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Course Description: 

Life Drawing II is a course centered on drawing from the life model which builds and expands upon the same perceptual basis of knowledge and skill attained in Introductory Life Drawing. Life Drawing II is designed to reinforce a fundamental understanding of complex drawing concepts (both perceptual and abstract), including those of: the representation of plastic form; motion in space; and the affects of the passage of time, through a thematic exploration of the figure as an animate, and subsequently unique, drawing motif. 

Learning Objectives and Outcomes:

-Students should demonstrate a sensitivity to the life model as a unique plastic form in space. The quality of this understanding is to be gaged based on a variety of conceptual and material criteria, and to be guided individually and specifically through the following perceptual investigations:  

-Line as it relates to time, space and movement: Students should demonstrate an openness to line (blind contour, continuous line-contour and contour) as a fundamental notation of the kinetic connection between the draftsperson's eye and hand as he or she negotiates form. This understanding should be developed until he or she is able to deal fluidly with the figure in a variety of static as well as dynamic poses, and in a manner that is responsive to different durations of time. 

-Students should demonstrate a mastery of the complex and mobile mass of the figure in space. Students should be open to gaining this understanding in ways that deal obliquely with the figure and which call into question the physical reality of the figure as well as the physical reality of time as it affects the figure. In one instance I will ask students to draw from the figure obscured or covered by drapery in order to develop their basic understanding of the complex physical mass of the body. Subsequent oblique explorations will be made in order to advance the students' abilities and understanding. 


-Students should demonstrate a willingness to draw the figure on a variety of scales, and also to work very large on occasion. Students should also demonstrate a willingness to accomplish a large work in a small amount of time as well as a small work in a large amount of time. They should demonstrate an equal amount of engagement and interest in both objectives and the drawings should, equally, stand alone as convincing and cogent works.  

- The quality of all drawings will be dependent upon the students' successful ability to seek unique and poignant translations of the very fundamental notions of: the intrinsic physical tensions and realities of the figure that allow for balance, movement and stasis; AND the external or outward observable realities of the figure in combination and contact with a physical environment. Quality is related to believability and naturalism and the understanding of how artists put these concepts to use in a variety of ways. 


-I intend that students understand materials in relation to the concept or meaning of their work. Materials should be sensitively demonstrated to serve a purpose in conveying an idea or exploring a perceptual concept. Students' should be able to have a mature artistic conversation about their choices and intentions for their works. Students should be able to engage the visual results of material 'chance' and purposefully 'accidental' processes and to develop these beginnings toward a cohesive visual destination in relation to the figural motif. 

-Students should be able to conduct a thematic and progressive drawing investigation over a duration of time and in response to their own particular interests in the figure. 

-Students should be able to create convincing drawings that define figural 'naturalism'; students should be able to perceptually qualify the various ways in which artists use figuration to define 'naturalism' apart from a purely anatomical approach or study. 

-Students must be able to clearly, thoughtfully and articulately use their knowledge to speak about work during critique. 

Homework: 

The formal schedule of homework will be determined as we progress throughout the semester. There will be between 3 and 4 major projects and these will be supplemented with quicker and more preparatory or explorative work. At least one of these projects will be a large self portrait done in one long session. Other projects will be determined by the progression of in-class drawings and as an extension of the investigations you begin as you work in class.  

At this level, it is expected that you spend at least 6 hours on homework every week. Homework will be evaluated throughout the semester during a series of in-progress (informal) and final (formal) critiques. It is mandatory that students willingly and thoughtfully participate in these critiques and that they demonstrate the ability to speak critically and conceptually about the work. 


Three mandatory readings will also be assigned throughout the semester. These must be read carefully and students must participate in the class discussions of the readings. Most likely, I will excerpt chapters from A Giacometti Portrait by James Lord for each of these readings. I will give you the readings at least a week in advance of discussion. Please highlight what is distinct in these, to you as the reader. Take notes and have at least two thoughts, questions, or points of interest ready to share with the class. 

Attendance and Grading: 
Attendance is Mandatory; a large portion of your grade will be based on your participation in class and this time cannot be made-up for. You are allowed two absences during the semester; every third and subsequent absence will result in a full grade deduction from your final grade. Tardiness will not be tolerated. You must be present and set-up when class time begins. I will not take time out of class to explain missed information due to tardiness. I generally lecture at the beginning of class. These lectures will vary in time and may include slides or other visual materials. These lectures and/or slides will not be posted on blackboard. I do use blackboard to send class emails and to sometimes explain homework in more detail. 


Grades will be assigned twice during the semester: Once during a Midterm review and Once during a Final review. 

Grading of all work will be based on the following considerations:

-Artistic creation is a comprehensive, developmental activity. Grading is based on the students’ performance in several related areas:

-Evidence of understanding and mastery of techniques and concepts

-Implementation of those ideas in assignments

-Degree of participation in class and in group-critiques

-Attitude and willingness to experiment 

-Initiative demonstrated and individual effort during and outside of class

-Overall preparedness and progress through the semester

-Students completing the basic requirements will receive a ‘C’ grade

-Students meeting the basic requirements of each assignment who attend every class and contribute to the general educational environment of the group, will receive a grade of ‘C+’

-‘B’ work exceeds the basic requirements. ‘A’ work is exceptional

-Talent alone does not ensure a good grade in this course. A student who works hard, adheres to the assignments and applies the lessons will excel. 

Percentiles that constitute my grade weighting system include the following:
35%- Artistic work ethic- are you investing the time or are you just ‘trying to get by?’.
50%- Commitment to quality (closely related to work ethic)
          1. Willingness to accept constructive criticism and devotion to improving abilities
          2. Appropriate presentation of work
          3. Amount of advancement during the semester as determined by comparison of earlier                                                                                                                       and later works

15%- presentation of final project and final portfolio.

Classroom Conduct:



NO USE OF ANY ELECTRONICS DURING CLASS TIME!!

Absolute respect must be shown to our models at all times. 


-As with any academic class, you are subject to the rules and penalties of the Student Code of 
Ethics. 


-Work time is work time. Talking and chitchat are distracting and are not permitted. However, 
you are encouraged to have thoughtful and critical discussions with one anotherregarding your 
work. By this time in your academic career, you know when and for how 
long this type of 
discussion is appropriate. 

      -We will all treat each other with respect and behave in a manner conducive to learning. 

      -The studio will be kept neat and safe at all times. As in any art class, this means paying close                    attention to the use of your materials in order to ensure the safety of everyone. 

Materials:

I would like you to use a variety of materials and to experiment with combinations of materials. This is a list of essentials. I would prefer that you invest in a decent quality paper such as BFK Reeves, Stonehenge, or Arches for some of your in class as well as out of class work. I would also like you to work larger than the standard 18 x 24 format. Buying a roll or bulk order of this paper is a good idea. You can always split it with other students to defray some of the cost. ASW Express art supplies is a good online source. 

Essentials:

Masonite Drawing Board 32”x48” (may be purchased and cut to size at Lowe’s or Home Depot)
18”x24” drawing paper (pad) for wet and dry media, get a nice weight paper, not thin or flimsy
 (Strathmore) 
An 18x24" pad of Newsprint

A viewfinder (3”x4” with a window) 

A Sketchbook 9”x12” or 11”x14” (hardbound) 

SOLID GRAPHITE Drawing Pencils 2H,HB, 2B, 4B, and 6B

2 Lithography Crayons (or China Markers)
Masking Tape

Vine charcoal (soft/ meduim) several large packets 
1 fine felt tip sharpie
One package (12 sticks) (Alpha color Char kole)

Large Kneaded Eraser

White Staedtler Eraser

Workable Spray Fix 

Pencil Sharpener

Several plastic cups for water and ink

Sume ink Brushes (bamboo handles)

Small tube of each: Mars Black and Titanium White Acrylic Paint 

Black Waterproof India Ink
Craft Exacto Knife with extra blades
Glue: Sobo Glue or Mod Podge (I also  recommend Weldbond which may be ordered from Dicblick 


Specialty Paper (buy 5 sheets to begin with) 22x30"

Rives BFK

Semester Readings (will be assigned a week prior to discussion):
-A Giacometti Portrait by James Lord (various excerpts) 

General Semester Concepts and a limited description of some Projects:
* Note, with upper level classes, I reserve the right to amend the syllabus and the calendar according to need. This document will not serve as a calendar of events should you miss class. 

General Concept #1: The exploration of Line and the exploration of Motif:

For most of these investigations, we will be working on lower quality paper, in a larger format than most of you have been accustomed to in the past. 


We have been accustomed to using line as a tool for representing what we see. We are familiar with it as a tool for describing the boundaries of forms and space. We are also aware that line articulates a type of space based on how it is applied and based on our own sensitivity to it in how we apply it; how it relates to issues of touch and pressure;  and to how it relates to our own kinetic disposition toward the surface of the picture plane. With these qualities in mind, I would like to explore the expressive potential of line while sorting through investigations that engage: movement; methods of visual addition, accumulation, and critical subtraction (editing and problem solving). This unit will also be concerned with the issue of TIME, and how the drawing represents both: a documentation (or record) of time and experience, and eventually as a static form capable of engaging perceptual sensations relative to time. 

John Berger, when describing a figurative work, described the piece as being about the artist's conception of the body of sitter's pressure on her clothing. When visualized, this notion might suggest a space of low relief in which edge must function to communicate depth of field as a felt sculptural experience. Line gives us a unit of expression that is very simple and yet, very versatile. Drawings that are convincing as visual objects somehow convince on the merit of the connection between the draftsperson's eye, hand in connection to what he or she sees. In a basic sense, when the artist employs something such as blind contour line as the basis for making a visual investigation, the connection between distance traveled by the eye, has an somewhat automatic correspondent in the distance the hand travels with the materials. Employing issues of touch and pressure with the hand and materials complexify the representation, making it capable of communicating the physical realties (not necessarily visual) of weight, tension, contact etc. 


Because the figure is an animate form in space, it offers a very unique and complex experience in drawing. Because they change and are influenced by time, animate forms more quickly call into question the artifice of line as edge; they also help the drawer understand the necessity for addressing what is internal and intrinsic, often unseen but suggested by the body as it is observed in space and over a period of time. Seeing and responding the results of weight, gravity, and fatigue are all realities that a mature artist should be sensitive to with the most simple of material and expressive means. 

During this unit, we will do a series of large linear drawings (with a variety of media) from the figure obscured by drapery. Sculpture, and drawing as a sculptor would sculpt, will be our primary referents for exploring these concepts: Rodin; Figuration in the Bomberger Doms, Degas and the lithographs of Whistler, and the sculptural work of Diana Al Hadid. 


We will discuss HOW all of this works and WHY throughout the process. This unit will also take us enable us to step from the observable motif into the use of drawing as a visual language of understood tools. How we use these tools to: Begin, Respond, and Change will be the primary methods for accomplishing learning and will also help us to evaluate the quality of the results. 


Homework:
Outside of Class: 12 hour long, life size self portrait in pen looking 'down' the seated body and engaging a spatial relationship or comparison with an object on the floor. The methods and goals of this project will be further explained in class. 

Idea Set #2: 


The second set of visual ideas that we will explore will relate to the fundamental masses of the figure and how to find and build these masses as a network of connections. My objective is that you understand how the body exists in space, i.e., what kinetically makes it function in the way that it does. For instance: How do the masses of the body stack in order that it stand upright, walk etc. without falling down or tipping over? A simple question such as this constitutes a very complex drawing challenge in an effort to create naturalism and believability in a figurative work. 

We will begin to approach this challenge through the use of a limited tone, tonal collage on a large scale in which we attempt to deal with the entire figure in a seated pose. I will ask that you be open to approaching the collage in the most basic way possible, using only three tones, and by building the figure only using shapes of torn paper. In this manner, you will seek out the relationships of the most large and basic masses and build the figure according to the perceptual issues of weight, balance and asymmetry that define the corporeal reality of the body in space. Use of collage will be expanded upon and developed thematically throughout the semester. Two of our primary referents for this unit will be the work of Kara Walker and William Kentridge. 

Idea Set #3


Cropping and foreshortening as pictorial devices for engaging environmental sensations of scale and space. During this unit, we will explore the space of the body itself, and its potential to create space (as a volumetric gesture) within the picture plane. We explore the visual presence of the body and how cropping influences the viewer's assessment of scale, distance and proximity. 

Idea Set #4


We will begin to look at the figure in motion and to deal with multiple figures in space. This will be accomplished using a single model. We will make drawing explorations that employ repetition, accumulation and erasure to define and suggest issues of time as well as a visual narrative of events. 

Idea Set #5

During this unit I would like to explore the ways in which we can engage 'chance' or accidental processes and then use the visual results of these to help guide or catalyze informed invention relative to what we do know. This will involve a more bold exploration of our materials and also the struggle to attain momentum through investigation as well as the ultimate goal of achieving the visual qualities of wholeness and balance in drawings that may diverge from pure observation and from the initial source. This unit will also require that we create positive disruption within the flow of the drawing in order to understand how to respond to the drawing itself and how to make large visual changes as well as how to change the direction of an initial idea. We will use additive processes and techniques, but we will also explore subtractive methods as well as the place that erasure, erosion and the removal of materials plays within the potential of the creative process. 

Idea Set #6


The last set of ideas we will explore will involve ways of drawing from the figure that allow us to pull together information from observation and memory, with the ultimate goal being that we are able to complete or further a drawing using imagination and invention. The goals of these drawings will define themselves for each of you as a specific culmination of ideas and interests that you have been establishing and qualifying throughout the semester.

In order that you should be able to accomplish these final drawings, I will ask that you be constantly building observational skills that call on your ability to remember, infer and invent in a way that is sensitive to (and which amplifies) actual perception. We will be experimenting with gathering information from the source in a series of small sketches, and then assembling this information in a larger, more ambitious, synthetic drawing away from the source. I will often ask that you turn your drawing boards away from the model in order to spend short, contemplative, periods of time during which you simply turn and 'look', between periods of actively drawing. 

Openly determined Calendar of lessons and influences (images):

*I will determine the pace of this calendar. We will spend time exploring concepts, week to week. Some of these ideas will engage us for longer periods of time, and some for shorter durations.


Goals for Life Drawing II



1.

Gesture and movement   day one: Giacometti walking man and dog

-What does it mean for a mode of limited expression (ie) a line or a mark to communicate something specific. 

-What is specificity and how does it relate to our perception of naturalism?

-Properties of mass and weight as experience (feeling the gesture within your own body) 


-Mark, line and ACTION of the draftsperson as a form of response, as well as a record of the activity of looking and observing (Jackson Pollock).



2.


The power of shape and overlap as a means of communicating depth of field (foreshortening): Schiele, Diebenkorn, Phillip Pearlstein.


-Chronology of shapes: scale and dominance of the overlap within a visual order. 


-I would like the students to do group drawings that are sort of like ‘immaculate corpse’ drawings… on a full sheet of paper with another paper covering the drawing as it evolves from back to front in space (using a reclining pose).  Students respond to the small prompt or trace that the other student leaves behind, in order to sequentially ‘complete’ the drawing. 

3. Reversing the flow of analysis: 

-Specific to broad (Lopez Garcia) 

-The notion that we have to be as attentive to the surface of flesh as we are to the underlying structure of the armature. 

-First large full scale drawing from the use of small sketches composed in the classroom. 
-Enabling a structure of events to unfold through strategic analysis of the form in parts--( whole. 


-Covering the figure in order to understand shape and mass (Willem de Koonings early paintings, Diebenkorn, Elmor Bischoff) 

-Gesture and the internal gesture of the form, seen also as description of the figure in contact with and responding to a support/chair (Uglow, Coldstream)

-Gesture as attention to the parts relative to the whole and exaggeration as a method for understanding (Mannerism: Pontormo, Ingres) 


-Midterm, drawing at the museum on a Friday


4.

-A few one session drawings


5. Second long term project is the figure on a large scale as formal and conceptual expression.


-Uses of cropping, fragmentation, layering, transparency. 

-Motivating a spatial goal through inference to materials and process. Allowing the process to dictate the form:

-Kara Walker
-Leon Golub
-Paula Rego
-Lucien Freud
-Jenny Saville
-Wangechi Mutu

-Jamien Juliano
-Ghada Amer
-Robert Colescott
-Kerry James Marshall 
-Neo Rausch 
-Emil Robinson 

