way, creating
an intense and soft effect. This
is diffinlt ta achisve without
the colours bacoming muddied.
Compare to "all prima”.

arelief print technique.

Theside grain of voad  aut
inta to create a relief surface,
which is then inlted and printad.
‘Waod auts can behighly intricate
35 in Uldiya-¢ or very rough
in characteras in the German
expressionist tradition.

arelief print
tachnique. The hard end grain of
waod iscutinta ta areate a relief
surface, which is then mltedand
printad. Waood engravings are
aften characterized by very fine
details.
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fresen 24

Gage, John 22
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Hadmey, David 128
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harse images 51

hue 20, 90

human bady 122
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human farm 10, 102, 108-10
distortian of 20
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images, size 141
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irany in art 54

Jain stame S6

jomers 105

journal farmat 2
judging art, debate 119
"justify” 135, 126
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41, 58, 60
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mass 19
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mezzatint 28
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mind maps 42, 43, 84

Ming Dynasty vase 61
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Munch, Edvard 35, 36, S5
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paint 32, 34, 25
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Pollaclt, Jackson 24
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postraoderndsma 107
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Renoir, Jean 35
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research referendng 39,40, 41

researching 35-8
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Rodney, Donald 59

rule of thirds 16

Ruslin, John 24
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scale 16
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seli-plagiarista 75

self-portraits 97,111
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sensitive ksues 117
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shelltherne 128
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Siqueirps raural 66
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sodapelitical ideas 115-16
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steelsculpture 26
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Story of Art, The 34
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support 25
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texture 233
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time and mation 22
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