SUFFOLK COUNTY COMMUNITY COLLEGE

Ammerman Campus

Course Outline
Course:
VA30 2-D Design, section 0919
Semester:
Spring 2004
Instructor:
Dan Gilhooley, office H-104, 451-4784, gilhood@sunysuffolk.edu
2D Design Guiding Principle:

“Beauty is not in the eye of the beholder.”

1. Instructional Procedures:

A. Lecture and demonstration by instructor.

B. Group critique of student work as well as works of art and nature presented in reproduction or slide.

C. In-class solution of studio problems; students will each receive individual instruction.

D. Oral presentation by students.

2. Student Requirements:

A. Students will attend all classes and participate in class discussions and activities.  Students must come to class prepared to work; students arriving to class without necessary materials will receive an absence for that session.  During the course of the semester one absence will be permitted, after which further absences will reduce a student’s final grade at the following rate:  (for a course meeting twice weekly) each absence will reduce a student’s final average by 4 points.  At the discretion of the instructor, students will be able to make-up an absence by “doubling” a homework assignment (i.e., completing twice the amount of assigned work).  If the instructor approves this arrangement, allowing a student to make up an absence, the “doubled-up” homework is due one week later than the original assignment due date; otherwise the absence stands.  Three or more absences will be cause for withdrawing a student from the course.

B. Students will complete all assigned reading, writing and studio projects.  Readings will be assigned from selected sources to acquaint students with classic primary sources in the field of design.  Students will write 7 weekly logs (on 5 x 7 inch index cards) in response to various assignments.  In addition, students will analyze the design of a two-dimensional work of art and make this the basis of a brief oral presentation.  Students will complete 12 weekly studio assignments; the first half of the course will be devoted to the application of design principles to form, while the second half of the course will be the application of those same principles to color.

3. Grading:

A. Criteria include attendance, punctuality and participation, skillful and timely completion of studio and written assignments.  The instructor may reduce a student’s final average for deficiencies in these areas. The approximate proportional relationship of coursework contributing to the final grade is:
Studio assignments:


65%

Weekly logs:



30%

Oral presentation:


5%

4. Course Objectives:

By the completion of the course each student will be able to:

A. Interpret visual perception as an active, goal-directed process characterized by selective attention and fundamental distortions such as those resulting from simultaneous contrast.

B. Distinguish between active and passive forms of visual stimulation.

C. Explain the significance of balance, symmetry, asymmetry and dynamic equilibrium.

D. Define concepts of order and unity.

E. Explain the importance of repetition and its by-products:  rhythm, pattern and proportion.

F. Distinguish between ambiguity and multiplicity with the context of “unified variety.”

G. Differentiate between everyday experience and “artificial” experience such as art.

H. Explain the importance of the gestalt principle of figure-ground; describe the significance of polar states such as active-passive, light-dark, warm-cool, ordered-chaotic in esthetic communication.

I. Provide an in-depth description of art as a form of communication.

J. Distinguish between semantic, syntactic and pragmatic forms of meaning in artistic messages.

K. Describe principles of simultaneous contrast and contrast enhancement and explain their importance to design.

L. Demonstrate sensitivity to color through the creation of measured contrasts within each of its three dimensions:  hue, value and saturation.

M. Explain the role of contrast in organizing a design utilizing the concepts of emphasis (focal point), part-group-whole, and hierarchy.

N. Exhibit fluency in the concepts associated with color organization and harmony:  primary, secondary and tertiary hues; achromatic, monochromatic and analogous combinations; complements, split-complements and other triads.

O. Manipulate skillfully the attributes of color and form to produce a variety of asymmetrically balanced compositions.

P. Make succinct written and oral analyses of the design of a work of art.

Q. Demonstrate increased ability to think creatively and critically; to respond to criticism with resilience, flexibility and productivity; to produce work which is emotionally expressive.

R. Explain esthetic experience within a psycho-biological context, that is, as circumscribed by broad principles of evolution and basic qualities of the psychological state of pleasure.

S. Explain why the cliché “beauty is in the eye of the beholder” is false.  (The whole point of learning “principles of design” is to realize that commonly shared properties of esthetic pleasure form the basis of artistic decision-making.)
T. Demonstrate increased empathy and capacity to offer constructive criticism to colleagues.

U. Articulate the several steps in the creative process; describe personally developed criteria for making critical esthetic judgments.

5. Syllabus:

Listed below are design projects we’ll undertake in the term.  (These won’t make much sense until the projects are introduced in class and you see numerous visual examples of successful solutions.):

A. Morphology Studies (in black and white construction paper):  Select 3 pairs of shapes that differ dramatically (e.g., “curved” versus “angular”).  Then create three 5-step transformations between such pairs of shapes.  Finally select two of these transformations and create one large 25-part grid which shows the transformation between these two original transformations. 

B. Visual Activity Studies (in black and white): Create five pairs of shapes which differ in visual activity.  Then use the spatial properties of size, location, orientation, number, and texture/delineation to achieve an equivalent level of visual activity between your original shapes.

C. Visual Activity Incorporating a Natural Object (black and white or color):  Create 5 studies in which the visual activity stimulated by a 2D form is equivalent to the visual activity stimulated by a natural object.
D. Figure/Ground Balance (in black and white construction paper):  Achieve states of visual balance between figure and ground through the creation of five 2-part, and three 5-part compositions.
E. Texture in Type and Nature in Three Shaped Formats (in color):  Using portions of pages from magazines and newspapers (but stripped of semantic content), create balanced compositions in triangular, circular and “arched window” formats.  In one composition create an equivalence of visual activity between the actual texture of a natural object and the simulated texture of type.
F. Transforming Patterns (in black ink on paper):  Create three compositions in which patterns transform (e.g., they become more open or densely packed, the shapes within the pattern changes, etc.).
G. Close-packed Polyhedra (in folded paper attached with scotch tape, and employing “natural materials,” or photographically produced textures):  Using templates developed in class, create a three-dimensional structure from the combination of several close-packed polyhedra (e.g., tetrahedra combined with octahedra) in which texture complements the geometric structure.
H. Dimensions of Color (for this and all remaining projects use color-aid paper):  Create graduated color scales showing transformation in hue, value and saturation.  Create a multi-part, four-primary hue circle.
I. Simultaneous Contrast Studies:  Create seven color studies in which the same color is made to appear different when placed on a different ground.  Create three studies in which different colors are made to appear identical when placed on different colored backgrounds.
J. Transparency Studies:  Using convincing overlapping shapes, and midpoint colors, create effective illusions of color transparency.
K. Albers’ Folded Transparency Studies on a Multi-colored Ground:  Create the illusion of a transparent colored mylar film placed over a multi-colored ground; in one section of the design the mylar film should appear to fold over upon itself.
L. Balancing, Hue, Value and Saturation Contrasts:  Create five two-part compositions in which an equal-valued hue contrast is balanced by saturation and value contrasts in a single hue.
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