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LESSON 35

David BROMLE
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AQTW‘S — VISUAL ARTS 7-10

Developed by teachers for students

Every lesson in the new Jacaranda Artwise Visual Arts 7-10 resource has been carefully designed
to support teachers and help students evoke curiosity through exploring and responding while
developing key art-making skills.

s,
'

Learning is personal Learning is effortful Learning is rewarding
Whether students need a challenge Learning happens when Through real-time results data,
or a helping hand, you’ll find what you students push themselves. students can track and monitor their
need to create engaging lessons. With learnON, Australia’s own progress and easily identify

most powerful online areas of strength and weakness.
learning platform,
students can challenge
themselves, build
confidence and ultimately
achieve success.

Whether in class or at home, students

can access carefully scaffolded lessons

with in-depth skills development while

engaging with multi-modal content

designed to spark curiosity. Automatically
marked, differentiated question sets are all
supported by detailed sample responses —
so students can get unstuck and progress!

And for teachers, Learning Analytics

provide valuable insights to support

student growth and drive informed
intervention strategies.
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| earn online with Australia’s most

Trusted, curriculum-aligned content
Engaging, rich multimedia
Teaching-support resources

in one simple view « Deep insights into progress
Immediate feedback for students

Create custom assignments in just a few clicks.

3.5 David BROMLEY 8

LESSON 3.5 3.5 Exercis:
David BROMLEY SELECT YOUR

™ .
David BROMLEY (b. 1960, British/Australian) -

FOFM Painting

CONTEXT Contemporary painter who works in Austrats ;

PRACTICE Works across two major themes, th female figure &nd children and Mair 10ys, using an
Incvidual style of laysring of pant

CONVENTIONS
VIEWPOINT faces. The view
PERSPECTIVE chilchood has

use ne &nd textured paint combined with tonal realism of the children's

1 s one of fondness lowirds chidhood but also & perspective on how C h ec k yO ur

Vged
ren series, David Bromley

y with toys. and enjoy nature Consider PLATE 3.
nd memories of youth, The following stateme

The intention of an artist shows in the

hotce of subject matter. In his p
lities, Children from i past time

creates 3 mood of happiness w O

and each other’s oo created is one of wholesome

mood is joyt

rowboats, foy sailing boats and lighthouses
) e e Statement

a. Therearetwo b

b. The water s pal

long summer days speat playing with toys al the scaside, Recurning objects ure

c. Itis imaginative

Q2
Examine PLATE 3..

Engaging content with make it look old-fz

enlargeable images
R ¥ N

PLATE 351 David Bromley
On Any Sunday 2012
acrylic and ofl on linen

120 » 150 cmi

Courtesy the artist

(3.4 Matt CALVERT
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powerful learning tool, learnON

o SHARE Student NoClass @ = (@ elp M Sam Miller

3.5TBQ RESOURCES

Topic PDF

-
eWorkbook « 15
TH
PATHWAY Sample responses * 1
Jjestions: Questions: Questions:
,2,3,4 56,78 9,10 eWorkbook T 12
understanding Digital documents J 4

5.1 On Any Sunday and decide whether the
nts are true or false,

rds, two dogs and a duck.
nted realistically.

and suggests the past

SIDUNOSIH

5.1 On Any Sunday and identify any elements that
shioned (from the past, rather than the present). *

= E L o B E E =

3 2 9 T & B 4 @ I

0Word(s)

' 1 mark(s)

3.6 Review

Differentiated question sets

Teacher and student views

Textbook questions

eWorkbook

Answers and sample responses

Digital documents

Extra teaching-support resources

Interactive questions with
immediate feedback

ABOUT THIS RESOURCE
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About Artwise

more engaging, personalised and visible

learn(Z)

[T — =) 35 1 RESOURCES
Topec POF

evrorkbook

INT.2.3 Mixing colours

« Itds fun 1o mix colours 1o discover new ones, particulidy adding varylng amounts of white and black 10 2
colour.
o If you want 4 bold, vitwating effect try contrasting colours nest 10 ¢ach other: rod next 1o green, Mue next

Saenple responses

Digiead documents

orange, purple next 10 yellow
* Whiite and yellow are very weak coours; thus stant with them and gradually add small amounts of strongee
colours such s red and blue, ofberwise you will waste a lot of time and paint

(TR eveockbook

The Introduction topic provides ORENIER 0jgral docomers

a step-by-step guide to
techniques for different media.

S3oeNos3u

uNIT

1 People
| samemmn swocmmcs |

Topics are organised thematically
and feature a wide range of artists
across two-, three- and four-
dimensional forms.

x ABOUT THIS RESOURCE
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Student artwork is featured throughout
the resource to show students what is
possible in their own work.

learn{T) — ‘ Three differentiated question sets,
with immediate feedback in every
lesson, enable students to challenge
themselves at their own level.

010 Thaa Anamas PERXING

LESSON 5.10
amara PERKINS

Instant reports give students visibility
into progress and performance.

Corwdm PLATE B.5.1 O Any Sunday arel Geckon whathar the Sobowing
aterrents are true or falie

Laamine PLATE 3.5.1 On Any Sundoy and Idemtify asy clerents that make it ook ok
Tmsbiard (Fr0m 1 pad), 1aThes s Thoe provest]

E I E X 3 Bi|» v 7

STEP 1 Fasaarah o 500k #rtal Iaath of PORICE G8us T\ 10 Nrvs S st
STED 2 Crgarnme pis resatsc and crasss husta. gt (aass o by wor08 10 CHmTVTCIte (g InbuITISCN
STEP 3 Dincats w i 11imgges o et o) yoms 10 CATVIaBListn s Kot

ATEP 4 Vet & 4 drwabog Moo of pins Chemse, Such ae harcost of b, 06 e dhats o (e 10 craals 3 Seres
e ) i jence Som sttt st o5 Sankey and Jue Mchel Bava.al tedtose 142), and the work of
it Jurvee mabops; 89

STEP B Toat pcriow COut P 70U TONGENI FO INEEING CONMENS IO WHING HFme WIS WP Sch. 83
By G, 1o S0 peut FWNEGS et ol & 8 o dlive Datansen et Srmegs.

Yo o mork 1w G 5 Cwe 0 Matalilon 0 T SATe M O Cormder thiteg § S FOUS

A wide range of Creating and iy csiauianee s on s
making tasks allows students
to develop practices and skills.
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Understanding cognitive verbs

Cognitive verbs in the Australian Curriculum

The Australian Curriculum aims to develop students’ disciplinary knowledge, skills, understanding and general
capabilities across the curriculum. Students are also expected to progressively develop their thinking skills.

In the Australian Curriculum, cognitive verbs are used as signposts for this depth of thinking. Cognitive verbs
signify different types of thinking and are already used in the classroom by many teachers and students.

Questions within Jacaranda resources use these cognitive verbs to support students in cognitive verb ‘thinking’.
The following list describes the cognitive verbs that are frequently used in Years 7 to 10.

Cognitive verb Description

analyse considering something in detail, finding meaning or relationships and identifying patterns. In an
analysis you may reorganise ideas and find similarities and differences.

apply using knowledge and understanding in order to solve a problem or complete an activity.
This may involve applying a familiar concept to an unfamiliar situation.

compare recognising how things are similar and dissimilar. Concepts or items are generally grouped before a
comparison is made.

decide selecting from available options. This may involve considering criteria on which to base your
selection.

describe giving an account of a situation, event, pattern, process or object (such as an artwork).
A description may require a sequence or order.

develop bringing something to a more advanced state. Processing and understanding are required in order
to develop an idea or opinion.

evaluate making a judgement using a set of criteria. This may include considering strengths and limitations
of something in order to make a judgement on a preferred option.

examine considering the information given and recognising key features. This sometimes requires making a
decision.

explain making an idea, concept or relationship between two things clear by giving in-depth information.

Explanations may include details of who, what, when, where, why and how.

identify recognising and showing a particular part or feature of something. This might also include showing
what or who something or someone is.

interpret gaining meaning from text, graphs, data or other visuals. An interpretation includes stating what
something might mean.

select choosing the most suitable option from a number of alternatives. This might require some
consideration of context.

Source: Adapted from the QCAA Cognitive Verbs.
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INntroduction

INT.1 Coverage of the Australian Curriculum, Version 9.0

This updated Artwise resource for the Australian Curriculum, Version 9.0, takes into consideration the Cross-
curriculum priorities and General capabilities.

INT.1.1 Cross-curriculum priorities

Australian First Nations Peoples histories and cultures

A selection of First Nations Australian artists, both Aboriginal and Torres Strait Islander, are included to explore their
varied art practice and promote understanding of aspects of Country, Culture and People. Recognition is given to
their deep connection to and responsibility for Country, and their belief systems connected to land (Teho Ropeyarn,
Nonggirrnga Marawili), sea (Dhambit Mununggurr), sky (Kaylene Whiskey) and waterways (Peta Clancy, Ghost Net
Collective) to name a few.

The occupation and colonisation of Australia by the British as an invasion is highlighted, in particular by the work of
Blak Douglas and Karla Dickens. We recognise the continuing cultures and the significant and ongoing contributions
of First Nations Australians, as well as their histories and cultures through their art, as seen in the work of Yolngu

artists Dhambit Mununggurr and Nonggirrnga Marawili. These artists are recognised locally, nationally and globally.

With these artists and others, we see how First Nations Australians demonstrate resilience in the maintenance,
practice and revitalisation of Culture and how they have been impacted by colonialisation. Linked with this resilience
is the way several First Nations artists challenge perceptions, as in the work of Vernon Ah Kee and Thea Anamara
Perkins. Through the selection of artists, we begin our understanding of how rich and diverse the First Nations
Peoples of Australia are and how they reflect unique ways of knowing, thinking and doing.

We recognise that First Nations Peoples are the traditional owners, protected in Australian Law by the Native Title
Act 1993, with recognised legal rights to control, protect and develop their Cultures (which extends to intellectual
property). However, we also acknowledge that this was not always so. Artists such as Daniel Boyd manipulate
archival photographs to rewrite or challenge history, while Tony Albert directly deals with the concept of cultural
appropriation that took place (inappropriate adoption of ideas, imagery and practices) and intellectual property.

Indigenous Cultural and Intellectual Property (ICIP) is defined as the rights of First Nations Australians to own and
control their cultural heritage. It refers to all aspects of cultural heritage, including the tangible (for example, cultural
objects) and intangible (for example, knowledge).

Asia, and Australia’s engagement with Asia

The stories, beliefs and perceptions of a selection of artists from different Asian nations are presented. Artists’
backgrounds include Japan, Taiwan, Indonesia, Malaysia, Vietnham and China. Through looking at traditional artists,
artists who have migrated and contemporary artists whose artworks investigate cultural changes, in particular through
commercialisation and technology, we aim to promote cultural understanding through suggesting differences and
connections.
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Sustainability

Sustainability is a recognition that all life forms, including humans, are connected through Earth’s systems on which
they depend for their wellbeing and survival. Artists such as Juan Ford are concerned with the balance between
humans, air and plant life.

Sustainable patterns of living require responsible use of resources and preservation or restoration of healthy
environments. These issues are a major concern of artists Ken and Julia Yonetani.

Jason deCaires Taylor is particularly concerned with marine conservation and the balance of the ecosystems. Erub
Arts Ghost Net Collective focus on sustainable fishing practices and the impacts on the Erub community. They use
recyclable material to create their art.

The main concern of some other artists is the extinction of animal and bird life, as well as the links between humans,
science and the natural world (Lucienne Rickard, Sam Leach).

Sustainable design is a growing area of fashion and industrial design, while contemporary architects explore new
ways of creating sustainable living.

As well as challenging our current practices, creative and innovative design is needed to influence social, economic
and political groups to prioritise the sustainability of Earth’s systems.

Ghost Net Collective

Turtle, by Ellarose Savage in 2012

made from ghost nets

Image: Rebecca Fisher © Australian Museum
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INT.1.2 General capabilities

Critical and creative thinking

Exploring and responding tasks are designed to help you identify and clarify information. By organising artists into
topics, you are able to investigate complex issues to help you understand abstract ideas and form your own opinions.
Moving from identifying and analysing in Level 1, Level 2 requires deeper understanding and the identification of
more subjective aspects, in particular through suggesting similarities and differences. Level 3 questions require the
development of an argument mainly in essay format, using analysis and interpretation of artworks to substantiate a
concept and draw conclusions. You will then be able to consider opposing viewpoints, evaluate your own processes
and reflect on the development of your skills. Creating and making tasks require planning, seeking solutions and
considering alternatives by examining various sources of inspiration.

Intercultural understanding

The range of artists presented from different times and cultures, as well as the diversity of beliefs, values and
concerns they explore in their art-making, allows you to explore and explain cultural diversity, interactions and
collaborations to widen your worldview. Some artists, such as Abdul Abdullah, Vernon Ah Kee, Kaylene Whiskey
and Karla Dickens, respond to stereotypes, biases and discrimination. The benefit of intercultural exchanges is
also suggested through the work of the Ghost Net Collective. Investigating how a variety of artists, such as Yang
Yongliang and Guan Wei, explore their cultural identity helps you to empathise with others.

Ethical understanding

Artists have always reflected their society and, as such, have been advocates for change and understanding of ethical
concerns, such as wars, violence, land rights or injustices. Contemporary artists are often activists who advocate

for our rights and responsibilities (for example, Banksy, Peta Clancy, Sally Gabori and Locust Jones). In looking at
artworks from different cultures and gaining an understanding of the artists’ intentions, we are led to identify ethical
concepts and appreciate the importance of values, rights and responsibilities. Through the Exploring and responding
questions, you can investigate the artist’s point of view on ethical issues and reach your own position.

Numeracy

Through investigating artworks and creating your own, you will explore such numeracy concepts as scale, proportion,
properties and importance of shape, depth and perspective.

Digital literacy

Locating and interpreting digital information is required within the Exploring and responding tasks. You will
discover artists who use digital technology to create artworks, such as teamLab, Giacomo Costa and Daniel Crooks.
Suggested media for art-making tasks include digital tools.

Literacy

Responding to text, using comprehension skills and identifying key points are an important part of this resource.
Using appropriate vocabulary to add interest and greater precision when analysing artworks is encouraged, through
vocabulary definitions as well as suggested descriptive language to employ in your writing. After using multiple
choice, simple comprehension and expressive language in a sentence in Level 1 questions, you will move on to
respond in sentences and paragraphs in Level 2 and, in Level 3, essay format. You will learn to elaborate on your
ideas, explain and make connections as well as draw inferences from looking carefully at artworks. As topics
throughout the title deal with more complex issues, appropriate vocabulary is introduced.

The Understanding cognitive verbs section at the start of the resource can help you to understand what is required
when answering questions.
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INT.2 Art-making hints and techniques
INT.2.1 Drawing hints

Practise some of these techniques to add interest and solidity (three-dimensionality) to g

your drawings.

Consider the placement of your sketch on the page. Sketch the outline lightly first,
considering the basic shape and the width compared to the length.

Decide on a light source. Imagine an overhead light, a lamp or a window from one
side. It is often a good idea to draw a tiny arrow lightly in the top corner to remind
yourself.

Now go over your guide line, putting more pressure on your pencil as the object gets
further away from the light source. Thus the line should get darker and thicker as it
goes towards the bottom of your object.

You can now begin shading. Remember a 2B pencil gives a soft light-grey shade
while a 4B is darker and a 6B is darker still.

It is helpful to practise your pressure on your pencil to create an expressive line

as follows:

R W N

and experiment with shading from light to dark.
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INT.2.2 Painting hints

Wear protective clothing.

Always place a piece of old newspaper or other used paper on your table before you begin. Not only does it
make cleaning up easier but it is useful for wiping excess water from your brush or testing your colour.

It is easier to paint the background first.

Mix your paint with one brush, then using another, dip it only halfway up the bristles of your brush.

You will have more control of a pointed round brush if you hold it upright rather than at a slant like a pencil.
Remember that the more paint you have on your brush, the less control you will have. If using a flat-edged
brush, use the side rather than the top to get a neat edge. Consider turning your page around so that you do not
have to paint down to the edge of a shape.

If you are blending from light to dark, it is often helpful to work with two brushes to merge the colour across
from one to the other.

When you have mixed a colour and painted one area, use the same colour somewhere else in your painting to
create a sense of balance before you mix another colour.

Experiment with various sizes and types of brush to gain different effects and consider applying your paint with
sponges, wedges of cardboard or palette knives.

Try the different effects of using wet paint on top of dry paint as well as wet paint on top of wet paint, and
experiment with drawing through these layers.

There are many types of media to mix with paint, either to thicken the paint (such as impasto or modelling
compound) or to create thin layers or extend the drying time so you can blend colours (such as binding
medium).

Adding a gloss medium either with your paint or as a coat on top of your dry complete work can add to its
visual effect.

Use the same colour in various places in your painting to create a sense of balance.
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INT.2.3 Mixing colours

e [t is fun to mix colours to discover new ones, particularly adding varying amounts of white and black to a
colour.

e If you want a bold, vibrating effect try contrasting colours next to each other: red next to green, blue next to
orange, purple next to yellow.

e White and yellow are very weak colours; thus start with them and gradually add small amounts of stronger
colours such as red and blue, otherwise you will waste a lot of time and paint.

¢ To keep your colours bright, clean your brush and dry it carefully between colours.

e If you add a lot of colours to your mix — particularly primary colours (red, yellow, blue) — you will end up
with a dull brown or murky grey.

e Always allow 5 minutes to clean up and HELP EACH OTHER (this is behaving ethically and with
consideration for others).

You will be amazed to find how many shades of a colour you can create by adding progressively
more and more of a colour to white. Now see what you create if you mix primary colours with small
amounts of black.
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The inside shapes in the colour wheel above show the primary colours of red, yellow
and blue. They can be mixed together to form the secondary colours of green, orange
and purple. Using the secondary colour opposite the primary colour on the wheel will
create a bright and vibrant colour scheme. Try mixing the secondary colours in various
proportions to create the outer ring on the colour wheel.

Maurice de Vlaminck, Restaurant de la Machine at Bougival. Notice how primary

colours are placed next to secondary colours (such as blue and orange on the
tree trunk).
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INT.2.4 Ceramic hints

e Clay shrinks as it dries so you need an even thickness to allow different areas to shrink at the same rate.

e Try to keep a thickness of about the width of your middle finger; too thin and it will collapse, too thick and it not
only will take a long time to dry but might explode when fired.

e Ceramic ware, the overall term for works in clay —
or pottery if it is a utilitarian (designed for usefulness
rather than beauty) object like a vase or cup — is fired
in a special oven known as a kiln.

e Ceramics need to be fired first to remove any last traces
of moisture and harden the clay. A chemical reaction
takes place to vitrify (change into glass) the clay. This
first firing is called a bisque firing.

e After the first firing, you may add colour and decoration
by painting on oxides or underglazes. A clear gloss is
then applied to make it waterproof and glossy. You can
also apply coloured glazes.

e To build a pot, roll out a base and add the sides with
coils. Join each coil securely with a paddlepop stick or
pottery tool. A small square of heavy plastic that can be
bent is a cheap alternative to a potter’s kidney (a small
specialised smoothing tool usually made of rubber and
kidney-shaped) to even out the surface. If you want
your pot to curve inwards, make each successive coil
smaller. Support your pot with your other hand inside
while you join and smooth out the outside.

Student artwork: ceramic pot by Natalie McDowell,

« To store your pot: if you need to keep working on your Ye.ar 8. A lidded ‘lolly pot’ featuring decoration added
with an underglaze, then a clear gloss glaze on top.

pot., placea sl.1ghtly damp rag or wipe a.round the edge The inside was glazed with two coats to make it
(clingwrap will do for one day). Then tie the whole pot watertight and hygienic.

in a plastic bag.

A paddlepop stick makes a good pottery tool.

INTRODUCTION 11



INT.2.5 Printmaking techniques

Printmaking is a general art term for the process of creating multiples of an image (other than photocopying), each
one being unique and thus slightly different. The term edition refers to the total number of an artwork created from
one lino block (tile) or one drypoint or etching plate, each numbered and signed by the artist.

Monoprint

This is done by working freely into paint then pressing paper on top. You can apply more than one colour. This is a
good method to create textural paint. Apply the paint liberally (in large amounts) for the best result, scratching back
into the paint or applying it with cardboard wedges or a sponge.

Another method is to roll out a light film of printing ink onto a sheet of Perspex, place a sheet of paper on top and
draw your image. The line work comes out on the back of the sheet. As the name suggests, only one print can be
taken of your image. It is a quick way of creating unique, expressive results.

Drypoint (intaglio process)

Place a drawing underneath a piece of plastic and scratch into the plastic. These scratched-into areas will then have
water-based printing ink rubbed into them. Polish off the top surface with a gentle circular motion. Place your plastic
ink-side up on a clean piece of paper on the plate of the printing press. Cover with a slightly damp piece of paper,
place the blankets on top and roll it into the press.

Remember to add tone and more lines: use similar techniques to drawing, such as crosshatching.

AR Re g

Student artwork: monoprint by Anika Ledet, Student artwork: drypoint by Annie Kilbane,
Year 7 Year 9
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INT.3 Evaluating art-making criteria

Some of your art-making may be formally assessed or evaluated by your teacher. The following rubric for evaluating
art-making is an example only. Your teacher may use a variation of this, depending on assessment practices in your

school. This example provides a standard for you to aim for and keep in mind as you work.

INT.3.1 General art-making marking criteria

e Demonstrates technical skill with the media

e Awareness of compositional concerns and elements

e Interprets subject matter in an imaginative and coherent work
¢ Creative, original response to issue or subject matter

9-10

e Shows ability to control the media

e Demonstrates some understanding of composition and structural concerns

e Follows task directions
¢ Some individuality in approach

8-8.5

e Some success in skill development and manipulation of media
¢ Some understanding and development of art structural concerns
e Has followed objectives and directions but little originality evident

7-1.5

e Attempts made at manipulation of media but not resolved
e No real consideration for composition and the elements
¢ No obvious attention to the objectives of the task

6-6.5

e Little or no effort, poor skill development
e Poor composition and use of art elements and principles
¢ Lacking in creativity and control

3-5.5

MARK

INT.3.2 Self-reflection/ Evaluation of your learning

/10

Whether your art-making is formally assessed or not, it is good practice to self-evaluate your work. This allows you
to identify your strengths and weaknesses and establish goals for future art-making. A version of the form below is
provided in the Resources panel for many of the Creating and making tasks throughout this resource. A separate form

is provided for sculpture tasks.

Rate yourself on the following scale, where 1 is poor and 5 is excellent.

OBJECTIVES / INTENTIONS

Skilful manipulation and control of media 1 2 3 45
Development of concept/idea or expression of emotions 1 2 3 45
Experimentation; creative and imaginative approach 1 2 3 45
Resolution of artwork — balance and understanding of elements and principles used 1 2 3 45

1. Did you put total effort into the task?

2. How have your art-making skills / techniques and knowledge developed?

3. What are your goals for future tasks in similar media?

Teacher’s comment:

Resources

Digital documents Art-making criteria rubric (doc-12047)
Self-reflection: general (doc-12048)
Self-reflection: sculpture (doc-12049)
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INT.4 Exploring and responding

Here are a few hints to help you look more carefully at an artwork so that you can gain an understanding of the
viewpoint of the artist and what the artist is trying to communicate. You will gain a deeper understanding by
considering the decisions the artist has made in the making of the artwork. An awareness of the elements and
principles of art will assist your analysis.

INT.4.1 How to analyse an artwork

1. What do you see?
Describe — look at the title and artist for clues (WHAT you see).
How could you explain it to someone who can’t see it — subject, foreground and background?
What does it make you feel? What is the artist feeling?

Key words for mood: sense of grandeur, ominous, dramatic, serene, brooding, energetic, menacing, gloomy,
furious, threatening, calming, sense of mystery, agitated, challenging, confronting, eerie

What does it tell you about the attitudes or values of society or world events?
Look at the date.
What style / period do you think it belongs to?
2. How has it been created?
Types of brushstroke — bold, expressive, dappled, rough, blended, textural, painterly, refined, soft, gestural
Photography — focus, focal point, composition, grain
Video — time, movement, sequence

Composition — the arrangement and placement of elements or parts in artworks, as distinct from the subject of
the work. Does it have strong focus, circular motion, controlled layout? Is it rhythmic, balanced, complicated,
rational?

3. Why do you think the artist created it? What is the artist attempting to communicate?

INT.4.2 Using art elements and art principles in analysis
The art elements and principles are the building blocks an artist uses in creating their individual art language.

Once you have analysed the artwork consider:
e the purpose of the artwork, its meaning and the intention of the artist
Key words: story, judgement, comment, challenge, record, imagine, represent, symbolise
e how it is displayed/exhibited — does it involve more than a wall, i.e. are there related objects or does it use
floor space? Do the audience need to touch it, walk around it or be involved for a set amount of time?

Art elements

The art elements are the raw materials of an artist — the components or building blocks of art. They are the
visual, sensory, tactile and spatial qualities used to create and talk about art in its various forms. They may be
used in combinations in artworks. Often, the artist focuses on a few elements and in this way develops a
unique style.

The art elements are: colour, line, shape, space, texture, time, tone and value.
Art principles

The art principles reflect the way the art elements are used, arranged, manipulated and/ or organised to create
artworks and define meaning. They are often referred to as the structural devices of the artist and designer.

The art principles are: balance, contrast, direction, emphasis, harmony, juxtaposition, movement, perspective,
proportion, repetition, rhythm, unity and variety.
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Use the Vocabulary enrichment worksheet in the Resources panel to improve your writing about artworks.

Resources

Digital document Vocabulary enrichment worksheet (doc-12050)

INT.4.3 Analysing a photograph

1.

[98]

What is the main subject or theme in the photograph and where is it placed? For example, is it in the centre,
foreground, middle ground, or off-centre to the left or right?

. Was the photograph taken inside, on location, in a studio?
. Can you see the whole of the subject or has it been cropped? What effect does this give to the mood or meaning?
. How has the photograph been lit? Is it subtle or theatrical / dramatic? Has it used natural light, artificial light

(studio lights), flash?

. Does it have a stillness or timeless quality or has it captured a split-second?
. Have any of these techniques been used: unusual viewpoint, soft focus, clear sharp image, blurred motion, small

or large depth of field, time-lapse photography, arranged or posed objects or people?

. Has the photograph been manipulated either by the camera, lens and filters or in a digital application such as

Photoshop? Does it have a high contrast of tone? Have the colours been altered / heightened? Have areas been
altered (for example, omitted, combined, distorted, texture added)?

. The meaning and/ or intention of the artist: why was the photograph taken? How have the decisions and

techniques communicated this intention?
Was it to record an event, capture an image, confront the audience with an issue, create a narrative, express an
emotion, or explore aesthetic concerns or visual qualities?

Peta Clancy Confluence 1
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INT.5 Graphic organisers and learning skills

The following learning tools may help you organise your thoughts, develop your creative and critical thinking skills,
design your own artworks, and analyse and compare artworks.

INT.5.1 Brainstorming

Brainstorming is a technique used to generate lots of ideas about a topic quickly. Brainstorming can be done
individually; however, a brainstorming session with your group or class can be a very effective way of exploring a
topic or question.

In a brainstorming session, everyone is free to contribute their ideas, which are all written down without criticism or
discussion. All the ideas are then evaluated after the session. One model of brainstorming is DOVE.

D — defer judgement on anyone else’s ideas or comments
O — opt for the unusual and creative
V — generate a vast number of ideas

E — expand on the ideas by piggybacking off others

Example

Question: Compare the works of Vincent van Gogh and Locust Jones.

ART ELEMENT

OR PRINCIPLE VINCENT VAN GOGH LOCUST JONES

Line expressive, thickly painted lines sensitive ink line work to create images
as emphasis

Tone colour more important than tone; tone used to create mood, use of heavy
clashing, bright colours black areas

Distortion creates a feeling or mood as well distortion to create expression of mood
as energy

INT.5.2 Peer evaluation

Peer evaluation — that is, evaluating other students’ works — can be an effective method of gaining feedback and
developing your own skills.

Method 1

This method is best used for the first time with a homework project so you do not know whose artworks are being
discussed. The key idea is to help each other learn through constructive criticism rather than competition over marks
(or being generous to friends!).

Step 1 Your teacher will write the marking criteria on the board, including a marking scale. For example, the criteria
could be:

e skill with the media (variety of line work, subtle shading, colour blending ... )

e composition

e originality (impact or ‘wow’ factor).

Step 2 Lay out all the artworks on a long table, with students standing around the table.

Step 3 Students have five minutes to move the artworks around so that the artworks they consider to be most
successful are at one end of the table and those that need more work are at the opposite end. This ordering forms a
rough guide, not a linear rank order, and may change after discussion. (Your teacher will have the final say on rank
and mark, but may be open to students’ opinions and judgements.)
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Rules for peer evaluation

e Refer to ‘the artist’ in your discussion, not the name of the student.

e When you volunteer to talk about an artwork, you must give a positive comment first, then give advice on
how it can be improved. Never simply say that an artwork is ‘not good’.

e Every student should have a turn and you do not need to start with the works that you think are better ones.

Communicating

When one student is speaking about an artwork, all students can be asked to expand on the vocabulary used by
the student. Suggest alternatives for overused words such as ‘good’ and ‘nice’; for example, ‘exciting’, ‘skilful’,
‘individual’ or ‘creative’.

Marking

After discussion of the artworks, they might be given marks by voting with a show of hands. Rather than marking the
poorer works at this stage, allow students the opportunity to work on them again and resubmit them for marking by
the teacher at a later date.

Personal learning

After a peer evaluation process, write an individual reflection in which you:
° monitor your own learning
e reflect on your strengths and areas to be developed
e set new personal goals.

Consider what you have learned from your peers and how to respond appropriately to their feedback.
Method 2

Work in groups of four and evaluate each person’s work within the group as follows:
1. Write a positive comment about each artwork.
2. Write a suggestion for improvement of each artwork.
3. Sign your name below your comments.

Each student in the group will then have three evaluations that they can consider and can compare views and
suggestions. It is then their decision whether or not to take the advice.

INT.5.3 Cluster maps

Cluster maps can help stimulate ideas when you are starting to explore a topic, whether for a written activity or for
creating an artwork. In a cluster map, drawing lines between related ideas also helps to reveal links between the ideas
or issues.

e Write the topic name in the middle of a page.

e Write your ideas around it.

¢ Draw linking lines between the topic name and the ideas, and between the ideas.

e If your cluster map looks untidy, redraw it to move linked ideas closer together.

: idea
_ idea :
dea / ; //\ idea
\ e idea
idea idea
idea — o __ I
idea \ idea
idea
idea —\ — idea

idea ——— idea

RN
. ye \ idea

idea ;
idea
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Example

Question: Use a cluster map to gather your ideas for creating an artwork based on nature.

land water
use earth
G fire
N =
national ——~_ cultural elements
flowers statement air
landscape _— disintegration
features decay
T~ transitory
change
spiritual
aspect Y growth N . _—— movement
(renewal) - weather wind of leaves
_/
hope . ™~ \
hitting storm
surfaces = ; clouds to suggest
rain expectation
e
movement

INT.5.4 Single bubble maps

A single bubble map can help you to identify and summarise the main features of a topic; for example, when
analysing the issues or themes expressed by an artist, or the main art elements and principles used in an artwork.
* Draw a circle (bubble) in the middle of a page and write the name of the topic in it.
e Think of key words that describe the artist’s approach or the artwork’s characteristics.
e Write these key words in outer bubbles, spaced evenly around the topic bubble.

feature

feature feature

feature feature

feature feature

feature
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Example

Question: List some characteristics of the work of Andy Warhol.

uses

Fap e repetition

consumerism, silkscreen
movie method
stars
. flat
graphic colour
style areas

INT.5.5 Double bubble maps

Double bubble maps help you to identify similarities; for example, between two artworks or between the approaches

of two artists.
e Read about single bubble maps in section INT.5.4.

e Create separate single bubble maps for the artworks or artists that you are comparing.

e Identify the characteristics that are the same or similar.
e Redraw to create a double bubble map, placing the similar bubbles in the middle.

feature feature feature

feature

feature

feature

feature

feature

feature feature feature

feature

feature

feature
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INT.5.6 Mind maps

When you are exploring ideas on a topic or question, a mind map can help you to organise your initial ideas and to be
creative in developing further ideas. It is literally a map of what is on your mind.

Mind maps can also be useful when you are planning a piece of writing or reviewing a topic.
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Write the topic name in the middle of a page.

Identify the main ideas or concepts in the topic and draw a ‘main branch’ for each one.

 For each main branch, add further ideas or features on smaller branches until you are satisfied that enough detail

has been included.

* You can use different colours for different branches to clarify the organisation in your mind map. Drawings,

photos or symbols can also be added to express your ideas clearly.

Example
Question: Explore the many approaches to ‘the figure’ in art.
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INT.5.7 Plus, minus, interesting (PMI)

By focusing on the ‘plus, minus and interesting’ points about a topic or question, a PMI chart helps you to make
decisions; for example, when choosing a subject or materials for art-making. A PMI can also be used as a way of

evaluating and showing your perspectives on an artwork.
e Write the name of the topic or artwork in a box.

* In three boxes underneath, add your thoughts about the topic or artwork — what is good, bad or interesting

about it.
TOPIC/THEME/IDEA
Plus Minus Interesting
L] L] L]
L] L] L]
L] L] L]
L] L] L]
L] L] L]
L] L] L]
Example

Question: Evaluate the artworks of Shaun Gladwell.

’ SHAUN GLADWELL ARTWORKS

\J \J

|
)

Plus Minus

Interesting

— artworks relate to — quite personal

— questions what an
artwork is

— can be interactive
— slows down time

INT.5.8 Storyboards

contemporary — need to appreciate
culture popular culture

— innovative in
approach

A storyboard resembles a comic strip, briefly outlining
the main scenes in a story. It can be an interesting way of
presenting your ideas about a dramatic situation suggested
by an artwork.
¢ Divide a page into equal sections (start with six or
eight sections).

e Think of three main events in your story and sketch
them into the first, middle and last sections.

¢ Sketch in other key events to fill out the story. You
may need to redraw the storyboard neatly after your
initial drafts.

A B C
outline of outline of outline of
scene 1 scene 2 scene 3
D E F
outline of outline of outline of
scene 4 scene 5 scene 6

Resources

Digital document Storyboard template (doc-12051)
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INT.5.9 Venn diagrams

Venn diagrams can be used to show the similarities, or common features, of two or more topics; for example, when
comparing and contrasting artworks by two artists.
e Draw two overlapping circles and write in the names of the two topics or artworks.
e Identify the common features and write these in the section where the circles overlap.
e Identify features that relate only to topic 1 or to topic 2, and write these into the parts of the circles that do
not overlap.

Topic 1 Common Topic 2
features of
topics 1 and 2

Example

Question: Identify some common features in the works of Claude Monet and Maurice de Vlaminck.

Vlaminck

flickering light landscapes bold colour

realism colourful e strong outlines

e Impressionist e painting Fauve artist

e obvious French textured surface

brushstrokes modern
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Reflection

Through your art experiences you will not only gain new skills but also appreciate that art offers you another means of
communicating, as well as leading you towards becoming a more aware and creative person.

Understanding and learning methods of analysis and ‘reading’ artworks will both broaden your appreciation of
artworks and help you improve your skills in written expression.

INT.5.10 Writing an essay

Introduction

In this section of your essay, you explain the question; you need to show that you understand the terminology used.
You can also introduce the artists you will examine in your argument. Be careful — you do not want to repeat
yourself, so make your introduction brief.

Second paragraph

This is where you give the name and context of your first artist (for example, Caravaggio, an Italian Baroque artist; or
Peta Clancy, a First Nations Australian contemporary photographer). Give an indication of their art-making practice
(choice of media, main concerns or meaning), then explain more fully by analysing their art (preferably refer to

two examples).

Make sure you mention information that relates to the question. Try to use similar words rather than simply repeating
the question itself.

Third paragraph
Give the name of your second artist, and their nationality, time period and art style. Discuss their art-making practice
and the main purpose or meaning of their art through analysing their artworks. How do they relate to the question?

Conclusion

This is where you sum up your argument. You may need to mention similarities and differences between the two
artists. Refer back to the question and why you chose these artists to discuss it.
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UNIT

1 People

LEARNING SEQUENCE

1 PORTRAITS 2 THE HUMAN FIGURE

1.1 Overview ... 26 2.1 OVErvieW ... 60
1.2 Albrecht DURER ... ... 27 2.2 POLYKLEITOS ..., 61
1.3 Gustav KLIMT .. 30 2.3 RAPHAEL ... 63
1.4 Pablo PICASSO ..., 32 2.4 Alberto GIACOMETTI ... 66
1.5 Ben QUILTY 2.5 Sopheap PICH

1.6 Cherry HOOD ..., 37 2.6 Francis UPRITCHARD ... 71
1.7 Del Kathryn BARTON ... 40 2.7 ReVIeW ... 74
1.8 Michael ZAVROS ... ..., 43

1.9 Juan FORD ... 46

1.10 Blak DOUGLAS ..., 48

1.11 Abdul ABDULLAH ..., 51

1.12 Darren SYLVESTER ... 55

113 ReVIEW ..., 59

UNIT OVERVIEW

The human face and figure are never-ending sources of inspiration for artists to develop their own unique style
or personal expression. The portrait, for example, gives us a likeness of a person. However, it can also be used
as a means of suggesting a personality, character or social position, or as a statement of cultural identity. It can
also be an arena to promote intercultural understanding or challenge the viewer on issues such as diversity.

Portraits can promote empathy and respond to biases, stereotypes, prejudices and discrimination. Artists have
often used the form of a self-portrait as a convenient means to experiment with technique or record their life
journey. With progress in technology, our expectations and the purpose of representing a face or figure have
changed, first with the camera and now with the new and easy digital methods of recording, manipulating and
sharing a likeness of a person.

The artist’s choice of media and scale affects the artwork’s meaning and how the audience interacts with it. An
easy way to approach analysing and understanding an artwork is to ask yourself the following questions:

1. What did the artist create — what do you see?

2. How was it created — technique, materials, scale?

3. Why did the artist do it this way — what was the intention or meaning?

Del Kathryn Barton

my friends have gathered here 4 me 2022
acrylic on linen

203 x 183 cm






TOPIC

1 Portraits

1.1 Overview

A portrait is a representation of the individual likeness of a person. It generally concentrates on the head and
shoulders of a person. Traditionally a portrait has been a drawing or painting. It is called a portrait bust if it is three
dimensional (a sculpture). This definition changed in the twentieth century to include a photograph.

PLATE 1.1.1 Abdul Abdullah
Self-portrait after MD 2 2023
oil on linen

40.7 x 51.5cm

Resources

Weblinks Use the weblinks in the Resources panel to help you find portraits.
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1.2 Albrecht DURER

Albrecht DURER (1471-1528, German)

FORM Painting
CONTEXT German Renaissance
PRACTICE Extreme realistic detail with skill in rendering different textures

CONVENTIONS | Albrecht Durer worked within the conventions of the realistic frontal portrait from an unemotional
VIEWPOINT viewpoint using fine detail and tonal rendering. Although secular (non-religious), Direr’s art hints
PERSPECTIVE | at the beliefs and values of the artist.

PLATE 1.2.1 Albrecht Diirer’s Self portrait is a
highly realistic, detailed, life-sized self-portrait.
Diirer has painted himself staring straight ahead
at the viewer with a solemn, pious expression

on his face. We get a clue as to how the artist
regarded his role from his prominent signature on
the left at his eye level and the inscription that
reads, ‘I, Albrecht Diirer of Nuremburg, painted
myself in colours appropriate to me in the 28th
year of my age.’

Looking at PLATE 1.2.1, we can interpret this
self-portrait on various levels: as Diirer the
individual, Diirer the artist and Diirer as being
near to God. Diirer here has painted himself in an
idealised image of Christ, yet he has also shown
his own importance by the ‘best clothes’ he is
wearing and the attention which he obviously
gave to his neatly-arranged hair and trimmed
beard. The dark background emphasises our focal
point. We see Diirer’s exquisite control of paint
and his ability to represent different textures: the
fur, the pores and wrinkles in the face, the
reflections and moistness of the eyes. He has
painted himself in the likeness of God, showing
his own importance as an artist and as a Christian
citizen of Nuremburg.

PLATE 1.2.1 Albrecht Durer
Self portrait 1500

oil on panel

67 cm x 49 cm

Albrecht Diirer was a Northern Renaissance artist. He came from Nuremberg, which is halfway between the
Netherlands and Italy. This meant he was able to travel easily between the two areas and be inspired by each
country’s art. Renaissance artists in Italy developed realism with tone creating a sense of solidity (appearing to have
substance and three-dimensionality). People were depicted as

individuals in a realistic landscape with an impression of distance or ~ Pious having a dutiful reverence for God

depth. In the Netherlands, painters concentrated on minute iezllEn] Al EIEE DD Chighizh e SEmEiig) 2

. . . R .. normally seen
detail and the different textures of surfaces in still-life paintings.
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During the fifteenth century, the medieval depiction of the figure
as merely a symbol of religion, painted in a flat, unrealistic style,
gave way to the ideals of Humanism where man believed he was
important as an individual and in control of his fate, yet was still a
strong believer in Christianity. Christ was usually shown front-on
with long flowing dark hair and a beard, much like how Diirer has
painted himself.

Humanism a Renaissance movement that promoted the
idea that humans are at the centre of their own universe
and should embrace human achievements in education,
classical arts, literature and science

1.2 CREATING AND MAKING
Photography/drawing

Try this method to develop your observational drawing skills.

Take a front-on photograph of someone you know (with their
permission), photocopy it, then cut it vertically in half.

Complete the other half with the emphasis on proportions, and
measure other points of the face such as the eyebrows and the
end of the nose.

The following sketches of front-on and side-on views of features of the face may be of help when drawing any

portraits.

You could also look at the drawings of Vernon Ah Kee (see subtopic 15.6).
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Resources

Weblink The Art Story — Albrecht Direr

J s (e L These questions are ~ABT A
even better in jacPLUS! i '
Learning pathways * Receive immediate feedback X

e Access sample responses

B LEVEL 1 B LEVEL 2 B LEVEL 3 e Track results and progress

1,2 3,4,5 6,7,8

1.2 EXPLORING AND RESPONDING

1. Consider PLATE 1.2.1 Albrecht Durer’s Self portrait. Decide whether the following statements are true or false.

=

Statement True or false

a. This is an oil painting of the artist done by the artist.

b. People in Albrecht Direr’s time were generally religious.

c. Albrecht Direr was a sixteenth-century Renaissance painter.

d. Albrecht Direr used tone to create realism.

2. Analyse PLATE 1.2.1 Albrecht Diirer’s Self portrait, concentrating on mood, technique and composition.

3. Interpret Direr’s use of tone and texture in PLATE 1.2.1 Self portrait. How has the artist achieved a balance
between the two?

4. It has been said that Durer’s gaze is very powerful in PLATE 1.2.1 Self portrait. What do you feel and what do you
think of when you look at his eyes?

5. Explain PLATE 1.2.1 Self portrait from the viewpoint of Diirer himself. How has the artist reflected his values and
personal emotions or ideas?

6. Consider the images of yourself that you post on social networking sites.
a. What are you trying to convey about your life through your selection?
b. In what ways does this differ from Direr’s intention with his self-portrait?
c. Explain the differences and similarities between PLATE 1.2.1 Albrecht Durer’s Self portrait and how today’s
public representation of self has changed as a result of developments in technology.

7. Conduct an internet image search — type in ‘albrecht durer self-portrait paintings’ — to find other self-portraits
by Ddrer.
a. How are Diirer’s oil painting portraits different from his sketches?
b. Overall what do you learn about Direr’s personality and position or role as an artist in his society?

8. Individually, or as a class, discuss how Direr’s work represents a combination of the Italian Renaissance tradition
(look at Raphael, and Leonardo da Vinci) and the Northern Renaissance (van Eyck).

Sample responses are available in your digital formats.
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1.3 Gustav KLIMT

Gustav KLIMT (1862-

FORM Painting

CONTEXT Late nineteenth-century European (Austria)

PRACTICE People surrounded by flowing decorative pattern, gold distinctive

CONVENTIONS | Gustav Klimt worked within the conventions of realism yet slightly simplified the figure through
VIEWPOINT less use of solidity through tone and adding a decorative element.

PERSPECTIVE

| M i u )
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PLATE 1.3.1 Gustav Klimt

Portrait of Adele Bloch-Bauer I 1907
oil, silver and gold on canvas

140 x 140 cm

Neue Galerie, New York
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Klimt belongs to the Art Nouveau period of design due to his highly ornamental, flowing style, and is usually
termed a Symbolist. He uses ornate decorative elements with repeated motifs such as the spiral. His work is also
distinctive for its richly interlaced patterns of silver and gold, and kaleidoscopic colours. In PLATE 1.3.1 Portrait of
Adele Bloch-Bauer I, Klimt has used delicate curves to create the woman. Although the subject’s body has solidity
and elegance, her dress appears flat due to the intricate patterning. Jewel-like colours in small areas and gold are
distinctive elements in his paintings. Klimt lived in Vienna at the crossroads of East and West, and was inspired by

a wide range of sources including Byzantine art, Persian rugs and Japanese screens.

The sitter for this portrait was a wealthy Jewish patron of the arts in Vienna. Her husband commissioned the portrait
and later bought several of Klimt’s works, becoming a major collector of his paintings.

This portrait, also referred to as ‘The woman in gold’, has had an Art Nouveau (c. 1890-c.1914) an art movement of
intriguing past, the story of which has been interpreted in a film. mainly interior decoration, using flowing, swirling and
The painting was stolen by the Nazis in 1941 and the family of the tW'St'”g_p'a”t"'ke_ U
owner sought for 40 years to get it back, ending in a successful rsn‘g::ac;;::t an artist who uses symbols to reveal a
legal battle, instigated by Adele’s niece, in the US Supreme Court.
Resources
Weblink Gustav Klimt images
J 1.3 Exercise L These questions are |
even better in jacPLUS!
Learning pathways * Receive immediate feedback
e Access sample responses
B LEVEL 1 B LEVEL 2 B LEVEL 3 e Track results and progress

11213s4 516 7,8

1.3 EXPLORING AND RESPONDING

1. Consider PLATE 1.3.1 Portrait of Adele Bloch-Bauer I. Decide whether the following statements are true or false.

CStement | Tueorfaise

a. Gustav Klimt has used delicate curves to create the woman.

b. Gustav Klimt is aiming for an exact likeness of the person.

c. Gustav Klimt concentrates on flowing lines and detailed pattern.

2. Consider PLATE 1.3.1 Portrait of Adele Bloch-Bauer . Identify what mood is created by the figure dissolving into
the patterned dress and background.

What is meant by a ‘commissioned portrait’? (You may need to look up the dictionary definition of ‘commissioned’.)
Consider PLATE 1.3.1 Portrait of Adele Bloch-Bauer I. Copy three areas of pattern and add a description of each.
Research Byzantine art and write a paragraph discussing how it has influenced Klimt’s art.

Conduct internet research on Art Nouveau architecture. What similarities can you see to Klimt’s paintings?

No o s

Klimt uses two different approaches in his art, one for the figure and another for the background. Describe each
approach or technique and the effect caused by the juxtaposition (two things being seen or placed close together
with contrasting effect) of the two.

8. Conduct internet research on PLATE 1.3.1 Portrait of Adele Bloch-Bauer | to learn the full history of how art can be
a symbol of family, hardship and righting the wrongs of war.

Sample responses are available in your digital formats.
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1.4 Pablo PICASSO

Pablo PICASSO (1881-1973, Spanish)

FORM Painting

CONTEXT Twentieth-century Modernism, during the art period of Cubism

PRACTICE Picasso was always striving to find new ways of expression.
CONVENTIONS Picasso broke the conventions of realism, creating semi-abstract portraits.
VIEWPOINT

PERSPECTIVE

Picasso was a typical Modernist artist in that he strove to be original,
to invent new styles and to find new ways of expressing his ideas. He
is perhaps best known for his involvement in Cubism, which showed
fragmented objects, combined different viewpoints and used angular,
almost geometrical shapes.

In the artist’s early Cubist stage (Analytical) he restricted his colours
to shades of brown and grey, dissecting objects and melding them
into the background while he concentrated on his

new approach to painting.

PLATE 1.4.1 Portrait of Dora Maar shows
influences of his early Cubist style but
incorporates the expressive colours and angles
that he also used in Weeping Woman,

as well as hints of Surrealism.

PLATE 1.4.1 is a painting of Picasso’s lover,
Dora Maar, a Surrealist photographer. The
artist has used different viewpoints: the pose
suggests a profile, yet all of Maar’s facial
features stretch across her face, the multiple
viewpoints being fused into one. The eyes
gaze straight at the viewer, thus creating

an emotional intensity.

e —

g

T

There is distortion but the figure is quite
distinct from the background, a tight

white corner which has been scratched back
into to reveal brightly coloured areas below.

L

PLATE 1.4.1 Pablo Picasso

Portrait of Dora Maar 1937

oil on canvas

92 x 65 cm

© PAINTING / Alamy

© Pablo Picasso / Succession Picasso.
Licensed by Viscopy, 2013.
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Modernist an art movement of the twentieth century that
made a self-conscious break with art traditions

Cubism (c. 1907-1925) a movement which used

the arrangements of lines and geometric shapes to

show solidity and volume of objects on a flat surface.
Analytical Cubism focuses on breaking objects down

into fragmentary shapes and forms; Synthetic Cubism
accomplishes the same using mixed-media and collage.




In PLATE 1.4.1 Portrait of Dora Maar, we can see that Picasso was in love with Dora by the way he has paid
attention to such details as her long nails, hairstyle and elegant neck. The work shows not just how he saw her sitting
in a chair but a combined view of different aspects of her, as he has lovingly studied her face-on as well as in profile.

Resources

Weblink The Art Story — Pablo Picasso

1.4 CREATING AND MAKING

Develop your painting and collage skills by combining three views of a face, using collage to add pattern.
PLATE 1.4.2 is an example of this technique. Try to incorporate the style of two of the following three artists: Pablo
Picasso (subtopic 1.4), Gustav Klimt (subtopic 1.3) or Jasper Knight (subtopic 9.4).
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PLATE 1.4.2 Student artwork: collage self-portrait by Madie Urghart,
Year 7
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PROCESS

STEP 1 Take three photographs of the face of someone from different positions: front-on, side-on, three-quarter view,
slightly from below or with head tilted.

STEP 2 Draw the outline of at least two of your photographs lightly in pencil onto art paper.

STEP 3 Go over the lines you have drawn in black ink, deciding if you want to include all overlapping lines or if you
need to leave out some so it is not too complicated.

STEP 4 Begin painting the shapes you have created between the lines. This is when you take on the real role of being
an artist: making decisions and playing with colour rather than just using it realistically. Remember to balance your
colour areas — if you use a big blue area on the left of your artwork, use one or more smaller areas on the other side.

STEP 5 Add pattern and texture as you work with your paintbrush and also add some pieces of patterned paper and
text (letters) from magazines.

When you have finished your artwork, write a self-reflection to evaluate and document your learning experience.

J 1.4 Exercise L These questions are

even better in jacPLUS!

¢ Receive immediate feedback
e Access sample responses
B LEVEL 1: B LEVEL 2 B LEVEL 3 e Track results and progress

1,2,3 4,5 6,7

Learning pathways

1.4 EXPLORING AND RESPONDING

1. Consider PLATE 1.4.1 Portrait of Dora Maar. Decide whether the following statements are true or false.

 Staement | Treorfaise

a. Picasso paints what he thinks, rather than what he sees.

b. Picasso used multiple viewpoints of the face.

c. Portrait of Dora Maar is a semi-abstract painting.

2. Consider that Picasso was a Modernist as you examine PLATE 1.4.1 Portrait of Dora Maar. |dentify two examples
that demonstrate how Picasso moved away from the traditional art of representing subjects realistically.

3. Analyse PLATE 1.4.1 Portrait of Dora Maar in terms of the art elements (see Introduction) of colour, line and texture
and the principles of repetition and balance.

4. Examine PLATE 1.4.1 Portrait of Dora Maar by Picasso. Imagine details of Dora Maar’s life and mood, and write a
short story or poem about her.

5. Conduct internet image research on ‘Picasso Weeping Woman’. Analyse the similarities in style of this painting and
PLATE 1.4.1 Portrait of Dora Maar.

6. Modernism was an art movement that experimented with different ways of representation, eventually reaching
abstraction. Explain how Picasso has broken away from realism.

7. Picasso is perhaps best known for his Cubist works but he was constantly evolving new styles and working in
different media. Conduct internet research to find an example of Picasso’s:
a. Blue Period or Rose Period
b. Cubist still life
c. ceramic bowls
d. sculpture.

Sample responses are available in your digital formats.
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1.5 Ben QUILTY

Ben QUILTY (b. 1973, Australian)

FORM Painting
CONTEXT Contemporary Australian
PRACTICE Large-scale paintings using thick application of paint

CONVENTIONS Ben Quilty gives us a recognisable portrait of an older artist painted with empathy.
VIEWPOINT
PERSPECTIVE

Ben Quilty has been a finalist for the Archibald Prize five . . ) o

. In 2011, Ben Quilt inted fell rtist M ¢ Oll Archibald Prize an annual prize exhibited at the Art
times. In » ben Lullly painted tetlow artist Margaret LIey, Gallery of NSW. It was set up by a bequest in the
observing her first in her studio. PLATE 1.5.1 Margaret Olley is will of Jules Francois Archibald in 1919. The bequest
a work painted on a large scale. The thickly applied paint seems stipulated that first prize was to be awarded to an
almost an abstract work up close, yet from a distance, the realit Australian artist for the best portrait of a man or woman

p Y . > y distinguished in art, letters, science or politics.

of Olley’s features, age and character easily become apparent.
Olley is the only person to be painted twice by winners of the
Archibald Prize; William Dobell first painted her in 1948.

PLATE 1.5.1 Ben Quilty
Margaret Olley 2011

oil on linen

170 x 150 cm

© Ben Quilty
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In PLATE 1.5.1 Margaret Olley, Quilty has managed to suggest the dignity of Margaret Olley’s advanced age, while
capturing the youthfulness or twinkle in her eye through his quick dabs of paint. The artist has painted a true likeness
of her, yet he has not dwelt on the details of old age, such as wrinkles. Most of the face has been left unpainted and
Quilty has added the main features with thick slabs of paint. Perhaps he was able to capture her true personality

and create a recognisable image because of his affection for her. Olley had been a friend and mentor to Quilty since
she awarded him the Brett Whiteley Travelling Art Scholarship in 2002. This portrait was painted not long before
Margaret Olley died.

Resources

Weblink Archibald Prize

i

1.5 Exercise L These questions are |
even better in jacPLUS!
Learning pathways ¢ Receive immediate feedback
e Access sample responses
Ml LEVEL 1 Hl LEVEL 2 B LEVEL 3 e Track results and progress
1,2 3,4 5,6

1.5 EXPLORING AND RESPONDING

1. Fill in the missing words to complete the following passage.

PLATE 1.5.1 Margaret Olley is on a scale. The applied paint seems almost an
work up close, yet from a distance, the reality of Olley’s features, age and easily
become apparent.

Consider PLATE 1.5.1 Margaret Olley. Decide whether the following statements are true or false.

Statement True or false

a. The Archibald Prize is held every two years.

b. The Archibald Prize is an annual exhibition at the Art Gallery of NSW of
portraits of important people such as artists, musicians, actors and writers.

c. The Archibald Prize is a photographic portrait prize.

d. Ben Quilty won the Archibald Prize with his painting of Margaret Olley.

Conduct internet research to find Margaret Olley’s self-portrait Portrait in the Mirror and William Dobell’s Archibald
prize portrait of Olley.
a. Which Archibald Prize portrait (Dobell’s or Quilty’s) does Olley’s Portrait in the Mirror most resemble?
b. Write a comparison between William Dobell’s 1948 portrait of his friend Margaret and the one painted by
Ben Quilty.

You may like to use a Venn diagram (see Introduction) to organise your thoughts or use a comparison chart.
Consider pose, gesture, gaze, age, focus, viewpoint, dress, background, painting technique and mood. Has age
changed her personality or the way she is viewed and represented?

Conduct internet research for ‘Archibald Prize Ben Quilty’. You will find a photograph of Ben Quilty and Margaret
Olley standing in front of the portrait shown in PLATE 1.5.1 at the prize presentation.

Identify the effect of the scale of the painting and what Margaret Olley looked like at the time it was painted.

Search online to find an image of Baby by Ben Quilty, then explain how Quilty adapts his technique to
represent age.

Compare and contrast PLATE 1.5.1 Margaret Olley by Ben Quilty with PLATE 1.2.1 Albrecht Durer’s Self portrait
(see subtopic 1.2).

Sample responses are available in your digital formats.

36

Artwise Visual Arts 7-10 for the Australian Curriculum Second Edition



1.6 Cherry HOOD

Cherry HOOD (b. 1960, Australian)

FORM Painting
CONTEXT Contemporary Australian
PRACTICE Large watercolour paintings on canvas, mainly of children

CONVENTIONS Cherry Hood works within the conventions of realism and watercolour but adds a contemporary
VIEWPOINT feel by the enlarged scale and the free flow of dribbles. Her viewpoint is the expression of
PERSPECTIVE | yyInerability and sadness of children.

In this portrait, PLATE 1.6.1 Serenity, by Cherry Hood, the viewer is transfixed by the meticulously rendered eyes,
as we try to read the expression in them. We marvel not only at Hood’s skill in depicting the almost photographic
realism, the eyes’ textures and reflections, but also at her ability to suggest emotion. Hood sets up a sense of tension
and anxiety, the penetrating stare locking in the viewer. There is beauty but also unbearable sadness.

I ! . ¥
4
] I
(LER B (RUELE2 SN | {

lithograph printed with archival inks on Velin BFK Rives paperedition of 60
59 x 88.5 cm

Image courtesy of the artist and ARC ONE Gallery, Melbourne © Cherry Alexandra Hood / Licensed by Viscopy, 2013

PLATE 1.6.1 Cherry Hood
Serenity 2004
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The work was created by pouring watercolour from small buckets onto a huge sheet of heavy French paper. Hood
then ‘attacked’ the paper with large brushes and her hands, finally using extremely fine brushes to delicately

paint the eyes and mouth in photo-realistic detail. Although she works originally from photographs, the faces are
manipulated and changed to emphasise certain features to suit her intended mood and meaning. Hood bends the rules
of portraiture through the effect of dribbles or what appear to be areas that are unfinished. She also breaks traditional
‘rules’ of watercolour technique by working on a huge scale.

Cherry Hood insists when taking her reference photographs that the child does not smile, as that establishes a
meaning. By eliminating the normal response when looking into a camera to be photographed, she is able to capture a
wider range of facial expressions as thoughts and moods are revealed.

Hood always meets the parents of her subjects and asks their permission before starting a photographing session.
From each series of 50 or so photographs, only a couple will inspire a painting. Each painting is not intended as a
direct likeness or portrait. The works are more complex than that and perhaps could best be described as composite
portraits.

In her 2008 series, inspired by her move to the Southern Tablelands of NSW, she began adding backgrounds such as
butterflies, flowers or plant forms as can be seen in Valerian, another
of Hood’s works. Instead of the face dripping and disappearing into
the void of a canvas, it melts into the mystery of the background.

composite portraits images that have been created
using elements from a variety of different pictures

1.6 CREATING AND MAKING

Practices and skills

Develop your realistic portrait skills by
experimenting with representing faces
in different media.

Work from a photograph or an image
from a magazine and try working in pen
(biro) to build up tone. Look up the work
of Australian artist Laith McGregor

for inspiration.

Consider having light coming from one
side to emphasise the realism and shape
of the face. (See student sample

in PLATE 1.6.2.)

After this, try a watercolour version
similar to Cherry Hood’s technique.

PLATE 1.6.2 Student artwork: biro
drawing by Juliet Gregory, Year 7
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Resources

Weblinks Archibald Prize

Cherry Hood
J 1.6 Exercise L These questions are |
even better in jacPLUS!
Learning pathways ¢ Receive immediate feedback
e Access sample responses
B LEVEL 1 M LEVEL 2 B LEVEL 3 e Track results and progress
1,2,3,5 4,6,7 8,9, 10

1.6 EXPLORING AND RESPONDING

In a sentence, describe the mood of PLATE 1.6.1 Serenity.
Consider PLATE 1.6.1 Serenity. Assess how Hood’s painting technique adds to the mood.
Describe the way Cherry Hood has painted the lips in PLATE 1.6.1 Serenity.

»> wbd =

Consider PLATE 1.6.1 Serenity. Identify how Cherry Hood’s work is contemporary; for instance, what visual
conventions for portraiture and watercolour painting does she break? (Visual conventions are any generally
accepted or traditional ways of representing forms for each particular art style.)

5. & Select the most correct answer to complete the following sentence.
A portrait is:
A. an image of an imaginary person.
B. a watercolour realistic face.

C. a representation of a likeness of a person.
D. a photograph of a friend.

6. Like Durer (subtopic 1.2), Cherry Hood uses tone to create realism. How does each artist’s choice of paint and
method result in different effects?

7. Access the Archibald Prize and Cherry Hood weblinks in your Resources panel to answer the following.
a. How many times has Cherry Hood won or been a finalist in the Archibald Prize?
b. Name each of her winning or finalist artworks and analyse the similarities between them.
c. Describe the position of the heads in Hood’s portraits within the spatial dimensions of the paper or canvas.

8. A blank white canvas is used by several contemporary artists, such as Cherry Hood and Michael Zavros
(subtopic 1.8). What effect does this have?

9. Both Del Kathryn Barton (subtopic 1.7) and Cherry Hood give emphasis to the eyes and lips but their technique
differs. Explain the differences and the effect they give.

10. Explain how a painted portrait can be more powerful or informative than a photograph. You may like to refer to at
least two artists explored in this topic.

Sample responses are available in your digital formats.
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1.7 Del Kathryn BARTON

Del Kathryn BARTON (b. 1972, Australian)

FORM Painting

CONTEXT Contemporary Australian

PRACTICE Unique portraits with inclusion of wildlife and finely detailed imaginative backgrounds
CONVENTIONS Del Kathryn Barton breaks the conventions of realism with emphasis on eyes and lips, colour is
VIEWPOINT used decoratively. Her viewpoint is from her own personal memories and experiences, and her
PERSPECTIVE imagination.

Del Kathryn Barton combines different media and drawing and painting techniques to create a unique and fanciful
style. In PLATE 1.7.1 my friends have gathered here 4 me, her line drawing of the face and hands is free, exploring
contours and shapes rather than strictly outlining areas. Then she adds tonal areas with watercolour and ink on the
face and creatures. These are decorative and suggestive, rather than realistically painted.

PLATE 1.7.1 Del Kathryn Barton

my friends have gathered here 4 me 2022
acrylic on linen

203 x 183 cm
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Contrasted to Barton’s spontaneous expressive techniques are the graphic flat areas of paint in the dress and
headscarf, reminding us more of the work of a fashion designer than an artist. Even the animals have exaggerated
features as if they belong in a children’s animation. The finely detailed background adds to the visual interest as well
as the mood of mystery.

Del Kathryn Barton is interested in the celebration
of the imagination, a delving into the inner self to
release hidden demons, to own our feelings and
thus be healed. She is particularly interested in the
transition from childhood to adulthood, a theme

that Barton has explored in her 2022 film Blaze in
which she has blended animation, live-action and
puppetry to promote the power of the imagination to
strengthen resilience.

$35%

¥
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Del Kathryn Barton paints from her own
imaginative world. Her paintings intrigue the
viewer. The artist draws from her own early
experiences, her dreams and emotions, and her
role as a mother. Her Archibald-winning portrait in
2008 of herself with her two children is a definite
statement of the importance of motherhood and
domestic life to her. Del Kathryn Barton’s deep
relationship with her children Kell and Aurelia has
influenced her interest in children as a subject for
her art. She paints them with sensitivity among
delicate flowers and insects. The figures appear
somewhat sad and vulnerable, as if lost in this
imaginary world. The flat white figures contrast with
the highly decorative, detailed background.

Barton’s book, published in 2012 and inspired

by the story The Nightingale and the Rose (a tale

of romance, sacrifice and death), was a fitting
creative task for someone who admits she loves
old-fashioned fairytales with their mystery and

hint of fear. Barton’s richly emotional responses

are luxurious in detail, jewel-like in colour and highly
ornamental as nature seems to come alive, with

birds and flowers taking on personalities.

PLATE 1.7.2 Detail from Del Kathryn Barton my friends
have gathered here 4 me 2022

Barton draws women and young children who at times appear cheeky, at other times lost or anxious. They often stare
unnervingly with enlarged, soulful, liquid eyes and red pouting lips. Black scrawled lines suggest the face and body,
and they are clothed in richly patterned materials with decorative

touches of bows, ribbons and scarves. Animals and birds are

often part of the paintings, adding to their narrative (story-telling) spontaneous acting impulsively based on emotion
quality. The backgrounds have highly textured and fine, beautifully RN LTl Ca_“?f“' el e piEilig
patterned areas (she paints dots with toothpicks) thus creating erlél:]er::gb sensitive, exposed to or not protected

a highly imaginative world (see PLATE 1.7.2 Detail).

Resources

Weblinks Del Kathryn Barton
Archibald Prize — Del Kathryn Barton — The Nightingale and the Rose
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1.7 CREATING AND MAKING

Skills and processes

Do a drawing of yourself by looking in a mirror or taking a photograph.

Decide on your most prominent features; for example, high forehead,
thick eyebrows, pointy chin, curly hair.

Now use your imagination to create a self-portrait: perhaps how you see
yourself in dreams or in a rage or sad moment. Study how Del Kathryn Barton
and Cherry Hood (subtopic 1.6) emphasise facial features.

Decide on the position of your face on the paper to create mood and add
a background, adding an animal, bird or object precious to you (see
Gustav Klimt, subtopic 1.3, and Del Kathryn Barton).

PLATE 1.7.3 Student artwork by Juliet Gregory, Year 7

J 1.7 Exercise L These questions are
even better in jacPLUS!
Learning pathways * Receive immediate feedback
e Access sample responses
B LEVEL 1 B LEVEL 2 B LEVEL 3 e Track results and progress
1,2 3,4,5 6,7

1.7 EXPLORING AND RESPONDING

1. Fill in the missing words to complete the following passage.
Del Kathryn Barton draws women and children who stare unnervingly with , soulful,
eyes and pouting lips. Black lines suggest the face and

2. Write your own analysis or description of one of Barton’s works. Try to incorporate at least two of the following
words (you may need to look them up in a dictionary):

luxuriant  pattern  intense  intriguing  ethereal  sensitive n mood  melancholic

3. Explain how Barton’s painting technique establishes the relationship of people to backgrounds.
4. What would you say is an underlying theme or meaning in Barton’s work?

5. Both Ben Quilty and Del Kathryn Barton paint from their emotions and personal experiences. Write a paragraph
identifying the different painting techniques and approaches of the two artists.

6. Del Kathryn Barton has created a large-format picture book of the fairytale The Nightingale and the Rose by Oscar
Wilde, originally published in 1888. She especially created several large paintings inspired by the tale. Barton’s
works are not just illustrations of the story but are imaginative, deeply-felt responses to Wilde’s writing. What do
you see as the different roles and relationships between writers, artists and designers in creating a book?

7. Conduct internet research on the artworks that have won Del Kathryn Barton an Archibald Prize. Write an analysis
of each.

Sample responses are available in your digital formats.
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1.8 Michael ZAVROS

Michael ZAVROS (b. 1974, Australian)

FORM Painting and photography

CONTEXT Contemporary Australian

PRACTICE Painting and photography to investigate contemporary life, the beauty of possessions and the
concept of narcissism (self-love)

CONVENTIONS Michael Zavros works within the conventions of realistic portraiture, but his portraits explore

VIEWPOINT contemporary values of beauty.

PERSPECTIVE

PLATE 1.8.1 Michael Zavros
Portrait of Alex Dimitriades 2005

oil on canvas
67 x 210 cm
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Michael Zavros is concerned with contemporary society’s obsession with beauty and lifestyle. His works also have
an autobiographical element, referencing his family as well as himself. His works are a mixture of glamour and
irony. He paints beautiful, luxurious, expensive objects from the contemporary world of fashion and design. Zavros’s
artworks suggest our life is related to our self-image, vanity and the choices we make.

Michael Zavros’s hand-painted hyperrealistic images trick the viewer into thinking they are photographs. He works
from historical, art and contemporary references to create images of polished, reflective and meticulous beauty,
often against a stark white background. Zavros investigates the world of beauty, desire and consumerism in our
contemporary culture through his choice of imagery, as well as his

exacting technique.

irony a method used, particularly in Post-Modernism,

Beauty in art has been a recurring pursuit in art history, from the to empower artworks with a double, often contradictory,

idealised beauty of classical sculpture, to the reclining nude, and meaning
the beauty of flowers and objects in a seventeenth-century vanitas meticulous careful and precise, showing great attention
still life. While Pop Art sought to find the notion of beauty in e

Pop Art an art movement that emerged in the 1950s that

consumerism and celebrities, Zavros seeks it in contemporary drew inspiration from popular and commercial culture

realistic representations of figures and luxury designer merchandise.

Although Zavros sources some of his imagery
from magazines, books and film, they are

merely starting points as they must undergo his
meticulous manipulation, cropping the image and
shifting the scale, as well as melding it with other
images. Removing any hint of brushstrokes or
gesture gives a certain distance or unemotional
quality to the images.

The mood of the artist’s figures (usually himself)
is self-reflective, concerned with self-awareness
or fear of loss, particularly in reference to his
children. Both his figures and his objects have a
sense of fragility.

At almost twice life-size, PLATE 1.8.1 Portrait
of Alex Dimitriades is an arresting painting.
Australian actor Alex Dimitriades stares directly
at the viewer with an intense look, in keeping
with his profession. His head is slightly tilted in
a relaxed manner, offsetting the fact that Michael
Zavros has not placed him in the centre of the
canvas. Zavros has captured Dimitriades’s facial
features with meticulous detail, and contrasted
the firmness of his muscles with the folds in the
loosely fitting top he is wearing, proving himself
to be a master craftsman of paint manipulation.

While Zavros’s paintings are similar to
photography in their realistic precision and his
recording of his family on Instagram, he has
also turned to this medium to create a series
using a male mannequin as a substitute for

himself: ‘Dad’. He bought the mannequin online, PLATE 1.8.2 Michael Zavros
then created a sculpture of his own head and had Dad likes Colour 2020

it 3D-printed and spray-painted to replicate his lightjet print

hair and features. 172.7 x 122 cm
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Resources

Weblinks Michael Zavros
Michael Zavros — At the British Museum
Michael Zavros — Where | belong
Michael Zavros — Portrait of Alex Dimitriades

1.8 CREATING AND MAKING

Skills and processes

1. Create your own self-portrait to develop your skills in a medium of your choice (2D, 3D or virtual).

Select a photograph of yourself and identify the features you would like to capture. Don’t worry too much about
details at first — try to establish the general shape and style first.

Your portrait should convey self-confidence and include an item of importance to you (examples include an animal,
book, piece of jewellery or ornament).

2. Practise your skills of painting flesh and fabric, blending colours and creating tone by painting a section of Zavros’s
Portrait of Alex Dimitriades (PLATE 1.8.1). For example, focus on the section from the neck down to his thumb on
his left hand. (If you feel confident in your skills, include the whole hand.)

Alternatively, paint a section of Albrecht Durer’s Self portrait (PLATE 1.2.1). You may like to just paint his eye or his
hand or his neck with a bit of the fur colour. The aim is to practise copying the colours and painting different
textures in a realistic way.

J 1.8 Exercise L These questions are
even better in jacPLUS!

¢ Receive immediate feedback
e Access sample responses
Ml LEVEL 1 M LEVEL 2 M LEVEL 3 e Track results and progress

1,2 3,4,5 6

Learning pathways

1.8 EXPLORING AND RESPONDING

1. Fill in the missing words to complete the following passage.

Michael Zavros is concerned with contemporary society’s obsession with and lifestyle. His works
also have an autobiographical element, referencing his family as well as . His works are a mixture of
glamour and irony. He paints beautiful, , expensive objects from the contemporary world of fashion
and design. His artworks suggest our life is related to our self-image, and the choices we make.

2. State three terms you would use to describe Michael Zavros’s painting technique.

3. Investigate how portraits communicate ideas about a person and reflect the artist’s aesthetic concerns and
painting techniques. Look at the portrait of Margaret Olley (PLATE 1.5.1) and that of Alex Dimitriades
(PLATE 1.8.1). Write a paragraph discussing your findings.

4. Conduct an internet search for hyperrealist artist Janet Fish and describe any similarities you can see between her
work and that of Michael Zavros, particularly the interest in transparent surfaces. Consider the subject matter, as
well as Fish’s comments on consumerism. What differences do you see in the approach of Zavros?

5. a. What elements of falseness do you see in Zavros’s painting and photography?
b. How does the photograph PLATE 1.8.2 Dad likes Colour challenge our ideas of portraiture?

6. Both Direr (subtopic 1.2) and Zavros (conduct internet research on his paintings of himself) paint themselves and
others in a realistic way. What do we learn about the society of their time by looking at their paintings? How have
our ways of life, beliefs and values changed? Also consider what art materials were available to both artists.

Sample responses are available in your digital formats.
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1.9 Juan FORD

Juan FORD (b. 1973, Australian)

FORM Painting

CONTEXT Contemporary Australian

PRACTICE Realistic portraits against a stark background with an item of Australian flora

CONVENTIONS | Juan Ford works within the conventions of realistic portraiture but opens up new possibilities. His
VIEWPOINT portraits explore contemporary values and the human figure’s fraught links to nature.
PERSPECTIVE

PLATE 1.9.1 Juan Ford
The Metaphysician 2022
oil on linen

150 x 180 cm
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Juan Ford paints in a highly realistic style, focusing on Australian flora. Gum trees and native plants have been part
of a long tradition of Australian art, from Heidelberg artists Arthur Streeton and Tom Roberts (subtopic 15.2), to
Modernist Margaret Preston (subtopic 10.3).

Juan Ford depicts Australian flora in a contemporary world, seen in one of his pieces, Negative Space 2, as shadows

on a figure. In other paintings, natural items such as branches are partly wrapped in red packing tape or dribbled

with paint, turning them into more of a sculpture than a living thing. His artworks make us consider the often
uncomfortable connection between the environment and society.

This is highlighted in PLATE 1.9.1 The Metaphysician, where Heidelberg an Australian art movement of the late

he takes the relationship between humanity and the Australian I ST L et u D

] h where the artists worked
natural environment to the level of a warning for the future.

Resources

Weblink Juan Ford

J 1.9 Exercise L These questions are
even better in jacPLUS!

¢ Receive immediate feedback
e Access sample responses
B LEVEL 1 B LEVEL 2 B LEVEL 3 e Track results and progress

1,2,3 4,5 6,7

Learning pathways

1.9 EXPLORING AND RESPONDING

1. Decide whether the following statements are true or false.

CStoment | Tueorfaise

a. Juan Ford is a Heidelberg artist.

b. Juan Ford is mainly interested in what the person is wearing.

c. PLATE 1.9.1 The Metaphysician is about climate change.

d. Juan Ford is concerned with photographic realism.

2. PLATE 1.9.1 The Metaphysician by Juan Ford is a contemporary artwork expressing a concern for the balance of
nature (ecological balance) due to climate change. Identify which elements of the painting express this concern.

3. Juan Ford could have achieved a similar image by staging a photo