Master Class in Portrait Modeling With Luke Shepherd

Aims and Objectives

The aims of the course are 

· to train the eye and develop accurate perception of three dimensional form 

· to go beyond simple and clever techniques
· to find a personal expression

· to demonstrate skills used in silicone mould making &/or bronze resin casting
To develop these aims a training programme has been constructed using the traditional method of portrait modeling.

Over the period of 4 days the following will be covered:‑


•   Developing acute observation


•   Techniques of measurement


•   Learning through trial & error


•   Appreciation of the subtleties of the human architecture


•   Going beyond the knowledge of anatomy


•   Learning to close the gap between what is observed and what can be reproduced

The purpose of the course is not to complete a finished portrait bust, yet it is probable that all participants will achieve this. However, the methodology of working on the bust is used to gain a greater understanding of perception and the skills needed to understand why a particular person or feature looks the way it does; as only what is understood in 3D can be accurately replicated in 3D. Course participants will be encouraged to follow the process of the method, which trains perception, rather than looking for the result of a finished bust.  Those with experience of working in 3D will be encouraged to develop their abilities .

Working Procedure

The 4 day course will be divided into 8 periods of sustained practical clay modeling, interspersed with relevant lectures and discussion groups. The skills used each day will be built upon in subsequent days, so that a working procedure is followed that moves from the simple to the complex, from the external forms to the subtle details. Each day will focus on specific aims and objectives as follows:‑

Day 1


•    Armature construction

· Understanding the problem and simplifying the complexity of the human head


•    Creating a clear intent

•    Using measurement to determine exterior scale


•    Using two dimensional clues to establish the set of the head and basic angular relationships

•    2D drawing to establish structural relationships such as head to neck

•    Triangle of face to overall head size

•    Angle of nose in relation to brow

•    Curve of profile in relation to ear

•    Relativity of high points on profile

•    The use of clay and modeling tools

•    Modeling of profile

•    Moving from 2D to 3D observation

•    Establishing high points, measuring and building out to these points

•    Locating high points in space and developing exterior periphery of 3D form

Demonstrations

•    Building an armature for clay modeling

•    Establishing the first 4 points in space

At the conclusion of day 1 the work should resemble a working structural map of what has been observed with no reference to detail or surface finish at this point.  As such, day 1 is the most technical and sets the foundations for all that follows.

More notes on working procedure

The first 15 minutes of every modeling session will be spent checking that which has already been accomplished. This ensures that no errors are in‑built. Modeling is a process of building up a series of perceptual layers, not physical layers. As perception of the details builds up over the time spent observing the model, it is important to identify these layers and which layer is being honed in on, leaving the more subtle and complicated detail to the later more advanced stages.

Working in this way ensures the minimal of reworking. Perfection in modeling would result in never having to undo or scrape back to the previous layer. However, this is a theoretical rather than practical ideal.

Day 2

Day 2 is also a structurally orientated day and continues to build and develop the accuracy of the bulk of the head. At the conclusion of day 2, the clay contains no detail of any specific feature, yet structurally resembles the model as if seen from 25 yards away. The, specific aims and objectives for day 2 are as follows:‑

•    Working the volumes of the head

•    Observing high points of form


•    Using profiles to see form

•    Creating space for the eyes and mouth

•    Drawing on the clay

•    Blocking out the volume/planes

•    Indications of style

Demonstrations

•    Creating the depth

•    Viewing in 3D and connecting the planes

Day 3

•    Establishing the chin, brow and cheeks

•    Measurements of the details

•    Not losing sight of the whole when working on the detail

•    Modeling the details

•    The use of style and rhythm

•    Perception vs. actual form

Demonstrations

•    Modeling the ear, nose, eyes and mouth & hair

Day 4

•    Modeling the Details

•    Bringing the clay to life

•    The importance of light, tone and shadow ‑ the hole and the bump

•    Preparing the clay for firing

Further notes on working procedure

Modeling can be very quick when one knows why a feature looks the way it does ‑ or when one understands the specifics of a 3D form. Observation alone gives enough information; as all the information needed is contained in the model. Therefore each participant will be encouraged to spend more than 70% of their time looking at the model and only 30% of their time actually working in clay, as modeling is to notate in 3D what is visually understood.

Lectures on Sculpture

Supportive Lectures will be given alongside the modeling sessions that cover the following aspects:‑

•    Perception and how the eye recognizes form

•    Style in sculpture

•    Sculptural language

•    Proportion

•    Rhythm & grace

At the completion of the 4 days the clay will represent what has been visually understood during this period. The course will conclude with a group critique of the works made during this period and an overall assessment of what has been achieved and the benefits gained. The clay can either be prepared for firing or casting. 

The course is structured in a way that relates to the same approach as when undertaking a portrait sculpture commission.

Namely, that the 8 modeling  sessions each have a specific aim to achieve before the subsequent session.  Working in this way encourages the development of intention and clarity in the development of the work.

Notes for Portrait Modeling Luke Shepherd

Stages of development
1.  
Establish a secure armature 

2.  Establish a profile.

From 2 fixed points measure towards the tip of the nose, the bridge of the nose, chin etc. This allows the profile to be accurately understood.

Ensure that all measurements, and especially the angle that the head and face sits on the neck, are accurate before proceeding.

Lines can be drawn that help to establish the basic planes of the brow and nose and how these project. A concave line can be imagined into which the profile sits. This helps to establish a definite tilt / projection of the profile.

3.
Fill out the volumes


Working from the front, establish the central line of the eyes, bottom of nose and mouth. Ensure that the relationships between these lines are accurate before proceeding. Measure the width of the eyes, nose and mouth and mark these in the clay.

Remember at this stage to be looking to establish the points in space, rather than to complete the finished head or the finished surface. Lines can be drawn that give the angles between the corners of the eyes, the nose and the corners of the mouth. This helps to establish the correct balance of the major units that make up appearance. However, general appearance is given not by the detail, but by what you can observe as if from a distance away.

4.
Barcodes


Draw a system of “bar-codes” that correspond to the individual features of the sitter.
5.
The next stage is to observe the curved lines that travel around the head. This helps to accurately fill out the volume and to make the connection between each part of the head so that each part contributes towards the whole rather than existing in isolation.
6.

Eventually the surface has to be understood in all 3 planes simultaneously. Imagine the modeling tool traveling over the surface of the models head and get a feel from the directions, twists and turns of the wrist that need to be made.  Blend all forms into one another in the mind, not with the clay, so that neither exist in isolation.

7.
Work on the features of the face, placing the detail into the bar code measurements that have been drawn.

8.  When the features are accurately sited, work on their appearance which is achieved by very accurately capturing the visual perception of the model, which may or may not be the same as the physical shape of the model. The clay can be hollowed in a way that gives tone and shadow and paints the appearance of the sitter with light

9.
If the clay is being prepared for firing, it must be hollowed so that there is no part thicker than 3cm. Remove the central measuring rod and lift the clay off the wooden armature when leather hard.

Model using clay that has a very fine grogged body as this helps shrinkage and allows more tolerance in the firing.

