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Be creative. Try doing something unusual. Everything has some kind of
texture. Look for things most people wouldn't see or make up your own
texture <- (real ly fun). -EM

Draw some textures in the thumbnail drawing and use the corresponding
ones for the final drawing. -JC

When drawing texture you must get the most important l ines down first. For
example, if you were to be drawing someone's hair the first l ines should be
roughing out the shape or basic details. -DM

Make sure that you use many different textures in your drawing to make it
look as interesting as possible. Also make all the textures very detailed. -MS

When drawing texture focus on the tiny details. Keep looking at your images (every
snowflake looks different). Don't start patterns unless there is one. -LC

Do the most detailed sections first. Then it won't be as hard to fil l in the rest because you wll l
already have done the most challenging part. -TV

Draw what you see, not what you know - observe things carefully and don't draw things
because you think they should be there. -MS

Use high res reference images and look very closely at the textures. Pick a
composition that has room for lots of textures. Don't spend too long sketching
stuff out. -LS

Observe textures closely. Every detail counts. -JB

If you decide to use charcoal work from the inside out to get the least amount
of smudging. -CW

Make sure you have a 1 00% sure idea because you don't want to switch ideas
halfway into the project. -PM

“

”

Advice from former students
Textural explorations



Project outl ine

For the textural explorations project, students wil l start to expand their ski l ls into using a variety
of different media, textures, and visual points of view.

Your artwork must be created with a ...

. . .non-pencil medium (watercolour, acryl ic, acryl ic, coloured penci l , charcoal , ink,
pastels)

. . .as many different textures as possible (also consider using cross-contour, natural
texture, created texture, plain shading, or hatching/cross-hatching)

. . .an unusual point-of-view (from below, from above, a different angle, etc.)

Each artwork will be evaluated on:

Idea generation: how wel l you complete the idea generation process

Media technique: how wel l the artist uses the technical ski l ls of paint, ink, pastel , etc.

Quality of texture: how wel l the artist captures the visual sense of each texture

Composition: how wel l each artwork is composed, avoids central compositions,
zooms in or out, crops, etc.

You wil l a lso be evaluated on the creativity/observation expressed in your finished
project, but this mark wil l not count toward your final mark.

Find a l l the resources

for th is un it on l ine



Composition Central/Non-centra l

Some centrally composed masterpieces

Some non-centrally composed masterpieces

Some of my favourite artworks are centrally composed. And I still love them. But for other
things, not their compositional skills.

Central compositions are easy. They have their place. If you want to make something seem
primitive, direct, boring, or plainly factual then go with a central composition.

But usually you don't want to do that. Usually you want to create a sense of drama, beauty,
suspense, interest, and excitement. And a balanced non-central composition is best for that.

Anyone who can thoughtfully organize a drawing is capable of making a central composition.
Making balanced compositions is tougher. So for each project in this course, work hard to create
a balanced, non-central composition. It will help you improve your skills so that in the future you
can make any kind of composition you want. Even a central one, if that is what will work best.



Composition Look up/Look down

Zoom in/Zoom out

Most people create artworks that mirror the way we see things everyday. This means that they
wil l create an artwork which a viewpoint that is at eye-level , straight-forward, and with a viewing
angle of about 30 degrees.

One way to make your artworks more energetic and dynamic is to break that.

Instead of looking forward, look way up. Look right down. Sit on the floor to get a new view
point. Or sit on the table.

Instead of having the typical 30 degree viewing range, zoom in on something that nobody would
notice except for you. Or zoom way out to show the big picture of what is happening.

People tend to notice the difference and find it more interesting.



Standing on shoulders

"If I have seen further it is by standing on ye
sholders ofGiants. "

I ssac Newton, the amazingly creative
physicist, wrote this to another bri l l iant
scientist, Robert Hooke.

Essential ly he was saying that it was wrong
to say that his creativity was al l his and his
alone. He was saying that he had help. In
fact, even this quote was borrowed and
improved by Newton.

I t is a common mistake for students to think
that their ideas must al l be purely original .
That is an unfair pressure to put on yourself.
There are very few - if any - ideas that have
been developed from start to finish by a
single person. I t is better to think of how to
borrow and combine the best ideas of the
world around you.

The series of short videos titled Everything is
a Remix is here to remind us of this fact, and
to give plenty of real world examples.

Part One Part Two

Part Three Part Four

Godfrey Knel ler, IsaacNewton, 1 689.



Artistry Words vs. visuals

Magritte's artwork may makes us
think about the difference
between words and images and
how they are related.

The writing says, in French, "This is
not a pipe." And it is true, isn't it? I t
is an image of a pipe?

Writing and words are very
powerful . A big part of learning
how to observe l ike an artist is
learning how to change the way
you look at things.

Usual ly we look at things, and we
simply see that thing l ike a word (a
schema). This is absolutely vital in
everyday l ife.

But artists need to forget the
schema and focus on observing
things in terms of their visual
qual ities. This means focusing on
l ight, dark, l ine, shape, texture,
colour, and so on.

This is tricky than you might think
for most people because for many
of us, words are much more
powerful than visuals. How
powerful?

I have created a l ittle test for you
onl ine so that you can see for
yourself.

René Magritte, The TreacheryofImages, 1 928–29.

Oi l on canvas, 63.5 cm × 93.98 cm, Los Angeles County Museum of Art.



Skil l builders Word Portraits

Michael Volpicel l i , Israel“IZ”Kamakawiwo’ole.

M ichael Volpicel l i .

M ichael Volpicel l i , Malala Yousafzai.

J essica-rae, Words self-portrait.



In these drawings, the artist used writing in order to create l ight and dark - usual ly writing
that is meaningful ly connected. Use writing to create shaded drawings in your sketchbook.

Michael Volpicel l i , Pope John Paul II.

John Sokol , Jorge Luis Borges.J ohn Sokol , PD James.

J ohn Sokol .



Skil l builders A Window Portrait

Here is an new idea for textural explorations. Have yourself photographed holding a grid frame
that is the same size as a piece of paper, print it out and draw it, focusing on texture.

What can this artwork say about you? What symbol ic things can be in the foreground? What
should you put in the background?



Skil l builders Hand Texture

Sometimes texture is created, and sometimes it is observed. Sometimes interesting things
happen when you put an unexpected texture on a shape.

Draw your hand in your sketchbook. Avoid tracing: the lack of observation wil l set you up for a
rough start. Then draw a different texture for each of your fingers.



Skil l builders Created Textures



Some textures are created. Created textures are more l ike a pattern than real istic. Draw a
col lection of created textures in your sketchbook.



Skil l builders I nspirational Textures





Skil l builders Observed Textures



Some textures are observed. Observed textures are more complex, and can help people learn to
draw more real istical ly. Draw a col lection of observed textures in your sketchbook.

Zoom in on the deta i l s at

the onl ine ga l lery.



Italian Renaissance Art History 

Michelangelo Buonarroti, The Sistine Chapel 

da Vinci, Mona Lisa, 1503-1519 

Raphael, The School of Athens, 1511. 

Fresco, Apostolic Palace, Vatican City 

Leonardo da Vinci, The Last Supper, 1494–1498 

Tempera on gesso, pitch and mastic, 460 cm × 880 cm, Milan 

Andrea Mantegna, The Lamentation of Christ, c. 1480 

Tempera on canvas, 68 cm × 81 cm, Milan 

Sandro Botticelli, La Primavera, c. 1482 

Tempera on panel, 202 cm × 314 cm, Uffizi Gallery, Florence 

Look online for close up 

colour versions of each 

artwork, a copy of the slide 

presentation, and links to 

other resources. 



Northern Renaissance Art History 

Jan van Eyck, The Arnolfini Wedding, 1434. Albrecht Dürer, Self-portrait, 1500. 

Hans Holbein, The Ambassadors, 1533. 

Oil on canvas, 207 x 209 cm, National Gallery, London. 

Bosch, The Garden of Earthly Delights, c 1500. 

Oil on wooden panels, 220 x 389 cm, Museo del Prado, Madrid. 

Pieter Bruegel the Elder, The Hunters in the Snow, 1565. 

Oil on panel, 117 × 162 cm, Kunsthistorisches Museum, Vienna. 

Matthias Grünewald, Isenheim Altarpiece, c. 1510-15. 

Oil on wood, 336 × 589 cm, Colmar, Alsace, France. 

Look online for close up colour versions of 

each artwork, a copy of the slide presenta-

tion, and links to other resources. 



Baroque Art History 

Carravaggio, The Conversion on the Way to Damascus, Artemisia Gentileschi, Judith Slaying Holofernes, 1611-12 

Frans Hals, Laughing Cavalier, 1624 

Oil on canvas, 83 cm × 67.3 cm, Wallace Collection, London 

Caravaggio, Supper at Emmaus, 1601 

Oil on canvas, 141 cm × 196.2 cm, National Gallery, London 

Look online for close up 

colour versions of each 

artwork, a copy of the slide 

presentation, and links to 

other resources. 



Diego Velázquez, Portrait of Pope Innocent X, c. 1650 

Oil on canvas, 141 cm × 119 cm, Galleria Doria Pamphilj, Rome 

Rembrandt, Self-portrait, 1669 

Oil on canvas, 86x 70.5 cm, National Gallery, London 

Diego Velázquez, Las Meninas, 1656 Johannes Vermeer, The Art of Painting, 1666 



Neoclassical Art History 

Jacques-Louis David, The Oath of the Horatii, 1784 

Jean-Auguste-Dominique Ingres, Princesse de Broglie, 1851–53 

Oil on canvas, 121.3 x 90.8 cm, The Metropoitan Museum of Art 

Canova, Psyche Revived by Cupid's Kiss, 1757-1822 

Marble, 1.55m x 1.68m x 1.01m, The Louvre, Paris  

Jacques-Louis David, The Death of Marat, 1793 

Oil on canvas, 165 cm × 128 cm, Brussels 

Look online for close up 

colour versions of each 

artwork, a copy of the slide 

presentation, and links to 

other resources. 



Art Analysis  
 

 

Please choose one of the art historical artworks for analysis.  

 

Write your responses to this artwork on its own page in your sketchbook.  

 

Please cut out the artwork from your booklet and glue it to the top of your page before you write. Make 

sure that you include the artist, title, and date. 

 

(3 pts) Observe: Please list what you see in this artwork 

(list six things you see in the artwork)  

 

(2 pts) Analyse: What techniques and styles did the artist use to show this to you? 

Consider materials, composition, colour, pose, expression, lighting, presentation, clues for meaning, etc... 

 

(3 pts) Interpret: What do you think the artist is trying to communicate? 

 

(2 pts) Evaluate: Did they do a good job of communicating it? Why do you think this? 

In other words, is this a good artwork, and why? This is different from your personal opinion. 



Make sure you are looking at source images and not drawing from your head. -SH

Don't spend too much time on idea generation. Keep your thumbnails a reasonable

quality so you can quickly do your preliminary drawing and start the project. Keep goals

in mind for where you want the project to be in the time span. - JH

Don't do the same thing more than once. If you've made a landscape before try

something new, it's a lot more interesting and fun. -EM

When doing the word as opposed to the picture idea generations write down anything

and everything. Every idea counts so it is important to put it al l down even though you

may already have an idea. By writing it out it helps improve your current idea. -MC

Write down everything that comes to mind b/c it wil l almost always lead to better ideas. If you're running

late on the previous artwork, just do the idea sheet at home. Don't spend too long on it, it won't real ly

matter as much as the actual artwork. - ES

Don't take too long on one idea. Keep going and branch out! -JB

Don't judge any of the ideas until they are al l done. Come up with as many ideas as you can and try not to

settle on one idea until you're done making all your ideas. -MS

Use lots of stuff that you are interested in an love because it wil l be easier to expand on it and it wil l be

easier to work with. -MS

Start with a broad idea and then make use of remaining idea blocks to draw in by experimenting with that

broad idea in detail . e.g.: if drawing a dog, do closeups of hair, fur colour, expressions, blending, etc. -MS

Your teacher wil l tel l you that you can work on your ideas into the time that you should be spending

painting/drawing - don't! Bring idea stuff home if you must. Come in at lunch if you're

behind. -LS

Although the idea generation may seem redundant (especial ly when you have an idea

already in mind), expanding and coming up with additional ideas that pertain to your

original ideas can help you improve your idea by making it more unique, complicated,

insightful , or wacky! You may also find yourself coming up with a better idea for the given

medium, or an idea to keep in mind for future projects. - LF

If you are printmaking, painting, drawing, using clay, etc. always ALWAYS use reference

images it wil l make your art work so much better. -CD

“

”

Advice from former students
Ideas for Textural Explorations



 SINGLE WORD  = 1 IDEA  
 PHRASE  = 2 IDEAS  
SENTENCE/QUESTION = 3 IDEAS  
 SKETCH/STORY = 5 IDEAS 
 

Be organized: make sure 
your idea generation pages 

are together in your 
sketchbook. 

Visual Arts - Sketchbook Idea Generation       ___/25 

Generate ideas with web maps, drawings & lists (1–4 pages) 

 
Use a webmap (or other process) to come up with LOTS of ideas! Use both words and small drawings. 
Add inspirational images. If you already have an idea in mind, make that your central theme and 
expand upon it. Let your ideas wander - one idea leads to another.  
 
 

Counting and connecting 

 
Count your total ideas: ______ 
 
Edit and combine! 
• Draw squares around your best ideas. 
• Draw dashed connection lines between the ideas that work best together. 
 
 

Reference practice (1–2 pages) 

 
Gather reference images (or preferably objects) so you can accurately observe the challenging parts of 
your artwork. Observing things in real life is preferred, followed by taking and using your own photos. If 
you are using photographs, please print them or save them where you can access them very easily.  
 
You may use existing artworks as compositional or technical references e.g.: colour composition, 
brushwork, etc. HOWEVER, YOU MAY NOT COPY THE ARTWORKS OF OTHERS.  
 
Make painted or drawn sketches of these source images below. Practise using the same materials you  
are considering for your final artwork. 
 
 

Draw thumbnails (1 page) 

 
Create at least THREE thumbnail drawings - quick sketches that you use to try out your ideas. They 
should be based on the best ideas and combinations from Step 2. EXPERIMENT: unusual angles and 
compositions can be the things that make your artwork stand out from everyone else's. 
 
 

Preliminary drawing (1 page) 

 
Draw a frame below, then take the best possibilities from your thumbnail sketches and combine them 
into an improved composition. If you tackle the most challenging parts of your artwork now, you may 
be able to work out the bugs before you start your good copy. 

 Adapted Gr 10 Visual Arts 10 Visual Arts 11/12 
0 pts 0-9 ideas 0-19 ideas 0-29 ideas 
1 pt 10-19 20-39 30-59 

2 pts 20-29 40-59 60-89 
3 pts 30-39 60-79 90-119 
4 pts 40-49 80-99 120-149 
5 pts 50-59 100-119 150-179 
6 pts 60+ 120+ 180+ 

  Adapted Gr 11/12  

Part 1 

 
___/6 

# of ideas 
 
 
 

Part 2 

 
___/1 

counting 
 

___/2 
best ideas/

connections 
 

Part 3 

 
___/2 

collected 
images 

 
___/4 

reference 
practice 

 
 
 
 

Part 4 
 
 

___/4 
number 

and quality 
 
 

Part 5 
 
 

___/6 
quality of 
drawing 



Midway feedback
Textural Explorations

In terms of TEXTURE , what is your partner doing wel l in their artwork? What specifical ly
do they have to improve on, and where should they do it?
Consider: variety of textures, qua l i ty of each area of texture, qua l i ty of observation for rea l istic textures, and so on.

•

•

•

In terms ofMATERIAL USE , what is your partner doing wel l in their artwork? What
specifical ly do they have to improve on, and where should they do it?
Consider: d ifferent kinds of mark-making, abi l i ty to shade effectively, keeping the medium crisp and dynamic, colour mixing (where appropriate),

blend ing, and so on.

•

•

•

In terms of COMPOSITION , what is your partner doing wel l in their artwork? What
specifical ly do they have to improve on, and where should they do it?
Consider: do they have a base layer a l l over, how wel l developed is the background, how wel l ba lanced are the l ights and darks, how wel l ba lanced are

the colours/how wel l ba lanced are the textures, do they have a clear colour scheme, and so on.

•

•

•

•

Advisor: ________________________________

Artist: ________________________________
Score: ____/1 0

___/3

___/3

___/4



Project Reflection 
  

  

  

At the end of each project you will reflect on what you did and how you grew as an artist.  

  

Please answer the following questions in your sketchbook on its own page(s). Your reflection 

will be marked out of 10 points. Be specific in your writing: tell us exactly what you did, where, 

and how for each question.  

  

  

  

 1. What is your artwork about? Do you think you succeeded in expressing this? 

Explain.  

  

 2. Describe at least three things about your artwork that you feel are successful. These 

can be technical, compositional, or expressive. 

  

 3. Describe at least three things about your artwork that you feel need improvement. 

These can be technical, compositional, or expressive. 

  

 4. What challenges did you face in making this? What did you do to help overcome 

them? 

  

 5. What advice would you give to others based on what you learned throughout this 

project? 

  

 



Erin MacLennan, Spring 201 4.

Sl ightly MacIntosh, Spring 201 4. Rachel Church, Fa l l 201 3.

Gayathri Ponneri , Spring 201 4.

El i za Meeson, Fa l l 201 3.

Yuri Jung, Spring 201 4.

Sara Haroun, Spring 201 4. See these in deta i l a t our onl ine ga l lery

Wil l Fi tzgera ld , Fa l l 201 4.

Gavin Foster, Fa l l 201 4.


