	
  
	
  
	
  
	
  

Painting and Drawing I and
Painting and Drawing II Curricula

Painting and Drawing I
Perception
The fundamental principles of linear perspective are revisited and reinforced with students in
both Painting and Drawing Levels I and II. Time is spent drawing boxes from observation before
giving students more complex arrangements of architectural blocks or taking them into halls to
draw from life. Students utilize methods they’ve learned such as measuring and transferring
angles and, and they are asked to record correct proportional relationships, with the goal of
creating convincing illusionistic space.
The same methods of observational drawing are utilized when students work from a model in our
figure drawing unit. Measuring becomes increasingly important, as does sighting, in order for
correct proportions to be recorded. As students gain experience, it is expected that they
consider the entire picture plane and are able to fit the figure on the page. Students should
become facile in understanding a pose based on visual cues (distribution of weight, twisting of
hips, shoulders, etc.) and they are expected to be able to communicate that information in their
work.
Students are reminded to use compositional aid devices to select compositions. Composition is
discussed when art historical images are shown. Students continue to understand that intuition
plays a tremendous part in composing and that not all choices are reasoned.

Resourcefulness
Upper School self-portrait assignments allow for more personalized and conceptual work.
Students become more familiar with proportions and begin to draw more intuitively. They begin
the assignment by creating sketches of themselves from a variety of views and with varied facial
expressions. They are asked to consider the entire composition and to understand the impact
that compositional choices have on the content of the drawing. Students are given many
choices in regard to media, scale, and process. Choices in placement of the portrait on the
page, media, facial expression, point of view and use of contrast all speak to an individual’s
resourcefulness in the final drawing.
Upper School students often demonstrate the most resourcefulness through their selective
editing of information. In the wipe down drawings, Level I students are asked to choose an
element from the landscape (most often a branch or section of a tree) and then draw and
model it with vine charcoal and a kneaded eraser. Students then take a piece of paper towel
and wipe the drawing, pulling the towel from the top of the page to the bottom. Students are
instructed that the desired outcome is not to obliterate or erase the drawing, but to soften it.
Next, students make compositional choices regarding where to place the next element
(another branch or section of a tree). Another layer is added and the process is repeated. The
third and final layer is left as is. The desired effect is one that communicates a sense of
atmospheric perspective. This process of laying elements based solely on compositional choices,
while selectively editing other information, is one that utilizes abstract reasoning.
Resourcefulness is also demonstrated by Upper School students in work from the figure.
Assignments requiring students to pull light from a darkened sheet (using kneaded eraser on
paper toned with vine charcoal) require that students work more abstractly and without the use
of contour lines. Additionally, wash drawings on gray paper incorporating white and black ink

require students to model the forms and make choices regarding where to place the greatest
emphasis.
Additionally, all Upper School painting and drawing students must be resourceful when painting,
as they are given only the primaries and white and are expected to paint from still life
arrangements using a full palette. Students are required to look extremely closely at the color of
the objects and analyze whether it’s cool or warm, intense or grayed, and whether its value is
light, medium or dark. Students then have to mix the color, constantly adjusting it until it’s as
close as possible to the observed hue.

Character
The more casual climate of the painting and drawing studio requires students to exhibit a little
more maturity, self-control, and cooperation than is, perhaps, needed in other disciplines.
Students are given more freedom (for instance, they don’t sit in assigned seats) and are
expected to behave in way that is conducive to a productive, enriching, and cooperative
environment. Students learn quickly that the studio is a place of serious activity. They are
expected to get their work out upon entering class and remain engaged with it until the end of
the period. Students are expected to show respect for the studio, their teachers, each other,
the maintenance staff, their own work, the work of others, and classroom supplies. The faculty
models seriousness of subject and steers conversation to the subject at hand. The faculty
expects students to have the same level of engagement that they bring to their other classes.
Students are expected to be responsive, thoughtful and respectful in their interactions with
visiting artists and the model. The figure drawing unit in particular is a cooperative project that
expects good citizenship, as students work from easels arranged around the model and are
constantly instructed to walk around the room looking at each others’ work. During critiques,
the faculty expects each student to have a respectful, supportive attitude and approach to
talking about other peoples’ work. Because students are all working on the same assignments
they should be able to recognize things that benefit their work and others’.

Craftsmanship
All instruction in technique also emphasizes craftsmanship. It is demonstrated to students the
proper methodology for applying media and caring for materials and one’s own work. Since
verisimilitude is an objective of each assignment, careful application of the media is a necessary
skill. Craftsmanship and skill level advance with experience. Students in Painting and Drawing
Level II are expected to have a higher skill set than Level I student. The complexity of the
assignments reflects this.

Vocabulary
Before most assignments art historical examples are shown and appropriate language is used to
discuss an artist’s technique, the stylistic period from which it comes, etc. In the Upper School
the faculty reinforce some basic skills and vocabulary (horizon line, orthogonal, primaries,
secondaries, tones, tints, chiaroscuro, contrapposto, etc.). Students learn vocabulary through
demonstrations and presentations and are expected to use that language during critiques and
discussion.

Painting and Drawing I Curriculum

Gesture
As the class is team taught, one of the
instructors models while the other assists
students with their work. Poses range
from five seconds to five minutes. Using
vine charcoal, students are expected to
work rapidly throughout the form,
refraining from creating purely contour
drawings. Students are taught to see
and record axis and direction.
By
drawing rapidly, students learn to
quickly respond to subject.
Through
sheer number of drawings, the students’
ability to render proportions improve
rapidly.

Perspective and Line
Students draw from small still life arrangements of
architectural blocks with pencil on 12” x 18” paper.
Students become proficient at transferring angles,
drawing straighter lines, and evaluating their work in terms
of perspectival accuracy.

Perspective and Value
Students take a gestural approach to drawing
larger, simplified geometric arrangements. Each
still life consists of a large book, cylinder and
carton. Students spend a period creating timed
gesture studies with pencil on newsprint in order
to establish solid compositions and confidence
with drawing the forms. Next, lamps are focused
on the still lifes to create dramatic arrangements
of light and dark. Using white conté pencils and
crayons on black paper students draw the
arrangements with focused attention on value
instead of line. Students must use white selectively
and do substantial editing.

Variation

Students draw paper bags using sepia conté on tan
paper.
Students also draw stacks of books and suitcases.

Value

Students create what we refer to as wipe
down drawings from the landscape. Students
are shown traditional Asian landscape
drawings and examples of atmospheric
perspective. Using compositional aid devices
and vine charcoal and kneaded erasers,
students choose an area of a tree to draw on
19” x 25” pastel paper. After drawing a section
of the tree, the drawing is wiped with a paper
towel. Two subsequent drawings are layered,
achieving
the
effect
of
atmospheric
perspective.

Foreshortening

Students are positioned at either end of a mannequin so
that they experience the most foreshortened view
possible. To enhance the effect, the mannequin is placed
on a table, closer to their eye level. The instructor
demonstrates many of the same observational techniques
students learned during the unit on linear perspective.
Measuring becomes paramount, as does understanding
proportional relationships. One period-long studies using
pencil are created before longer drawings are attempted.

The Skeleton
In preparation for our work from the model, students draw
the skeleton to become more familiar with anatomy and
proportion.
Students begin with a gestural approach,
blocking in the figure, before adding detail. Two period-long
drawings are completed using pencil.

Students tone their paper using vine charcoal.
Drawings are developed using vine charcoal,
charcoal pencils and kneaded erasers. Drawings
are completed in one to two periods.

Figure Drawing Using Line
Students are shown the work of Paul Cadmus before
beginning 18” x 24” drawings of the model. Using conté
crayons and conté pencils, students focus on using
hatching and cross-hatching to describe the planes of
the figure as well as light and shadow.

The same assignment is completed using a section of the
model as subject.

Pen Drawings from the Landscape
Using compositional aide devices, students
select an area of the landscape they’d like to
draw. Students use pen to continuously build
value through line.

Color
Students create full value drawings of still life
arrangements before creating an acrylic
painting using only the primaries and white.
Color mixing, intensity and graying of color
are stressed.

Self-Portrait

With the aide of mirrors, students draw themselves
using vine charcoal on a Canson Mi-Teintes paper of
their choice. Students are asked to first block in areas
of shadow (using only the side of the vine charcoal).
Next, students wipe down the drawings with paper
towel, creating a surface from which to erase in order
to create areas of highlight. Students make decisions
about scale and expression. Verisimilitude is stressed,
though the strength of the drawing is valued over the
accuracy of the likeness.

Painting and Drawing II Curriculum
Gesture

As the class is team taught, one of the instructors models
while the other assists students with their work. Poses range
from 5 seconds to 5 minutes. Gesture drawings range from
purely linear to exercises involving massing.

Movement
Students draw a sequence of three poses. The model is
shown in action, progressing through a movement.
Drawings are done using vine charcoal on 24” x 26”
newsprint. Students spend three minutes on each pose.
Four drawings are done per period.

Layered Movement
Students draw model in the same pose from three
different views. Students complete gesture drawing on
large paper before moving two easels to record the
model from a different perspective. Drawings are done
using progressively darker media.

Drawings Using Sticks
Using black conté crayon attached to a 24” stick, students
create large five minute drawings of the figure. Students
are forced to step back from their easels while drawing and
draw in a manner in which they’re unaccustomed.

Wash Drawings
Using india ink and
brushes, students
create drawings
from the figure.

Variation
Students create a gesture drawing in wash. The model
and student maintain their positions while students use
the rest of the period describing the pose, light and
shadow with India ink and white tempera on slick, grey
posterboard.

Perspective and Value
Students begin with two minute drawings
of chairs in order to establish solid
compositions and confidence with
drawing the forms.
Next, lamps are
focused on the still-lifes to create
dramatic arrangements of light and dark.
Using white conté pencils and crayons on
black
paper,
students
draw
the
arrangements,
though
using
line
minimally.
Students must use white
selectively and do substantial editing.
Students may also use sepia conté on tan
paper.

Variation
Attention to negative space is stressed.
Examples are shown from Chaet’s Yale
drawing book.

Color
Using a still life as subject, students create an
underpainting in burnt umber in order to
understand value and create a solid composition.
18” x 24” full color paintings are then created from
the still lifes. Brushwork, value, intensity and graying
of color are stressed.

The same assignment is done using drapery
as subject.

(Figure Drawing, continued)

A professional artist’s model is hired for 6 weeks each
year.
Gesture is revisited to have students again
become familiar with the forms. Sustained drawings are
created using toned paper, charcoal and kneaded
erasers. Drawings are also created using sepia conté
crayon on tan paper, and white media on black paper.

Figure – White on Black
Figure drawings are completed using white pastel on black
paper. Students are required to look closely at value and edit.
As strong and direct light as possible is used.

Line
Small studies in sketchbooks are completed first. Pen drawings are created from the landscape
using a scribbled line approach. Students use a build up of line to describe volume, as well as
light and shadow. Examples are shown from Henry
Moore’s sheep sketchbook.

Variation
Students create a watercolor monotype by
drawing with water soluble media on
sanded Plexiglas. Dampened paper is put
over the plate before it is transferred via an
etching press. Students use a variety of mark
making techniques and are encourage to
be experimental with the media. Students
must also think about composition differently
as the image prints in reverse.

Self-Portrait

Using
themselves
as
models, students create
full value ¾ length selfportraits with charcoal
on 24” x 36” paper.
Examples by artist Mary
Borgman are shown.

	
  
	
  
	
  
	
  
	
  
	
  
	
  
	
  

