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ARTS 1180 
Drawing from Berlin’s Past and Future: An Enduring Allure

Summer (June 1 – June 30, 2018)
(fulfills the Fine Arts Core Requirement)

In s t r u c t o r :  M a r y S h e r m a n
Contact Information: phone/text (abroad only): +1617.413.0967; email: mary.sherman@bc.edu

Co u r s e P r e r e q u i s i t e s
No n e .

General Co u r s e D e s c r i p t i o n
Drawing from Berlin’s Past and Future is an introductory studio course with accompanying lectures and site visits.  This course also fulfills the university’s fine arts core requirement. As such it is designed to provide students not only with certain technical (drawing) and problem solving skills, but also to heighten their own creativity, understanding of the visual arts and, by extension, the world around them. Additionally, students will be encouraged to consider how images reflect their social, political, cultural and geographic context; and how that context is part of a wider matrix of social, cultural and geographic globalization. 

The course’s aims will be achieved by teaching the students how to create credibly rendered drawings from life, while being mindful that a drawing is not just (nor, necessarily) a factual document; but it is also a means of expression, dependent on a strong understanding of the principles of composition and design. In this way, the students will also practice hands-on studio skills that are the foundation of any visual communication and be introduced to the basic terminology and concepts that underlie all the visual arts. Additionally, students will consider how the arts grow out of and respond to particular cultural contexts and ideas – in this case, Berlin’s rise as a Modernist archetype, followed by its near (artistic) obscurity during the Cold War and now rebirth as one of the major art capitals today. Students will also be asked to reflect upon how their own art making responds to the society in which they live and the goals they wish to communicate in their drawings.

Background, Specific to the Course
By 1929 Berlin was a teaming, cosmopolitan city, teetering on the edge of an abyss. The tolerant Weimar Republic would soon be replaced by an intolerant, Nazi regime, whose hubris would led to Berlin’s brain drain and fall. Home to some of the greatest intellectuals in history, the city that had come to define Modernism itself, was on the verge of economic and political collapse, played out in the streets, cafes, cabarets, theaters, art works, films and novels. The candle was burning furiously on both ends; and rarely in history had it been so bright. 

After an initial introduction to Berlin’s recent past (its Weimar promise, demise and ultimate artistic rebirth) and an overview of their new environs and the class structure, students will learn the basics of rendering objects and the world around them. Next, using the city of Berlin and its art works (its paintings, drawings, public art works, architecture and memorials), the students will consider the German Avant-Garde’s participation in the social, technological, political and cultural transformation of Berlin, from the years directly preceding World War I up through the (1937) Nazi Campaign against ‘Degenerate Art’ through a series of drawing exercises. These various tasks are designed to help students refine their drawings skills and provoke them into considering what makes their work a unique expression of their own age, beliefs and histories. All these activities will also help guide the students to discover and develop a personal vision and style, the means of communicating it and the critical ability to understand to what extent what they are doing engages (or choses not to engage with) the broader context of contemporary art and life.

Illustrations, lectures, demonstrations, discussions and the examination of actual works will provide the students with examples of the ways in which other artists have dealt with the same issues with which they will be challenged. Additionally, the students will gain a better understanding of how to communicate their ideas, beliefs and emotions visually. Student projects, thus, will focus on visual problem solving with an emphasis on the understanding of context and content and the development of original forms. Fundamentals covered include visual perception, composition, spatial relationships, color, form, repetition, representation, structure, abstraction, figure-ground relationships etc.

Classes will start with a critique and discussion of the students’ homework, followed by discussions of the lesson’s lecture topics and the assignment of the next homework. After students have learn the basics for rendering objects, the first half of each class will be devoted to a homework critiques and a discussion of the lesson’s topic, followed by a group field trip, onsite discussion and assigning of new homework. Readings and required vocabulary will be posted online before each class.

Co u r s e Learning O u t c o m e s
By actively participating and satisfactorily completing all the assignments students will have the opportunity to
• Define and utilize the principles of design to create and critique art works
•  Explain the basic terminology and concepts that underlie all the visual arts
• Demonstrate various technical skills, such as how to work with different media, including how to render objects in charcoal and pencil
• Demonstrate the ability to think both critically and visually
  • Demonstrate the ability to organize visual elements into compelling compositions
  • Develop tools for analyzing artworks in terms of their iconography, form and historical context


Additionally the students will learn to
• Describe the conditions that created the Weimar period and led up to the Nazi’s classification of Modern works as “degenerate.”
• Explain the impact of the period’s social, technological, political and philosophical beliefs on the German Avant-Guard and their own time period and works.
• Identify key art movements and artists of the period.
• Discuss the ways in which the German Avant-Guard expressed their beliefs and experiences in their works.
• Make basic comparisons between the events in Germany during the time under question and those of today.
• Recognize and examine their own beliefs and histories’ impact in developing their own vision or style. 
• Consider site visits and the study of artifacts as primary sources for research.

In addition, students will have the opportunity to produce a portfolio of work that demonstrates their understanding of the concepts learned in the class. (See: “Grading” and “Assessment” below.)

Co u r s e M e t h o d o l o g y
Each class will begin with a critique of the students’ homework, followed by a discussion (and examples when appropriate) of the issues to be dealt with that lesson and the assigning of homework for the following lesson.

For each lesson, students will be expected to:
1. Complete all homework and reading materials 
2. Be prepared and participate in the class discussion
3. Complete and submit all assignments by their due dates.
4. Keep an on-going sketchbook/diary

The bulk of your homework will be the drawings assignments, which students should allow 4-5 hours to complete and another 1-2 hours for the readings and vocabulary.

Whenever there is a reading assignment, it will be emailed to the students, directly after the previous classes.  Student will be expect to read the lecture materials and do the assignments prior to coming to class in order to be prepared to both discuss the issues covered and have the necessary vocabulary for critiquing the class projects.

Students will be housed at the Alex Hotel (which includes breakfast and lunch; and is located near Alexanderplatz at Greifswalder Str. 3, 10405 Berlin).


Outline of Each Lesson:
June 1
Arrival: Introduction/Orientation

June 2
Group Lunch at noon at the
Clarchens Ballhaus, Auguststraße 24, 10117 Berlin

Classroom Topic/Discussions and Homework Assignments:
Read the Lunch Time Discussion topics for June 5 to be prepared to discuss them during lunch on the 5th. Movie Night: Cabaret.

Monday June 4
Group Lunch – no lunchbox
Lesson: Agendas in Art
Morning Group Site Visit: City Tour
Stop at Potsdamerplatz: Lunch discussion: Cabaret
Afternoon Site Visit: Martin Gropius Bau: Martin Gropius Haus
City Tour
Homework:
1. grid a photo and grid a piece of paper
2.  read the lunch discussions below. We will discuss them Tuesday after I bring them back to the hotel in the lobby.
Tuesday: I will pick them up at 12:45.

Lunch Time Discussion
What is an “agenda”? What does it mean to say an artist has a social agenda or that an artwork expresses a social agenda – as opposed to, for example, a personal or religious agenda?  How is a social agenda different from a political agenda?  Do you think artists are obligated to have social agendas, to make art that expresses social agendas, or to make art that communications with others?

Below are some of Berlin’s most famous artists’ agendas. Which of these agendas feels most closely aligns to what was learned today during the tour and your own belief system?

1.  Putting our faith in a new generation of creators and art lovers, we call upon all youth to unite.  We who possess the future shall create for ourselves a physical and spiritual freedom opposed to the values of the comfortably established older generation.   Anyone who honestly and directly reproduces the creative force that is within him is one of us.
    –Ernst Ludwig Kirchner, from Brucke (Bridge) manifesto, 19061

2. Art does not render the visible; rather, it makes visible. . . . . In earlier times artists liked to show what was actually visible, either the things they liked to look at or things they would like to have seen.  Nowadays we are concerned with reality, rather than with the merely visible; we thereby express our belief that the visible realm is no more than a “special case” in relation to the cosmos, and that other truths have potentially greater weight.
- Paul Klee, from “Creative Credo,” 19202

3. 	You claim to be timeless; you claim that you stand above all (political) party strife. . . You claim to work for Humanity? . . . Your brushes and pens, which ought to be weapons, are hollow wisps of straw.  Get out and about, make the effort, come out of your seclusion, let the ideas of the working people take hold of you, and help them to fight this rotten society.
- George Grosz, from “Instead of an Autobiography,” 19213

4. The reality of our century is technology – the invention, construction and maintenance of the machine . . . It is our task . . . to fight for a new spirit to fill the forms stamped out by the machine.
· Laszlo Moholy-Nagy, from “Constructivism and the Proletariat,” 19224


Adopt one of the statements above as your own artistic agenda, and decide how you would express it today, in your own society.  Either make or describe an artwork that communicates your agenda.

• What materials and format will you use, and why?

•  Does your work have a subject that other viewers can recognize and describe?  If so, what, and if not, why not?

•  Where should you exhibit the artwork, and how do you want viewers to respond to it?

Homework:
Grid a photograph (1/2” grid) and a piece of paper (1” grid)


___________________
1  Ernst Ludwig Kirchner, Brucke manifesto(1906), In Voices of German Expressionism, ed. Victor Miesel (Englewood Cliffs, NJ, 1970), 13.
2  Paul Kless, “Creative Credo” (1920), in Will Grohman, Paul Klee (New York, 1954), 97-99.
3  George Grosz, “Stratt einer Biographie” [Instead of an Autobiography], Der Gegner, vol. 11, no. 3, 1920-21; 68-70.
4  Laszlo Moholy-Nagy “Constructivism and the Proletariat” (1922), in Moholy-Ngty: An Anthology, ed. Richard Kostelanetz (New York, 2970), 185. 

Tuesday June 5
Meet in the Classroom, 4th Floor, Friedrichstrasse 101-102, 1:30-4:40
(SBahn: S5, 7 OR 75 to Friedrichstrasse)
Lesson: Value and Space: Grid Drawing

There are various ways to show space: for instance, by overlapping objects, playing with scale and projections and by using value. In this class, we will discuss value as a means of creating depth and emotion and how different media can add their own content to the objects described.

SEE MONDAY’’S DISCUSSION – FOR THE HOTEL AFTER CLASS (CHECK WITH KATE.)

Wednesday
June 6: Composing
Group Lunch – no lunch box
Lesson: The Art of Composing
Group Field Trip to the Gemäldegalerie, Berlin, 
Meet in the Classroom, 4th Floor, Friedrichstrasse 101-102, 1:30-4:40
Start with Composing Exercises.

Lunch time Discussion: Architecture (university architecture, for example, as an embodiment of ideals)
A good drawing (or any art work) does not happen by accident. Like a piece of music it is well composed and thought out.  The artist choses the subject s/he would like to depict (which can something like a particular landscape, still life or portrait or – in the case of, say, an abstract work – various colored shapes) and then determines what colors, shapes, textures, values and lines (the formal elements) are needed to both depict the chosen subject and to express something about the chosen subject (in other words, the content or expression of the work of art). Whether or not you are aware of it, we absorb a lot of information on both the conscious and unconscious level every time we look at something – whether that something is a drawing, a building or a cityscape. We absorb a wealth of information through our eyes – the topic of today’s discussion.

And like a well-composed piece of music, expertly planned city or pleasingly designed website, things that are well composed and thought out resonant with us.  They have a structure, which in design parlance includes Harmony, Variety, Balance, (Eye) Movement, Dominance (Focal Point/s), Economy and Proportion. Today’s lesson will include a discussion of these ideas, an explanation of the terms and a series of hands-on exercises, which will include eye-hand coordination exercises (blind contour drawings) and composition problems, using contour drawing and a variety of media (the properties of which will also be explored).

Chose a mood and time of day that corresponds to a mood that you would like to depict. How would you go about creating a modern day memento mori still life. What objects will you chose? Where will you place them? What medium will you use? How will you use value to convey the time of day and mood you wish to create? 

Homework: Finish your grid drawing

Thursday June 7
Meet in the Classroom – I pick students up at the hotel at Noon
Composition and introduction to Shading
Homework: 2 contour drawings.


Monday June 11
Meet in the Classroom 
1:30 – 4:30
Drawing Cylinders/Composing with Contour Lines

This class will the focus on learning how to render 3-D objects onto a 2D plane (a piece of paper) and achieve a credible illusion of the real life objects. 

In this lesson the students will start with simple objects – first cylinders and then cups and bowls – in order to learn to draw these objects (using contour lines) in correct proportion to the item  being drawn and to the other cylinders around them. Additionally, using the idea of a view-finder, the compositional skills learned in the previous lesson will be adapted to this more objective description of reality. Further, the idea of negative space as an integral compositional element will be discussed.

Use last 45 minutes for shading.

Homework:  1 well-composed contour drawings of cylinders and 2 contour drawings , each including a minimum of 25 contour drawings of a single object arranged on the page to create compositions that include Harmony, Variety, Balance, Movement, Dominance, Proportion and Economy. 


Tuesday June 12
Meet in the Classroom, 4th Floor, Friedrichstrasse 101-102, 1:30-4:40
Lesson Rendering from Life Part 2: Complex Objects

The class will begin with how to credibly draw boxes and slowly build up to more complex objects, again, using contour lines and the compositional tools from Lesson 2 and 3. 

Homework 4: 
(Reminder of the trip to Dresden)
2 Contour drawings of a variety of objects, well composed and chosen to suggest a narrative about your current living situation. Think about what makes where you live now different than your previous home. How does it feel different?  For instance, does Berlin feel confusing and chaotic to you? You might then want to scatter a number of things on the table and draw them. Or does the environment feel orderly and calm? How would you convey that with the objects in your apartment? Does it feel cramped? Again how would you convey that? Perhaps by putting all the furniture on top of each other and drawing it? Remember: whatever drawing you decide to make, you must be mindful of its composition.

Homework: 
1. A composition of objects 
2. Grid drawing
Re do on the 22nd
Look at home work (one week 2 days)
3. the composition of 25 in the classroom the last – we will go back over the next tim ewe are in the classroom

Friday June 15
Day Trip: Dresden
Group Lunch – no lunch box
One point perspective lesson.

German Expressionism: The Weimar Years and After: Subjective vs. Objective Reality and its Depiction
(Moving to Abstraction)
Tour at 12:00 
Green Vault
Lunch Time Discussion: We will visit various sites that extol European Classic, Renaissance and academic styles and use these as the subject for sketching. During lunch we will discuss collage techniques (using the photo editing tool Preview + a copier) and the works we visit today from the point of view of the German Expressionists:

“Expressionist artists rejected most European classical, Renaissance and academic styles. Those styles, they said, were too concerned with surface appearances, conventional notions of beauty, and artistic ‘tricks’ for creating illusionistic pictures of the external world.  Instead Expressionists looked to the arts that Europeans considered ‘primitive – Asian, African, and Oceanic art, children’s art, native folk arts, art by the mentally ill, and medieval art of northern Europe (considered to be Germany’s native artistic heritage) for inspiration. They interpreted those arts as expressions of spiritual and psychological experience rather than the outer appearance of things.”
(Teacher’s Guide to the Harvard Art Museum’s Busch-Reisinger Collection)

Consider these 2 writings:
1. “The vast wealth of factual learning of the [recent] epoch has left us poor, and out of this sense of impoverishment we are today demanding consciously from art approximately that which primitive people naively demanded.  We want art to affect us again, to affect us more powerfully. . . .IN order to achieve this, we force ourselves to that primitive way of seeing, undisturbed by any knowledge or experience, which is the simple secret of the mystical effect of primitive art. . . . 

Such a return to earlier, elemental stages of development, such a generating of creative force from the concentrated reserves of power of the past, is not new to one who thinks in historical terms. . . . One goes back to the earlier stages of development because one hopes to again come closer to nature by doing so. And the unnatural ness that has been so ridiculed and disdained in recent painting is finally nothing other than a return to nature, . . . a nature not yet filtered through . . . a European education.”
-Wilhelm Worringer, “The Historical Development of Modern Art” (1911), in German Expressionism: Documents from the End of the Wihelmine Empire to the Rise of National Socialism, ed. Rose-Carol Washton Long (New York, 1993), 11-12.

2. “But let’s be honest! Let’s admit . . . we are inhabitants of Berlin in the year 1913, that we sit in cafes and argue, we read a lot and know quite a bit about art history . . .! Why then imitate the mannerisms and points of view of past ages, why proclaim incapacity a virtue? Are these crude and shabby figures that we now see in all the exhibits really an expression of the complicated spirit of modern times?!

Let’s paint what is close to us, our city world! The wild streets, the elegance of iron suspension bridges, gas tanks that hang in white-cloud mountains, the roaring colors of buses and express locomotives, the rushing telephone wires (aren’t they like music?) the harlequinade of advertising pillars, and then night . . . big city night.”
-Ludwig Meidner, “An Introduction to Painting the Metropolis” (1913), in Voices of German Expressionism, ed. Victor Miesel, 114-15.

For your homework: choose an abstract idea and create a diptych (either drawn or collaged).  On one side represent your topic from Worringer’s perspective, using primitivist techniques, materials, etc.; and on the other side, from Meidner’s perspective, incorporating contemporary culture and technology. What choices did you make and why? Which point of view was more difficult/easier for you? Why do you think that is so? Were your sources more familiar to you? If you borrowed from another culture, why that culture? 

Saturday
June 16, 3 PM. 
The Berlin Philharmonic
Discussion: The Legacy of the Gestamtkunstwerk

Monday
June 18
Meet at the hotel  to look at their homework:
Composition and grid drawing

Group Lunch – no lunch box
Site Visit: Museum Insel
Lecture: The Artwork as a Product of its time.
Every work of art includes a number of choices: stylistic, technical compositional, thematic among others.

Homework: Sketch one of the works at the museum and write a paper on the work that includes:

1. A written description of the work, including all an inventory of all the things/people depicted, the formal elements used and how the artist arranged/composed these aspects in the work. 

2. After doing some research on the artist, situate the work you chose to write about within their larger oeuvre. Is the work an early, middle or late work by the artist? What are the characteristics of the work that relate to that period in the artist’s working life. How does the work relate to other works by other artists of the same period?

3. Describe what you think the artist was trying to say and why? Support any guesses with evidence from the artwork:  What do you see that makes you say come to your conclusions? Is it the objects chosen? The choice and use of color/line/shapes? Something else? 

4. Moving from your personal responses, consider the work in the context of the time in which it was made. What event or situation might the artist be responding to or have been influenced what. Who would’ve been the artist’s audience? If you were living at the time, how would you have reacted to the work and why?

Homework: The above paper and sketch from the museum visit.
Please see the Department Guide for the Systematic Analysis of a Work of Art for more information/guidelines.

Wednesday June 20- no lunch box/Group lunch and dinner
Lesson: Public Space, Then and Now
Day Trip: Potsdam, The Film museum and Zugabe at the courtyard of Parliament Brandenburg / Stadtschloß Potsdam
Homework: think of a public art work

Florian Dombois won the commission (in 2014) to create a new, permanent public artwork as part of the extensive renovation of Stadtschloss in Potsdam. The artist will join us by skype tomorrow to talk about how he came up with his idea for the work, the difficulties he encountered and, ultimately, what he hoped to achieve with the work (which is a direct commentary on both the original structure – and its Weimar associations – and today’s renovations and the German government’s aims for these renovations).  

Homework: A Contemporary Response to a Site:
Think of a site in your recent memory that relates to your own history or that you would like to commemorate in some way. What public art work would you make for it and why? What aspects of your own history and skill sets would you draw from to create this work? What new manufacturing tools might you consider using to ensure the work is a ‘contemporary’ response? (Or would you have a reason for no engaging new materials, techniques, etc. that are available today that might not have been at he time of the work you are responding to? Would you hire master craftsmen as Dombois did for parts of the work?) Sketch out your plans (from multiple perspectives) and be prepared to discuss them the 28th.

June 21 Thursday
Lesson: German Expressionism: The Weimar Years and After
Subjective vs. Objective Reality and its Depiction
Morning Group Site Visit: Berlinische Galerie (Hearthfield, Grosz and a discussion of artists who stayed/left and the Nazi’s crackdown on artists)
http://www.berlinischegalerie.de/en/exhibitions/current-exhibitions/art-in-berlin-1880-1980/
and their special Exhibit on Berlin 1880-1980

Meet in the Classroom, 4th Floor, Friedrichstrasse 101-102, 1:30-4:40
Composition exercises
 Go over Preview/CollageTechniques/Photocopying & Grid
    For Homework Project – Public art Work for Berlin or BC

Lecture and further Discussion on German Expressionism, starting with:
“German Expressionist artists were diverse, but shared one fundamental objective: to simultaneously produce and communicate the primal, internal aspects of human experience. Most attempted to express emotions and psychological states as directly and forcefully as possible which makes their work look and feel intensely personal. Some developed wholly new systems and theories of symbols, colors or graphic elements to represent the internal and spiritual, rather than external or material, realms of the universe.” (Teacher’s Guide to the Harvard Art Museum’s Busch-Reisinger Collection)

Afternoon Discussion: To many, the Weimar years symbolized what was most hopeful and exciting – and what was most troubling about the times. Berlin had grown into a cosmopolitan city of more than 4 million residents by 1920s. It was both seen as a forward-looking reinvention of Germany and a place where corruption, financial instability and traditional social, economic and political structures and mores were dissolving at an unprecedented pace. It had become a place in which “the most recent developments in every conceivable aspect of human society could be tested to destruction.” - Wilhelm Hausenstein, “Berlin” (1932) quoted in Boyd Shite, “National Socialism and Modernism,” in Art and Power: Eruope under the Dictators, 1930-45,ed. Dawn Ades (London, 2995), 258.

If you were to create a drawing that conveys something about what you’ve learned about the Weimar years. What do you want to communicate? What are the salient points that you want people today to know? What means (media) and methods did you use to get your point across – representational, allegorical, etc.? Why did you choose these? What if you wanted to create something about today? What would you chose depict? What materials would you use?  Would it be something 2-D, 3-D or… … ?


Monday 
June 25 – no lunch box
Lesson: Fast Forward: Learning from Today

Morning  Group Field Trip: The Bauhaus Museum (closed Tuesdays)
http://www.bauhaus.de/en/service/
located at Klingelhöferstraße 14
D - 10785 Berlin

The Bauhaus: Building a New Society through Architecture, Design and Technology: Designing for Modernity: New Technology, Materials and Standardization

Lesson: The Texture and Materiality
Lunch Discussion:
Although often overlooked, texture – and its close relationship to touch and tactility – communicates a lot: a rough texture can be off-putting; the writhing swirls in a Van Gogh painting can make us feel ill at ease; the matte, chalky tempera paint used by an artist like Ben Shahn might perfectly be argued to be the match to the content of his Depression era paintings.  Texture is what gives or surroundings variety and warmth. It can be conveyed in many ways, from the use of a particular medium to the creation of different patterns to suggest something sharp, woven or soft.  Today we will examine different textures and materials and what meanings their use conveys.

Homework: Think of utilitarian object that you would like to design for today and draw it. What materials would you use and why? What object would you want to design and why?  How will you present your idea? Will you make a working drawing of it? Show it in a setting? Or, perhaps, turn it into a central design for a wallpaper pattern? What medium and composition will you chose for drawing your object?  And why?

Afternoon:  Skype with Florian Dombois, 2pm (see June 22)
Homework: Finish your Public Art Proposal or do an updated Bauhaus piece.

June 27
Wrapping up
Final Project presentations (public art work proposal + the homework from the 26th), portfolio reviews and group coffee/lunch/dinner.


Sug g es t ed T ext bo o k ( N o t r equi r ed- handouts will be provided) : 
Art Fundamentals: Theory and Practice by Ocvirk/Stinson/Wigg/Bone, published by McGraw Hill, ISBN-10: 0072878711
Ad d i t i o n a l S u g g e s t e d Re a d i ng s :
Arnheim, Rudolph, "Art and Visual Perception: A Psychology of the Creative
Eye," Berkeley, CA: U. of California Press, 1974; Berger, Arthur Asa, "Seeing is Believing: An Introduction to Visual Communication," 2nd ed. Mountain View, CA: Mayfield Publishing Company, 1998.

Re q u i r e d M a t e r i a l s
Pad of 14”x17” paper
pencils: 4b-6b, 4h and 8h and an ebony pencil; pencil sharpener 
erasers: pink pearl and kneaded
scissors or mat knife – ie something for cutting
fine and broad line markers (including black) 
other materials of your choosing (we will discuss this – and where to buy materials the first day of class)
A ruler.
A Journal.

Assessment
At t e n d a n c e P o l i c y / T a r d i n e s s; The class is arranged as a studio and critique class with lectures to guide the group discussion; and, thus, attendance is mandatory. 

1. Students are expected to keep up with the required readings and assignments. 3 unexcused absences will result in a failure. 2 unexcused absences will result in a grade drop. Repeatedly coming or leaving late will be counted as a class absence. In the event of legitimate and unavoidable situations, such as personal illness, urgent family or work-related issues, students should reach out to the instructor before class.

2. The serious completion of every assignment, including homework assignments. Not doing the lesson’s homework is equal to missing a class. It is not acceptable.

3. The ability to give and receive constructive criticism as evidenced by the student’s classroom critique participation and the student’s own self-reflective and critical approach to each assignment.

4. The quality of the student’s final portfolio, which needs to clearly demonstrative that the student can accurately render what they see, work in a variety of media and create compelling compositions, which match the student’s conceptual aims and their understanding of the artists and historical periods covered in the lectures and discussions.

5. How well the students’ projects demonstrate the Department’s Core Requirements, which reinforce the above criteria and include:

Fine Arts Department Core Requirements:
1  Richly or insightfully described artworks.

2. Clear articulated intentions for the artwork, to utilize compositions and media in thoughtful ways that serve to enrich the meaning of the work. The ability to make drawings that reflect a growing knowledge of source imagery drawn from the history of art. 

3. An understanding of proportional and spatial systems, an ability to observe phenomena in the world and record their essential properties.

4. Sensitivity to the type of tool and the scale of the mark, to the whole; ability to budget time and resources, to present completed work and meet deadlines for progress. 

5. Inventiveness, willingness to try new ideas, visual wit and intelligence, depth of media knowledge, willingness to use a tool for purposes other than those for which it was designed, and a expanded sense of the possibilities.

6. Ability and understanding of critical analysis. Student comprehends and contributes criticism in vocabulary of the field.  Excellence can be observed in spoken and written critiques.

7. Over the course of the semester, student realizes ideas that grow out of sketches, critiques, and conversations, demonstrating an understanding of how making images develops visual ideas.

8. Developed the habit of researching visual ideas and their creators, cultivated the habit of visual revision and refinement of ideas?

Grading
40% of the student’s grade will be based on classroom participation (including preparedness to engage in each day’s discussion) .

40% of the student’s grade will be based on the quality (including the content, form and execution) of the final portfolio and museum paper. (The final portfolio will consist of an example of each lesson’s homework.)

10% of the grade will be based on the final project.
10% of the grade will be based on the museum paper (See Lesson 8.)

Please note:  There are no tests in this class: A willingness to engage with the various topics and debates that surround the class lectures will greatly impact your ability to master the materials and do well in the class. 
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Ac a d e m i c In t e g r it y P o lic y
Students are expected to adhere to the university standards of academic integrity, which can be found at http://www.bc.edu/offices/stserv/academic/integrity.html. 


A GUIDE FOR THE SYSTEMATIC ANALYSIS OF A WORK OF ART

The categories listed below are not inclusive.  Not all of them will apply to any single work of art.  This is a guide that may help you to ask some of the relevant questions when writing papers.

AIM:  To give you a chance to study one or two original works in detail, to show how much enjoyment and understanding can be derived from this investigation.  Making sketches is often an aid to understanding a work of art, include them with your written paper.  The following are suggestions and questions that may guide your thinking and feeling about the works.

After you have made a simple sketch.  First, identify the subject precisely.  Then describe the object thoroughly (as if to a blind person).  Finally analyze in detail the formal arrangement and the stylistic characteristics of the work (this can be combined with the description).  Be precise in your observations, but expand your ideas so that your paper will be more than description.

I.  OBJECT

A.  Identification - Title, Artist, museum, 
B.  Subject Matter - Bible, mythology, historical, portrait, still life, landscape.  
C.  Technical Information - Material/medium.

II.  FORMAL ANALYSIS PAINTING (composition and formal organization)

A.  Formal Organization:  How does the system of outlines/lines (use your line drawing) relate to each other, to the forms, to the whole?  What is their inherent nature and effect?

B.  Composition or Surface Plane:  What is the quality of the two-dimensional organization?  Symmetry? Asymmetry? Rhythm? Balance? What kind?

C.  Spatial System:  How is the illusion of space created?  Or is it denied?  How and for what reason?

D.  Function of Color:  Describe the organization of color, its distribution and focus.  Is it representational (descriptive) or expressive or purely formal? 

E.  Light:  Is light present?  Where is the source of light?  In what direction does light fall into the picture?  What is its intensity, character, color?  What does light do for the picture or for the forms in the picture?

F.  Brushwork:  Is it visible?  Does it describe form or is it independent, free gestural marks or controlled strokes?  How is it related to texture, surface, rhythm, light, color, plastic form?


IV.  ICONOGRAPHIC ANALYSIS	
	What subject is represented?  Is the subject treated in the same way in other contemporaneous works?  Has this been a constant tradition or has the theme varied over the centuries?  Is it a new theme without an established iconography?

V.  CONTENT
	Through the formal and iconographic elements what mood or interpretation 
has the artist expressed?

VI.  STYLE
	Style is a broad term which includes all the foregoing elements, when they are considered primarily historically.

	A.  The Period Style:  (20th C, Modern, Impressionist, Renaissance, etc.)
	B.  Style of the School:  (National and geographic variations of a style.)
	C.  Style of the Artist:
	What are the non-changing features of an artist's style that reveal his authorship?  For instance, what are the special ways of handling the brush, or specific use of perspective modes, or specific color choice, etc.
	What are the changing aspects of an artist's style?  How does his mature work differ from the early work?  What are the features of this late work? What changes occur as the artist grows and different influences bear upon him?

A CAVEAT:  THE FOREST OR THE TREES
This guide shows you how you can analyze a work of art by looking closely at its component parts.  This will certainly help you to understand it and the artist's working methods better.

However, a series of unconnected analyses of isolated aspects of a work is seldom satisfying.  What is important is how the separate factors all work together toward a common goal, t he communication of an idea, the expression of an emotion, the solution of a formal or technical problem.  Step back from the work and look at it afresh.  Try to see it as a whole once again.  As you write your paper, bear in mind that the ideal essay would evoke for the reader as vivid and as unified an impression as the work of art has created for you.  This is not easy, but it is success on this level, which separates an outstanding essay from a merely competent one.

(Please note that improperly prepared papers may be returned to the student for corrections before grading.)			(Revised 4/1996 for FS 102)
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