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BASED ON THE AUTHOR'S own successful courses
and workshops, Drowing for the Absolute and Utter Beginner
gives novice artists the tools to make competent, often
eloquent drawings.

Using a positive, accepting tone that teaches "how to
find what works” as a practical skill, Garcia presents a
series of progressive lessons that gradually introduces
readers to essential drawing skills: recording edges,
creating dimension, adding accuracy, developing and
expanding values with pencil, pen, charcoal, Conté,
and wash, balancing compositional elements, and
drawing the human face, both frontal and profile views.

The goals set by each chapter are within the reach of
every beginner, and satisfy and encourage readers by
enabling them to create a reasonable likeness of an
object and to give it the appearance of spatial depth.
The book recreates a classroom setting by including
artwork by and tips for success from beginning students
who have worked on the same material, which gives
readers a realistic context in which to constructively
assess their work and confirm their successes.

CLAIRE WATSON GARCIA is an instructor at the
prestigious Silvermine School of Art in New Canaan,
Connecticut, where her "Absolute and Utter Beginner"
courses and workshops have been popular for over
twenty years. She lives in Ridgefield, Connecticut.
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“I'd retired, and
.rJrqfn'J gl o
Jus st around
{and I don't like
Er"rdgt'l Then my
family gave me
this dramwing
course—a twelpe-
week commibment,
so | thought I'd
be absent a few
times—buf after
the first class,
[ was so excited
that I had drawn
something, that
I called everyone
with the mewe!™

STUBENT &ANN
FERFILIO

INTRODUCTION

Starting Out

"Every child is an artist. The problem is how to
remain an artist once he grows up.”
—=PABLO PICASSO

o you want to learn to draw? You may have a feeling
D that you're meant to draw, that it could be fun, and

might even become a significant part of your life.
Your desire may even be a passionate one, as though you're
being led to it by an invisible force. After all, our ancestors
drew with rudimentary tools on the walls of caves, so there’s
historical precedent for our impulse to draw.

Maybe you've had a secret (or not so secret) wish for art in
your life, and now you feel ready to act on it. You may be a
parent who, stimulated by your child's love of art, wants some
of that creative joy for yourself. Or perhaps you're a teacher
who wants to help budding artists in the classroom, or a retiree
looking for a rewarding way to spend free ime. You may want
to learn drawing fundamentals as a way to open the door to
other art forms, like painting.

While there are many different paths to the ant of drawing,
everyone wants to learn this visual language in order to express
what can’t fully be expressed in words.

Drawing is a learmable skill, accessible to anyone who decides
to activate his or her potential. You've already made a significant
step in that direction simply by picking up a book on learning
to draw. Being receptive to the possibility of drawing is the first
important step toward acquiring the skill.

Mow that you've taken that first step, the next step is to use
a method designed to meet your needs as a beginner. Drawsing
for the Absolute and Utter Beginner is designed for people who want
to explore their artistic side, but have no previous experience
with art. You'll start at the very beginning, where you don't
have to know anything at all about art or how to draw, and
acquire technical skills and an understanding of how and when
to use them in a logical, step-by-step manner.

Although I developed the studio course on which this book
is based expressly for people with no artistic expenience, it has
also been useful to not-quite beginners, such as seasoned painters
and graphic designers who may have missed a foundation in
drawing. Photographers, familiar with composing images, may
want to express with hand on paper what theyve used a camera
to record. Other not-quite beginners may have once been
budding artists who began to develop their artistic potential but

"I learned thal

others often find
something beaufiful
in what we self-
_lludgr as less than
perfect. Soit's
maore than learning
ke arf ujr-'.llru.rmg.
It's alsy about
the arl 4:-J|'-.'.EI'J|'-

i
r.'rupirmrr.

STUBEST ANITA
5T, MARLT



"I was dmng

volunteer work
at the Whitney
Museum and
thought it would be
so wonderful if |
myself could do
something in art!”

ETUTHENT RARRARA
RS

were dissuaded from it or interrupted midstream. Perhaps an

authonty figure’s unintentionally cruel remark derailed their

artistic progress, or they were made to feel that it was wrong or
impractical to pursue creative interests. For all those people, draw-
ing remains much like a lost language, until finally, as adults, they
are willing to explore their innate ability to draw as 2 means of
expressing and shaning their feelings, thoughts, and impressions.

Drawing is to our experience of the visual world whal
handwriting is fo our spoken language. If you can read
this beok and write your name, you can learn lo draw.

Drrawing is a universal, but underused, human capacity, well
within reach of the so-called *average” person. But if this
capacity is so natural to us, why is it that so few adults can
draw? We were all artists in elementary school. Remember
crayons and glue, scissors and paint? We felt comfortable using
a visual means to express ourselves then. Yet, by adolescence,
there are few artists left among us. Why is that the case?

Just as adult beginners aren’t satisfied with drawing hke a
young child, many adolescents are equally embarrassed by
their inability to record “acceptable™ images on paper. This is
not to say that representational art is preferable to childhood
symbal art. It's simply that the expressive, symbolic art of the
voung child gives way to the older child’s desire to portray a
more literal view of the world. Basic drawing techniques can
form the technical bridge between these two stages. But unless
an effective program is available to teach those necessary new
skills, there is no vehicle through which young artists can
express their newly developed perspective on the world, and a
natural artistic progression comes to a halt.

Among adolescent and adult beginners who do start the
process of reviving their artistic life, many are focused on the
talent quest. Much as they might want to develop their artistic
potential, they fear they're destined to be a person with *no
talent” who can “never leam to draw.” But it's simply not the
case that only a handful among us are equipped to pursue mean-
ingful artistic expression. Dirawing is a capacity that is developed,
not something that springs fully formed from one’s hands. The
best way to leamn how to draw is to forget about the talent quest
and even any long-term drawing goal that you might have.
Instead, this book asks you to focus only on the step-by-step
instruction—a learming process designed to give you the under-
standing and skills needed to begin drawing with confidence.

I doodled and
wanted to go to art
school. I had these
prictures in my head
that [ wanted to get

down on paper.

STUDENT MICHELLE G
EAFPFELLIER]

"I had always
thought you can
either draw or you
can't draw. Now
["ve learned that
if you practice
drawing, pou oan

et better af it ©

STURNENT HELEN
LORRANCE



How to Use This Book

“What pulled me
nto this dnrwing
COLTEE WS ook
at young childnen
and loving their free-
dovn af expression
arnd thinking, | want
to do what they dol
Thart freedam amd
then, the lsarming. ©
—STUICAMT T. HAFFHER

b1

By following the method outlined

in this book, in less than a day’s
time, a beginner with no previous ant
experience can easily gain enough under-
standing of the basics to be able to draw
recognizable objects and give them the
illusion of dimension. You don't have
to be a fast learner to achieve that goal.
It's simply an indication of how close
to the surface of your conscious aware-
ness the drawing skill lies.

The chapter sequence is designed to
provide a cumulative leaming expen-
ence, with each chapter building on
skills acquired in the previous one. The
book maintains a linear sequence from
Chapters 1 through 4, which contain
drawing concepts that will give you a
thorough understanding of the matenal
presented in subsequent chapters. It's
important to start at the very beginning,
not only to get a clear idea and solid
foundation, but also to acquire the
confidence that comes with an under-
standing of the fundamentals. You'll

begin the drawing process wath a totally
“goof-proof™ exercise, one thar is
nstructive but also confidence building,
so that you'll develop your skills from
a fundamental point of success and
understanding.

Along with the customary drawing
techniques, I've included instruction in
another all-important skill: the ability to
evaluate your drawings constructively.
This crucial toel allows you to accelerate
your drawing progress and sidestep the
tendency toward destructive evaluation.
In effect, this book provides you with a
private place to learn more about your-
self and art, as well as a way to challenge
such obstacles to leaming as performanece
anxiety and harsh self-judgment.

THE BEGINNERS SPEAE

I've illustrated this book with drawings
both by beginners and some not-guite
beginners, all of whom have completed
the same assignments. You'll be accom-
panied, as you learn, by their stonies,
tips, and encouragement. It's fascinating
to see that even beginners have an
innate preference for certain shapes,
visual contrasts, and rhythms that come
through in their drawings. The same
thing will happen with vou, for this
personal style appears immediately,
without conscious effort, and is such an
integral pant of each person’s approach
to drawing, that it doesn’t change. You
simply learsn how to express it in the
most complete and fulhlling way as
vour technical skills develop.

Approach drawing as a magical
activity to do, to learn, and to see—
profound, mysterious, and gratifying.
Guided by the sequence of instruction
and wise words from fellow beginners,
you'll have an ant adventure—full of
challenges, yes, but discoveries and
rewards as well.



Th: following materials are the
ones students have used with most
success in my classes. Many of these
items are available at most art-supply
shops, but under “Miscellaneous,” there
are a few household items from the
supermarket, and-very important—from
a hardware store, a specific wire that
you will need at the start of Chapter 1,
so | urge you to shop for that first.
Where certain brands of artists” materials
are suggested, if you substitute others,
keep in mind the specifications noted
for that item. As you work your way
through the book, you'll be reminded
of which supplies are needed for
specific exercises, as selected from

the list below.

PAPERS

o [4%d 7" drawning pad (Strathmore
00 series, 80-Ik) for dry media and
lght washes

o §"x-8" or 8"x-10" drawing pad
{rame Sirathmrore series)

o "1 7" mewsprind pad, medinm or
rongh swrface (not smooth)

o [9%x-257 pastel paper, 2 gray sheels
(Canson Mi-Teintes)

* scrap paper (copier/compuier/white crafi)

DRAWING MEDIA

* 2H, 2B, 6H, 6B drawing pencils

* 2 Wack waterproof drawing pens
{Llni-ball Vision neicro and fime nifs)

o Conté crayons, 2 each, Wack and
wbite, 2B

o pine charcoal sticks, medinm or soft

(package of 12)

WET MEDIA

o small tnbe Black watercolor paint
(aiy 27 tabe)

» #6 “rownd"” brush for aceylic or
watercolor, with soft hairs that come
to a point (Princeton Brush #4050)

Supplies

ERASERS AND BLENDERS
o kneaded eraser

# Piwk Prarl eraser

o 2 aoritimg-pencil erasers

s (-Tips

MISCELLANEOQUS

o 2d-pange gafvanized steel wire
{semrall roll)

* fixative spray (Krplon workable for
cvarcoi)

* paper lowels, facial Bisues

* tealer jar

* disposable palette: plastic or plastic-
coated paper plate or freczer paper
(Reynolds)

* tool box or ordinary shoe box to
bold supplies

& artist’s masking lape

OPFTIONMNAL

* drawing board, 23" x 27"

(extra support for drawing pads)
partfolio fto stove pads and finished work)
28 charcoal pencil

stumip or tortillon (for bending

charcoal and pastel)

clp-on lght

(DRANTE BY STUDIENT JLITAN DO TCY






CHLTIT

The greatest
enjoyment Bes in
the amivtic jounmey
raifer than e
final destination.

CHAFTER 1

Seeing to Draw

"What I put down in @ moment of ardor,
I must then critically examine.”
—PETER ILYICH TCHAIKOVSKY

s enthusiastic as they are to begin drawing, beginners
are often hesitant to put that first mark on paper. A
student of mine described her feeling to me quite
vividly: "My nerves were raw as | sat with virgin white paper
and clutched pencil that first lesson. I felt that if [ could
avoid bringing the two in contact with each other, [ could
escape failure.”

MNerves are a natural part of starting something new and
exciting, and that’s not all bad. Anxiety provides us with
psychic rocket fuel, the adrenaline that pushes us to leap into
new terntory with quickened responses and heightened alert-
ness. I you're feeling a bit jittery right now, take some scrap
paper and simply scribble, mark, doodle, procrastinate, and
“mess up the paper” until you have bumed off some of that
NErvous encrgy.

Avoad .:I'run:q @ verhal il.lr_u-lf:r-!:fm while Pkl drae.
In lrr:.'nl. !_l-| Iy .-.-ulr:_n-_]n.ur mird -e'l_lf-:l:-:'ll'rjs.
]null'.'ﬁrlr.r it easier fo draw ."J'_-_}r.lu allow fﬂﬂle‘fl.'lr'

nonverbal, piual pracessing.

When you're fixated on the result and wondering if you have
enough “talent” to draw, you can't pay attention to acquinng
drawing skills; the talent search diverts you from the pleasure
of drawing. The greatest enjoyment lies in the artistic journey
rather than in the final destination.

In order to benefit emotionally as well as technically—and
they work together—place your focus on cach of the exercises as
you get to them. Follow the mountain-climber’s caveat: Don't
look back or too far ahead; look for the useful footholds. Every
mark you put on paper serves your purpose, either by showing
you what you did right or what needs to be strengthened.

SUPPLIES FOR
THIS CHAFTER

2B pencl

black drawing pen
24-gauge wire
14%x-17" drawing pad
LCrap paper

"When we drew the
wire, [ felt good.
[ felt like the awire
had character and
[ had captured that
in my drawing,

[ was surprised by
that and thought,
Maybe this will
wark for me!”

STUTHASNT RITA WALKIR

LUEFFINL

13



Recording Shapes Upside Down

o, vou don't have to stand on your

head to do the next exercise! Copy
the image on this page, then later, the
one on page 18, just as they are, upside
down; if you turn them right side up,
it will put you at a disadvantage. These
images are already exaggerated and some-
what gooty, so don’t be concerned if
you make them look strange or out of
proportion. They already are. In fact,
you'll probably improve them.

J

Keep your paper upside down witil you finish deansing. IF wo tur it
around before then, you'll defeat the purpose of this exercise. Upside-dowm
drawing is a techinigue that will help reinforce your growing abality to see

and report on shapes and edges.

16

Avoid identifying parts of the image
in words. Just imagine what you see as
made of wire. Think serre if 1t keeps your
mind away from other words. Don't be
concemed if what you produce is larger
or smaller than the onginal. Any scale
will do. If you happen to mun off the
page, It Means your concentration is
focused on line, which 1s fine. Forget
about proportion, because you don't
have the tools to deal with that yet. Since
the onginal drawing is already out of
proportion, yours will be too. Thinner,
fatter, longer, smaller, or missing some
line is fine.

Sustain your firm, slow line. Stay with
“slow and steady™; it wins the race for
this exercise. You'll build up necessary
understanding. Take time to develop a
strategy before you begin. You need to
lift your pen with this exercise, but only
when you want to.

EXERCISE: UPSIDE-DOWN

DRAWING

Read the following matenal through

completely before you start to draw

the image on this page. Reread the

exercise if you need to before copying

the image on page 18. Continue

working with your pen to help you

avoud pale and hesitant lines, To avoid

reading while drawing, refer to this

Summary of Essentials:

o Maintain your slotw pace.

* Muerve carefully.

* Record cvery change you see in the
drarings provided,

o Lise as many long lines as you need,

o [oft your penm toben it makes sense fo do 5o,

1 Begin with a long line that starts at
the top of the page, and follow it untl
you reach the end of that line. If you
find intersecting lines or ones that



move toward the interior of the image,
put those in next.

2 Lift your pencil from the paper when
your line comes to an end. Sometimes
you'll backtrack over the line a bit. That's
fine. Just don’t reiterate a line because
you're wondenng if you did it nght.

3 Draw in clusters, following a major
line, then taking care of smaller lines
that branch out from it. Then return
to the major line. There 15 no one best
way to approach this. Simply follow a
sequence that makes sense to you in
order to replicate the image. However,
it 15 usually more difficult to outline
the entire image first, then try to fill

it in, or to start up one side and the
other simultaneously, then try to make
them meet.

4 False starts and dead ends aren’t seri-
ous mistakes. Regard them as signposts
of momentum. No mistakes equals
nothing ventured-and you know what
that means! So if you get lost or make

the wrong line, just simply stap. Figure
out where you have to go, and begin

a fresh line where it seems logical. The
quality of your line—specific and dark-
matters more than perfect placement.
5 Your drawing is an ongoing process
of depicting on a flat surface what you
understand at that moment about
what you see, then leamning again from
what you see in your drawing. Without
so-called mustakes, you can't learn how
to draw,

& When you finish recording everything,
turn the page around and compare it
with the onginal-both right side up. If
you have anything that looks like the
original image, congratulate yourself!
Remember, you're looking for ballpark
likeness, not a photocopy.

Reminder: Now that you've read the
exercise instructions, begin to draw. So
you can draw without reading, refer to
the Summary of Essentials (page 16).

/.

A crucial objective
ol upside-dawn
drawing is develop-
ing the ability to
s whiad works,

& srateqy that is
clearly working
where thewe begin-
ners results are
concerned, sTutinT
DRMATCS, FROM LEFT,
BY ABRARS, KOW, ARIY

&

W_wY/
o)
! i N>

BLLER, PARAILA B
FHEEDETOR

L,



Recording Shapes Upside Down

CONSTRUCTIVE EVALUATION

Place your drawings on or against a

wall when you're finished, rather than

simply looking down at them. You need

some distance to evaluate your work

constructively. Does the page have a

new impact at a distance? Were you

able to:

= Maintain a slow pace and observe
carefully?

s Retain some contingons lines?

* Reproduce a comparable image?

If you met those objectives, congrat-
ulate yourself! The most important aim
here is to find your success and claim
it. Not perfection, but some aspect, no
matter how small, that you did right.
You can't climb the mountain unless
you find small, secure footholds.

"When [ describe my drawing experience,

| huppr it encourages other b{g’n TS,
I found out that [ could do it,

and | saw everyone around me doing it.
Also, that everyone does it differently,
and what begins fo come ouf is a sort

of inner truth for each individual,

some sort of life theme or life mood.™

STLEENT JULES GAEINKNLE

Check in on your fellow beginners
to see how they did. What you see is
simply what happens time after time
in class. Everyone does it. Namely,
they are able to replicate the onginal
images, more or less accurately. And
while precision in itself is a positive,
a high degree of accuracy may not
be what makes a drawing wonderful.
It can be spacing between objects,
unexpected scale, degree of animation
and interaction—surprising aspects that
weren't consciously created.

STUBEST DEAGVRGS, FROME LEFT, BY RARRARA KDPS, PARELA L. MTMETOMN, AMY MILLER



Seeing As an Artist

For this image,

ad with the earlier
Ui down exer-
cised, begin with

& bong line at the
Lop of your page.
BAaintain a show
pace, obiere cane-
fully, record every
change you see.

Homework

Once you've finished the primary upside-down exercises on the previous pages,
try other images, using the same technique. For starters, work with the drawing
below. Then, compare your upside-down results with those of your fellow
beginners shown here.

i
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As these beqginners did, enjoy youriell as you
look at the world in a shightly different way!

STLGENT DRAWTNGS BY BRARRARL KOFS, (TOF), AN PORILIO
GCERTERY, DiARA B H. SOHLLTE (BOTTONS

] |






Look Before You Leap

Tu get the best results when
applying your contour-drawing
technique to three-dimensional objects,
look carcfully before drawing, and sus-
tain long lines wherever possible. Digest
the edge in front of you; don't just
glance and go. Give your eyes time to
move along the edge of the object
you're going to draw, until you truly
comprehend it. Project the ith-: of
that line from start to finish on your
paper so you get a brief feel for starting
point and destination. When you draw,
you can follow the pattern of the line

you've projected.

SLOW, DELIBERATE APPROACH
Approach your chosen object as you did
in Chapter 1, maintaining your contour-
drawing technique. Don't worry about
the predictable wiggles and lack of a full
three-dimensional look. And before you
1 love that coffeepot, It fram my mother. The staries it could telll | know the begin any exercises in this chapter, to
drawing is out of propartion, but part of me loves it becouse of thal. And | avoid reading while drawing, refer to
kovee the line and shape of it,” —STUDINT T, rasrmae the following Summary of Essentials:
o Comiinue to drase slowly.,
* Lise long, continwons, dark lines.
o Sustain limes as long as 1t moakes sense
fo do 5o,
o Break lines when necessary.
s Record confours of the olyects you
olrEerin.

Look for a long horizontal or diago-
nal line at the top of your object as a
starting place. Pick a line you think you
can do and/or want to try. Stay with
slow pressure; don't lift your hand uniil
it's logical to do so. Think of every edge
as “wire,” nothing tentative. Any edge
that can be turned into line, including
the sharp edge of a highlight, do so.
Solid, unequivocal black can be used
for black areas.

“When we discuss the “betoved” object in class, for me, thal object i3

sovmetiving that attrocts me. Then [ enjoy developing o drowing of it—bhat
special enjorment of Ehe creative process. ” —STUDINT PaaiLa s HIBIRTOMN
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I chose this theve becowse i remminded me of one
iy panends have—including the peeling hargie,
which [ did first and worked wp from there to the
rrwedad rim gvownd the mesh, | drew all the wires
in one direction firse, (o caplure the dents in

thee meth, then connecliad the crosswires coming
frarm thi apposite direchion, ™ —STUDDNT RTA
WALKIR COPPING

Pay attention to the edges of objects. f a
machine-made tool has a top surface and an
identifiable side surface, be sure to driw both,
even if it's a set of very narmger parallel lines
{ai along the edge of a sholted spoon). This,
and changes in line directhon accurately
reported, will give you more depth than you
ARLCHBATE, DG By STUDENT LANDY FITEMALRCE

Helen's effective uwse of solid black areas adds

a dynamic element Lo the overall pattern and
increases the dramatic impact of her drawing.
EbAatamas Y STUDENT HELEM LOBRAND

"|I Ihl‘ i II'.IE -Iiljru'l'-lill'Ju'
oulside, o fﬁnrf
those tools more
|'rtfr'r'nf|'n_:|;: !.lh;.m

kitchen rmPn'rmrnf.'..
ﬁ:r n:umPJr.

There's urmrfhr'ng
ey J'!-Ia-mﬂ:hn:ﬁfr'r]
abaud the nll'lr:!prn

and i.|1r bpra
ru"fr—m-mfihmg
“:II flrl'] a |!:||r

[l Tr] 7L Hu'r at J.|1r
same time, [ am

ey J':mr] :l_lf fhem,
and they're fun to

draw. Now, when
[ wse them, | see
them differently,
almaost like living
fﬁrng_.—l'll'{' ﬁsh
that have evolved
with exfreme
pddities. I like
following their
shapes, their

construction,
pu!!in.g pieces
rqg-trher. o

STUADHENT JULES
GARDIMNER



Check out the illustrations on these
pages to see how often it’s the shape
of what's mor there—the negative space—
surrounded by what is there, that adds,
or even attracts, the most interest.

"I finally understood that the negative-
space shape helps me drow more accurately
because of the shared contours. ™

STUDEST MM F. X FELOS0

OVERLAPS

Objects with overlapping parts seem to
give beginners amazing powers of X-ray
vision. Superman may indeed see traffic
right through a highway overpass as he
flies by, but we need to draw onwly what
we are able to see, not what we know is
there. We know one blade of a scissors
exists under the other, but we see only
part of that blade—and that's the pan
to draw.

SO-CALLED MISTAKES

If you don't get it just nght, you can
leamn from that glitch, storing up the
sight and feel manually of what you'll
avoid next ime. Every line teaches you
something about how to draw. Keep in
mind that drawings rarely conform to
the artist’s vision. Artwork has a secret
life of its own. You're in for constant
surprises when drawing. You may not
be able to recognize what is in your
drawing at first, simply because it 1sn't
ever quite what you anticipated.

"When [ stood -ug'r and saw if, I was I'nl.r,

[ just can 't helieve that came oul -e:-f me!”

STUBENT JAMIE KEFVER

An object's empty spaces—such as the openings in this scissors handle—
are negative spaces. i you can draw the shape of a negative space, you
can draw the positive one better, since they share commaon edges. Shapes
of negative spaces also exist between objects, althowgh they are often not
as precise. The space betwesn objects becomes charged the closer they
ane to give another. Bdges of the paper, untouched by the pen, are remote
and devold of drama by COMPANSOn. DRGVRG B STUDENT BARRAA K095

When dealing with overlapping parts of an object, as in these keys,
preview how you'll approach the drawing before you towch pen to
paper. Drawe the “over®—the "on top® part—firit, Then draw the “under™
part arcamd it, leaving cut the area that can't be seen, Mote where the
line has to stop to avold the X-ray pitfall, caseanc w STUDERNT A sOBIETS
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Re-Viewing Your 3D Drawings

hen you've completed two or
three objects, put your page of
drawings up on a wall and study them.
Dhd you:
s Maintain the contonr-draseing tech-
migsie, poing slowly, using presiure?
* Draw a recognizable olyece?
* Draw what you saze, not what you
knew was there?

If you had some success with the
above objectives, even if limited, give
yourself credit. You're headed in the
right direction. Check in on your fellow
beginners to see how they did. Pick out
work you like and see if you can ident-
fy why you like it. Are there objects you
enjoy looking at, not only because they
are accurate or recognizable, but simply
because you enjoy their shapes and
movement?

g@ﬂ‘fg%_::—:-—_—»

Spontaneous placernent of objects on the page
creates movement and pattern that becomes
miofe visible from a distance. Megative spaces
created between the objects (which are the
peasitive spaces) take on greater significamce.
DoRAATaG, BY STUCIENT PABMELA b HEBEETOR

When a drawing has repetitive angular
shapes, a3 in this plant, the eye follows thass
reference points, stimulated by the rhythm
of the drawing, which seems faster and more
animated, Rownder shapes literally have
fewer reference “points,” and therefore give
a more flowing, peaceful impression. Dan’
be concerned if an exercise drawing runs off
the page, such as the leaves at the top of this
plant. As mentioned earier, it simply means
that the artist's concentration is focused on
ling, just as it should be, pasemc By STutisT
PO SIRTHELLE



In the drawing course [ teach, during
the first class, which covers the
material you're working on now, | ask
students to find and share something
they like about a fellow beginner's work.
My students always respond with enthu-
siasm. But when I ask them to share
aloud what's good about their own
artwork, they find it far more difficule
to do so. Initially, most students only
point to what they don't like about
their work. They argue that they can't
see anything good—a different argu-
ment from saying there isn"t anything
good to see. And inevitably, one
beginner will admire the very qualities
in the drawing of another student

who feels unsure or negative about that
same IIT'H"G'I"L

Locating what's good is a practical
skill. It means knowing what to look
for and how to identfy it in words.
Saying it aloud isn't necessary when
looking at one’s own work; however,
it’s not a bad 1dea. Putting perceptions
into words can give you more clanity
when evaluating work.

Students frequently review their first
drawings for evidence as vo whether
they deserve to be artists or not. Harsh
self-assessment presents the greatest
obstacle by far to the development of
artistic potential. Sometimes [ feel that
beginners are hard on themselves as
protection. If they preempt others by
saying something harsh about their own
work, they haven't left themselves open
to hearing the imagined critical remark
from someone else,

To help banish such unproductive,
self-limiting criticism, we're going to
expand the method of constructive
evaluation we have used thus far. The
following may look a bit like the kinder-
garten bulletin board, but remember,
we were all artists back then.

Locating What’s Good

o Treat your artistic side politely, as you
seould a friend. Don't crush this new
relationshsp with rudeness and cruelty,
Would you teant fo keep company with
somcone who tsults you?

o Lt any erilicism o three specific
points that need your attention,

* Find some small thing that vou did
right. This is a practical meassre, not
senttrmrent. It gives you @ meodel to follomw.

* Develop technrgues. Onee you know bow

to identify what works, what doesn’r, and "I alis s fake
barte to fix problemes, you will fear niis- breaks now,
takes less and miove abead move rapidly. because [ see with
* Make improvement yonr focus, not new eyes when |
CrifTciim, come back to my

wark, T-I'IEP can be
Aﬁpﬂ &!rﬂr]:} ar

r:mgrr. i

STUIRENT RLW
MPGAIMTNCOALR

Careful observation of contowr and Shaps—
from creases in leather 1o the moserment of

textured laces—give this boot the specific
presence and character of & portrail. orawG
BY STUDINT DHBORAN L JANTZ 0L

.'I.‘:;ﬂ ‘ *}‘ s . I

LAY

Tl

Typical of this student’s work, the objects
she chooses to dravw shows her underlying
attraction for shapes that have interwoven
pathvesays, as in this pair of enning shoes,
DA, Y STUCENT KATHY EFSTEN



is more than one image on a page in
your drawing pad, those characters may
seem to be in an emotionally charged
relationship. What would they say if
they could speak to one another? How
would someone else interpret that
page? If you aren't too shy, show it to
a relative or friend and ask what those
characters suggest to them.

Artists create relationships between
inanimate objects—fruit, flowers, teacups,
wine glasses—where no real connection
exists. Artists project their own human
vitality into landscape and still life, as
well as into pure abstract shapes. You
may see evidence of this creative vitality
in the animation of your own objects.
The “distortion”™ 1sn't a mustake. It's a gift.

In a classroom full of beginners or
artists at any level, each person will
draw the same objects differently,
though recognizably. By now, you may
see some evidence of your own innate
aesthetic, that unique and automatic
preference for a certain scale, shape,
rhythm—something very central to your
individuality. It's already there. You just
need to learn how to let it show in a
more fully realized manner.

When you have as your goal the caneful
inspection of shapes and edges that make

up specific items, everyday objects like these
can take on heightened viseal apgeeal. smuoinT
DRAATSGS, FROM TOR, BY TRACEY WA ROBINSOR, JANE
WOILARSHN, KATIHY EPSTIIN
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Claiming Your Success

You've begun to understand that if
you want to learn how to represent a
recognizable image, the way to do it is
to forget about the genenc concept of
the object and concentrate instead on
the visual component parts that make
up its overall image. During penods of
active drawing, you have leamed to leave
behind the words you used effectively in
the past to define your perception of an
Y love rosey; Shelr soenl, dhkr shope and color—bow straight Bnes could object—as in, *That's a beautiful flower”-
:’;:;m m‘:‘;";m . H'":';:"‘:t Tm'fﬂ;’”m:‘# and give precedence to observing and

I iiked what | sow, even though it wasn't an exoct duplicate. Bulding on mfdmgth: pdm:ula:puu:m;afﬂu

eoch petal gave me a sense of excitement £ see the finished product, and specific flower that attracts you.

I did’t mind il it took hours. ® —STUDENT KEISTEN ramE You've begun a new visual orientation,
comparable to slipping new software

into a perfectly capable computer. Your
eye and mind are accustomed to look-
ing at the world for the purpose of rec-
ognizing “flower.” Now they need time
to adjust to your new goal: the careful
inspection of the shapes and edges that
make up a specific flower, so that you
can draw it with greater confidence and
individualiry.

A dramatic encounter between dinosaurlike |:EI
tools and a reticent radish wasn't the consclous |
intent of this astist, but the natwral result of

the energy transferred to inanimate objects

i thee drawineg Process. DRARNGS B STUDENT

AR PORFILICH
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“Something clicked
H-’Jm g0 I"'-II' inside my mind and

The instinct that got you to open this book and start drawing can continue to : s (N Lo e
play a crucial part in the success of your endeavor. | encourage you to keep your
go-ahead spirit going. You can do as much or as little as is comfortable. Think of
this process as leamning something about drawing, rather than feeling you have to
learn everything about drawing all at once.

You can now represent anything you see in contour line, although not yet as
realistically, accurately, or convincingly as you would wish. You've seen and expe-

things differently
Instead ll_,' I-ll'JfI'I..-_‘
af what [ was
draming as a whole
thing, | looked at
its parts, "

IENT TR A

rienced that line has inherent qualities aside from its utility in representing recog- piareervirl v
nizable objects. We'll make use of the sketched line next, both to add accuracy
techniques, and for just plain fun.
Most important is to do at least two more contour drawings of three-dimen-
sional objects, maintaining the contour-drawing technique. Use your pen; it will
keep you from equivocating.

“When [ first walked into drowing closs, | was
sevenly pears ald. | had pever dronn anmything

iry ray Ml A | weas sure [ oouldnt, Bbut [ boed
ahways wanted bo. | started draving af the tap of
the handle and worked my way down, | deew the
bristies kast, stoviing on the left-hand side. If was
at that paint that the pen seemed to boke off an
its cwvm, and [ was amagzed and thriled ot the
resuitl —STUDIENT SALLY MBORAMAN

DTG BY STUDENT AL ROBENTS






CFPOET
CRAARG B STUDEMT
CABCHERN L. PAMNTI-SLLL

CHAPTER 3

Adding Accuracy

"All that is required is to release control.
Some part of ourselves will bring us into unison.”
—OSKAR KOKOSCHEA

hat does the word skeich bnng to mind? “Spontaneous™
and "a quick impression” are the responses [ hear most
often. When you sketch, you draw in a direct, simple
way to convey an impression. Many beginners come to my
class or workshop specifically to learn how to sketch. The infor-
mal look of a sketch suggests that it’s the most accessible kind
of drawing.
S0 why don't | begin my classes with sketching? My expe-
rience has shown thae beginners need to reorient their way
of looking at things first. In everyday life, we use our sight to
identify things—that’s my house, my car, my big toe—not to
analyze them for the purpose of drawing. Looking at things
with the intention of drawing them makes a big difference.
It requires focused looking, slowing down enough to observe
the world first, before drawing.

You draw with your mind and eyes first. Drawing with
i .lullr__]rlu_J_;:'(.I :l-!1r|:.|£_ pour |:,I'|:_.|_]' O ke
?'I'.IEI'I(L’JH(‘ Finsks rnl.'r.Fl FRrE mr{'rnrln-_g.r

Sketching calls on our ability to look before we take that
leap. That devotional time you spent contour drawing—which
entailed slowing down and taking a good look-is the essential
basis for all your drawing.

We're going to use the casual, loose, sketched line next.
Paradoxically, sketching, which can look imprecise and even
sloppy at times, will be your best friend now that it's time
to add more accuracy to your drawing. You're going to use
pencil again in this chapter because it best suits the fluidity
and portability needed for a sketching technique.

We often hear this question posed about art and artists:
“How do they do that?® Accuracy techniques play a large pant
in how it's done. Now it's time to explore and apply those
techniques to your own drawing. The working routine you set
for yourself, in terms of when and where you draw, also plays
a major role, 50 let’s start there,

SUPPLIES FOR

THIS CHAPTER

2B pendil

PFink Pearl evaser

14%-2-17" rough
newsprint pad

14" 17 dravwing pad

&"-x-8" or 8%-x-107

drawing pad

"-'l-_h pl'u:e used fo

be 50 neat until [

started doing art,
Now there are
piles af stuff
everywhere!”

STUDENT PAT FLELL



Ynu'lt need to set aside blocks of
time to draw—solitary time, unless
your focus is very strong, even in the
face of noise and activity around you.
Life easily fills in any extra pockets of
time you have, so your only solution is
to dedicate time to your drawing. On a
calendar, designate a fixed time when
you can draw, and pencil it in. Make a
date with yourself, Just like going to the
gym to get exercise for your body, you
need to go to a place on a regular basis
to exercise and develop your artistic
capacity. Carve that time and place out

for yourself.

"I like to draw at night, but my husband
FL] ﬂJ‘ﬂ_-I?.rs ﬁlmlﬂg I:Il:.lil'ﬂ uﬂd LI'-JJ"HE.
It's after midnight and you
should be in bed!™

~STUDEST ETTA WALREE CUFPI N

Or do you already have a place to
work? Since the practice of art is new
to you, it's likely you've borrowed
space in the kitchen or are sitting in
the basement. You're not expected to
build a studio yet—but to ensure that
vour family respects your space, it's a
good idea to let them know what
you're up to, especially if your model
for a sull life is something they might
want to eat!

"l smashed our banister carrying my work
table upstairs. Finally, I got it up to the third
floar. Now I'm up there, hoping they can't
J|'1|.'||'.II mr—r.n'fhl:lugﬁ rﬁﬁr .l.'rr_p mmflt_,g .
But at least I have a space now. ™

STUDENT HELEN LOREARTE

A Time and Place to Draw

“I'm still trying to find a ploce that's
comfortable enough to work. I'm working
on the dining room table, but then people

come over and [ keep putting everything
away. 5o then [ took it all to the basement,
but it’s dark and depressing there. [ carry
stuff up and I carry stuff down. 5o nou
I'm all over.”™

STUDENT ANM FOEFILICH

Use your dedicated space and sched-
uled time for homework. Reinforce
what you've leamed by practicing. Any
skill requires repetition to master it. In
the case of drawing, apply your skills to
subjects that attract you. Practice and
record your observations. Take the
“drawing mind-set™ with you via your
small pad and/or by looking at the
world through an artist’s eyes, observing
with drawing in mind.

“I have a space where | can leave my
supplies. [ draw more if it’s ready to go. ™

STLGENT SHEREY ARTESE B4}

STORING YOUR SUPPLIES

To protect your work, get an inexpen-
sive portfolio, large enough to hold
your largest sheets. If you assemble
your supplies in a toolbox or even a
cardboard shoe box, you can get all of
your pencils, pens, and other supplies
out of sight. A card table and chair can
provide you with a mobile temporary
studio. Searching for the perfect work
conditions can be a form of procrasti-
nation, so just remember: A drawing
can begin with only a piece of paper
and a pencil.



Much of what contnbutes to effec-
tive sketching never reaches the
paper. Artists routinely preview their
activity using a vanety of tools to ensure
more successful sketching. Previewing
allows you to get a feel for what you're
going to draw. It's a great help for artists
at any level, and particularly anxiety-
allaying for beginners who want a
practice run before making a mark.

EXERCISE: PRETZEL PREVIEW
You may think this exercise 15 rather
odd, but [ assure you, it offers great
benefits. So do give it a try.

1 Put a piece of newsprint paper in
front of you.

2 Imagine you can see a curvy pretzel
on that paper.

3 Looking at that imaginary pretzel, let
your eves actually move as they follow
the path of its shape.

4 Your gaze won't flow smoothly. It
will feel something like a connect-the-doe
exercise as your eye gathers information
at points along a shape.

5 MNow imagine a straight pretzel stick
on your blank paper.

& Follow that straight line up and
down, up and down, creating the shape
with the movement of your eyes.

PROJECTED LINES
About how long was your imagined
pretzel line? My guess is: shomn enough
to fit on the paper, and that you decided
on a top and bottom limit of the line
just before you projected it. Try this
again, but this time, make it run off the
paper. What you are exercising here is
the ability to project a line, a skill that
will come in handy throughout vour
drawing experience.

Have you ever noticed how athletes
glance over the field, anticipating their
moves just before competing? When a

Previewing

concert pianist sits down to play, you
may see a similar focused concentration,
glances over the keyboard, comparable
to the artist projecting an image onto
paper. So, exercise this capacity, drawing
with your eyes, while you go about
your day. It can make ordinary events
much more interesting.

PREVIEW TOOLS

We use previewing not only with eye
and imagination, but also in actual body
movements, calling on our kinesthetic
sense. This sense recognizes verticality
because we leamed to stand upright;
the honizontal, because, among other
skills, we sign our name on the dotted
line. Having maved through space in
multiple environments and touched
myriad surfaces, our entire body has a
stored memory of many life experiences.
And again, quite literally, we can draw
on this sense as artists,

“I was ready to
jpitch bhe drgwing
af the Ruted bowd,
but then decided
ta by and get the
general fow of the
rirn abowe the one
I dicin't like. That
attempt, although
nal completed,
QUVE T O SEEE
of the comtours
ang cunaes, ©
STUDENT RITA
WALKER COMING

w



4 Make more honzontals and verticals
around the page. For righties, move
your hand to the nght of the paper's
edge to work on the nght side of the
paper; for lefties, outside the left edge.
5 Add rhythm and a bit of bounce.
Your lines will be a composite of two to
three overlapping, softly sketched lines.

CONSTRUCTIVE EVALUATION
Stand up and look for a rectangle of
negative space made between your line
and the paper’s edge. Remember that
concept? MNegative space is created by
what 15 not there as you draw—the empty
spaces within a shape or between shapes.
If the negative space between your line
and the paper's edge isn't a rectangle,
then your lines are tilting. Note where
your line leans or curves at the ends. Your
line may lean night if you're a “nghtie,”
left if a “lefrie.” Anticipate this tendency
and rein in from when you start to curve
the line, Practice both lines based on your
evaluation. Try some diagonals as well.

EXERCISE: CIRCLES AND
LARGER CIRCLES

Don't draw anything on paper until
you reach #3, then use your pencil and
newsprint paper.

1 Imagine a point visually on your
paper.

2 Hald your pencil almost vertically,
fingers closer to the pencil point. Make
an imaginary circle around this point,
with your hand resting on its side and on
the knuckle of your pinkie. Gesture some
small circles, using multiple swings. (I
find counterclockwise more comfortable
as a rightie. What works for you?)

3 Mow let your penail point touch the
paper and gently record your move-
ment. Keep the movement going
around a few nmes. Add a little pres-
sure when it feels nght to do so. If
you're judging each circle and feeling
insecure, make them all overlap. That

way, you can't see your results as clearly,
but can sense them in the swinging
movement. Let some circles peek out
when they're ready to go public.

4 To create larger circles, move your
pencil grip and angle back to normal
handwriting position, and use the same
technique as above.

5 Put your drawings up on a wall, and
study them from a distance. Look at line
quality first. Catch yourself now if you're
making only one line for each circle.
Beginners often think that they'll hit the
mark best and be “better” it they can do
1t p-|::|'ft.-.1:t|:|.r with one swing. Your may see
that your circles tilt. Rein in the upswing
to correct that tendency. And try this
exercise again if you need to do so.

Practicing cleckes
niok only kosens
yaur hand; it
prepanes you Lo
draw myTiad
rounded objects.



Plumblines and Levels

Ellipses have numérous applications in depicting everyday objects. The
lines filled in on the bottom ellipse sense to highlight the urwanted tilt
in an eflipse that would need adjustment to appear level.

wio of our accuracy tools take

their names from carpentry. The
Plunsbline is a vertical dropline: the level,
a honzomal. We use them to chedk the
accuracy of symmetncal objects. The
plumbline will always be parallel to
the vertical sides of your paper; the
level will be parallel to the honizontal
bottom edges.

EXERCISE: ELLIPSE

1 Imagine a flattened circle drawn
around a honzontal line.

2 Practice it, recording the movement
gently, Bear down a little on your point
when it looks convincing.

3 Stand up to look at vour work.
Draw a level (honzontal) through the
sides of your ellipse to check them. [f
the honzontals look tilted rather than
level, your ellipse 1sn’t level.

SEEING AN ELLIPSE

An ellipse is an oval. It can be seen as a
cirche in perspectivie. If you hold a cylinder
(& round can) in a vertical position, with
the top edge at your eye kevel, you'll see a
straight line. As you move the can farther
down from eye level, the ellipse appears. It
grows more cincular the farther away it is
froem eye level, up or down. Placed on the
fhoor, the top of the can wil be a circle
when you look stralght down at it

"I always look at my drawings from
a diglance now, lo see whether
{"ve __J;:T.lf i ’}.Il'.li.'-l"lil where [ wand if,
skether if s filted. ™

ATUGENT K KICHTESCALD



EXERCISE: CYLINDER

1 To draw a cylinder, start with an
ellipse.

2 Draw two verticals, dropped from
the sides of the ellipse.

3 Draw the bottom ellipse=the same
size a5 the top one—connected to the
verticals.

4 Sketch a vertical line from the middle
of the top ellipse to the bottom one.
This plumbline allows you to compare
right and left sides of the cylinder. If
they aren’t approximately the same, your
cylinder isn't symmetrical. A plumbline
and level drawn through your ellipse
will be at nght angles if your cylinder is
vertical and symmetrical.

EXERCISE: BOWL

1 To draw a bowl, start with the top
ellipse.

2 Draw vertical plumblines from the
center of the top ellipse. The plumbline
length determines the depth of the bowl.
3 Sketch a semicircle from side to side
of the ellipse. Try to center the greatest
bowl depth on the plumbline. Sketching
two diagonals from the sides of the ellipse
to the plumbline, making a funnel, is
a helpful guide to accuracy. Use your
plumbline to see if the sides match.

SKETCHING FLUIDLY

Remember 1o keep pendil and hand clpse
to your paper surface when sketching, Just
a3 i cursive soript, each shape will be Fluid-
Iy conniected. Sketching should feel good
when your hand gets to move flukdly across
the paper's surface.

The plurnbdine should divade 8 Syme E
meetrical bowl into equal shapes. |

filled in areas with lives and darkened
shapes to highlight where shapes are
dissimnilar, when they should be iden-

tical, The ellipse looks fine, but the
curve of the bowl needs adpstment

e

ol

I filbed in areas of
my cylinder 50 you
can wee that the
shapied on either
side of the plumb-
lire are ol identical,
wihich they would
be in a syrmmetrical
cylinder. Back Lo
the dranwing board
for this ane!

= T L
1L L
ST Lk

41



Underdrawing

Botthes are fun o
diranw because you
stack simple shapes
Lo Tasfiy Wi, The
label on any curved
eodataires will echa
the curvature ol
that surface. bake
labeds sirmilar i
curvalure to the
bottem or top edge
chosest bo it You
can draw ellipses
indide the contenes
1o help guide you,

Und:rdnwing means just what it
ays: putting a preliminary draw-
ing under another that will go on top
of it. Underdrawing can be employed
with any subject, and 15 especially
handy to use as an artistic safety net.
For example, all of you who worried
about how to avoid drawing curving
handles in earlier (Chapter 2) exercises
{or how to draw straight handles on
tools) will feel more confident abour
such challenges when you know about
underdrawing. To take advantage of
this technique, sketch a straight line
in pencil as a reference line to guide
you when you draw a handle or other
symmetrical item, then work nght over
it with pen, and simply erase your
pencil underdrawing afterward.

Apply this sketching technique as

accuracy insurance for more complex




drawings. Lightly sketch the structure of a
bowl, bottle, or other object, then check
the sketch on a vertical surface for accu-
racy, to ascertain its symmetry before
putting your detailed drawing on top.

EXERCISE: BOTTLE

Bottles, just like people, come n van-
ous sizes and shapes. Adapt this basic
structure by changing the height of the
neck, the width of the base, and so on,
as needed. The degree of angle or slope
between parts can be changed according
to specific bottle contours.

1 Draw a cylinder.

2 Sketch a vertical plumbline through
the middle; extend the vertical above
the cylinder to double its height.

3 Top the cylinder with an upside-down
bowl. The mouth of the bowl and the
top ellipse are one and the same.

4 Marrow the q.'lin:ll:r around the top
vertical extension, and voild: You have
drawn a wine bottle.

SKETCHING GROUPS OF
SYMMETRICAL OBJECTS
Rummage around your home and gather
about eight simple symmetrical objects
of differing sizes. Recyclables are great,
since surface appearance won't figure
into this, Cylindrical shapes such as
yogurt containers, canned goods, beer
bottles, drinking glasses all work; add
spheres, such as tennis balls. Make a
nice funky grouping.

We use symmetrical objects because
their simple shapes make the exercises
easier 1o practice; however, these rules
also apply to drawing asymmetnical

shapes.

USING YOUR X-RAY VISION
Make a group of three to four objects and
place them at an easy viewing distance.

Try for a vaniety of heights; overlap at
least two items slightly. Lightly sketch
one item right though the other as
though they were made of glass. Don't
erase anything; all your lines that search
out shapes should show. How do you
know what shape to make when you
can’t see it? Carry through the shape
you can see. Just like the carry-through
on a baseball swing, start it, then let the
momentum carry the line along. Swing
through on the curvature of the shape.
Carry through along your straight lines.
Beginners tend to contract shapes
just before they disappear behind an

Cylinders of different
heights, combined
with a sphere, make

overlapping shape, as if to squeeze what a good grouping
we can't see back into sight. “Drawing both for practicing
through™ helps you to capture the mw
actual shape more accurately, then, for ing with the shages
a finished drawing, erase what you don't of unseen edges
want to show, and Contours.




Underdrawing

These images benefit
fram the plumbline
techndque, and most
of all, from viewing
them at a distance on
a vertical surface or
waall, it's only from that
position that symmetry
issues can really be
evaluated. sTuoenT
DREATCS, FROM TOP LEFT,
BY PABELA b4, HEBERTORY,
ARITA 5T, WSS, RITA YWALKER
COFFNG



Drawing Asymmetrical Objects

ou can use your sketching tech-

nique on just about anything now,
o scout out some appealing objects
from around your home that are not
symmetrical.

It's important to work with your
small sketchbook (6" x 8" or 8" x 107)
now, because on large surfaces, beginners
tend to attempt large, ime-consuming
pieces; the size of the paper seems to
call up the “big project,” requining lots
of time and diligence. But remember,
sketching calls for setting down quick
impressions.

After you've collected some interest-
ing, irregular/asymmetrical objects,
how should you begin to sketch them?

WRAPPING IT UP

Have you ever received a present
wrapped without benefit of a box?
Sometimes, but just barely, you
can guess what it 15. The wrapping
usually doesn’t reveal any texture
or detail.

What if you had to gift wrap cach
item you've collected individually?
What would they look like? Imagine
how the wrapping paper would drape
over any given shape. Would the con-
tour lines look curved, or all sharply
angled? A little of both, depending
on what it was draped over, nght?

You don't have to see geometric
shapes in everything. The idea 1s to
generalize the shape you see in order
to begin sketching it. If it translates
into a triangular sort of shape, then
vou've got a handle on something.
However, most of the time you'll find
a general no-name shape to begin with,
because that's the way the organic
world happens to look.

EXERCISE; SKETCHING
IRREGULAR FORMS

1 Describe the outside shape generally
with as few lines as needed to charac-
terize the basic shape, leaving out details,
as though the items were within wrap-
ping paper.

2 Look for basic shapes inside the
contour. For instance, if you wrapped

a tree, some major branches.

3 Develop the contour more now,
using smaller broken lines. Give them
maore specific character.

4 Add a few significant details—as
many as needed 1o suggest the rest
without losing the onginal, informal
quality of a sketch. The searching lines
of sketching help to give your work
movement and interest, so don't censor
those searching lines.

Begin your sketch by characterizing the overall
shape of your subject with a gesture of your
hand. Then develop the contour with a few
koose directional lines to create youwr badic shape.



Drawing Asymmetrical Objects

DIRECTIONAL LINES

It's easy to get disoriented on a winding

path, whether it occurs on your drawing

paper or in the woods. Always try to
keep the “bigger picture” in mind when
drawing its smaller parts. Directional lines
are a great tool to help you strengthen
vour visual compass relative to the
entire page, and within the object you're
drawing. Breaking complex shapes into
smaller, straightish lines also allows you
to block them in generally, before putting
in curves or detail. So, when drawing
wavy, flowing, or rounded shapes:

* Adapt the wrapping-paper approach to
xet @ general idea where the path is lead-
g and what the overall sirncture is.

o Ulse fomg, skesched limes—straightish, but
wot precise—to characterize the major
Slote and direction of a bumpy contour.

Generate Your oA Spontancous curnvy

limee, amd practice using directional lines

1o characterize it

Since the hand is a complex shape, it's

perfect for practicing the wrapging
technicpes, wsing directional lines to

determine the general change in /?_,ﬁ-ri
direction of all the contours, :

* Break down smaller rounded shapes into
directional lnes in the sanse way, simply
on & smaller scale.

EXERCISE: WRAPPING YOUR
HAND

1 Place your nondrawing hand flat on
newsprint paper, and trace it.

2 Sketch around the hand using diree-
nonal lines, as though you were wrapping
it. Your sketch should look like a mitten
around your traced hand.

3 Use directional lines to sketch in the
semicircular shapes of knuckles.

4 Measure the length -uf}'nur middle
finger against the back of your palm;
the relationship is almost equal.

5 Find a reference point for the tip of
your thumb against your index finger.

MNow is a good time to take some
time from reading to sketch. Use your
small notebook to keep your sketches
casual. Take it with you when you are out
and about, When drawing symmetrical
objects, begin with a light underdrawing.
Check it on a vertical surface, then add
a more specific contour sketch on top.




“My sketchbook has
become s Fmportant.
This was a fittle vase
of flowers [ drew ot
Hay Day market
wehile | wazs weaiting
for mvy oo o be
fizxed, The ather
magring, [ drew @
plate of scrambled
eggs and toast! ve
started to do this
T E—EXEVCising
the broin instead of
waiting wnidl the
kigs ore atleep and
the lowndry’s done
and I've got three
hawrs and I'm mal
exhausted —because
that never happens!®
—STUGEMT EATHLEEN
LEITAD)



Additional Accuracy Tools

kT LIsE your
pencil as your
wvertical sight line,

givcen: The lines
draven from eye to
object in this sketch
represent "sight
lines™ as well, Hold
your pencil with the
PNt up, yOur arm
outstretched. Focus
beyond the pencil
at your subject,
which should be
alboast ten feet away.

y now, you've filled your artistic

toolbag with a lot of accuracy tech-

niques. It's getting heavy, so why add
more? Now that you can sketch groups
of objects, fning sp and sighting are the
keys to reproducing their relative place-
ment and proportion with accuracy.
Later on, they'll be your most reliable
precision tools for drawing the face.

Rectangular objects appear regularly
in beginner work, so drawing them
accurately is important because a won-
derful still-life drawing can be disturbed
by a lopsided tabletop. Even without
detailed instruction on perspective, a
beginner can learn practical ways to
draw angles in order to represent them
with more confidence.

SIGHTING ESSENTIAL

Ahways hold your pencil at right angles to
the ground during an entire sighting exer-
cise, even if you feel like pointing to the
subject as your arm mioves up and down,

LINING UP AND SIGHTING
TECHNIQUES

Lining up is a variation on the level and
plumbline, and is one of the most useful
tools at your disposal. It's a technique
that helps you record the patterns you
see more accurately. Your purpose is to
find fao or more reference poinis that fall
along a straight line. For example, the
words on this page are lined up along
honzontal lines, and along verticals at
the margins, even though these “sight
lines™ are invisible.

Stand in front of a mirror to find some
more ways to sight objects along both
level and plumblines. Hold your pencil
above vour head horizontally, lowening
it until it reaches your eyebrows. The tops
of both brows fall along a level sight-
line reinforced by your pencil. Lower it
once again to find your earlobes along
another level. Hold your pencil vertically
to find the vertical sightline between
your pupils and sides of your mouth.

Squint while you hold a pencil vert-
cally and scan the room around you.
Make sure your head follows the vertical
as it moves. Bring the contour edge of



the top part of your pencil to the contour
edge of another object. Look down the
pencil vertical to see if an edge or feature
of another shape touches this vertical.
Mowe the pencil around, “sighting”
other references. This technique helps
vou replicate the visual pattern in front
of you. Lining up can locate reference
points along horizontal and diagonal
sight lines as well as vertical ones.
Sighting is a widely used technique
for estimating relative sizes accurately.
Practice sighting with a partner {or by
vourself, if you have a full-length mirror),
or use two objects of different sizes, like

Mexsure & smaller object sgainst a larger one
to determineg their size relationship. Here, the

an apple and a boutle. Align your penacil
point with the visible top of your parn-
ner's head (or top of the apple). If your
partner has big hair, pull the point down
a bit to adjust the reading (a bald partner
is a plus here). Keep vour pencil point
in this position while you shimmy your
thumb and forefinger down the pencil
to a point aligned with your partner's
chin {or bottom of the apple). The space
between your pencil point and your
thumb and forefinger will mark the
length of your pantner’s head, seen from
a distance. You now have a unit measur-
ing “one head” (albeit a shrunken one)
on your pencil. Keep your fingers in
that position on your pencil. Move the
pencil point to your partner’s chin and
count “rwo heads,” and so on. Use that
unit to count down the length of your
partner’s body. You're measunng how
many heads high your partner is. A
Barbie doll 15 eight or so; you're doing
fine if you come in at six to seven heads.

bottle is about three apples high. The apple is
drawn first, and then the bottle is drawn at a
hiesght equivalent to the three stacked apphes.

Once again, your plumbline comes in handy. We don't need to
wieTy about verticals and horizontals on the stove; it's the angles
at the right and left front stowe top comers that we're interested in,



Drawing Angles

ow, let's concentrate on a few

techniques that make it easier to
draw the angles of rectangular objects.
Don't worry if you're geometryphobic!
We're not heading for the classroom;
we're going to the kitchen. It's a great
place to practice drawing angles.

ull_ll":'lu'r.'nJ that '-J.'rr-:'.lnn_gl' the horizontal
and pertical center lines .li_gll‘.'l'_llp on the
.'lm.r"'-r' 1) fll:['] courld be erased .|r1|'|'.".
||1|'|'I|'J-|'|.| me a lal in in-.lurll'._a )
:.::!h'rrr 1a Hhe .-n.‘rn:l'nl'lr.ln.-'.:rlrm.
not .;'rlnl.'q_':.'m.l. "

STUGEST BITA ALK FR COPFNG

Stand directly in front of your stove
{no less than four feet away) for a nice
angle experience. We know the stove

top is square, and just like your drawing
pad, has four right angles, where perfect
honzontals meet perfect verticals. But
does it really lnok square? And what's
happening to those burners? The paral-
lel sides on the stove top, nght and left,
seem to turn in shightly toward each
other. And the back bumers scem closer
together than the front ones. Can you
see it? Let's test this out.

Squint as you line up your pencil’s
vertical edge with the stove's nght
corner. The honzontal edge of the
stove should meet your vertical pencil
in a right angle (see page 49). Compare
vour pencil vertical to the right edge
of the stove top. This edge will angle
slightly away to the left. A triangular
wedge of negative space will be created

Mace your bevel at a comer to capture negative-space shapes abowe the level, Look dowm at a doonway, Place your level under the
point whene wall and doorjamb meet. The angle of the walls will be seen abowe the level, Hold your level in two hands, rather
than twist it 1o adapt to the shape, Try sketching these angles. It wsually takes some remeasuning and practice, 5o just kesp al it
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Summary

A circle, a cylinder,
and elligses all
come into play

in this work,
DTG I STUDENT
WAABCARIT B ADAAT

a2

Yuu"w: been looking at the world
as compared with straight lines,
whether honzontal (in levels) or vertical
{in plumblines). You've done this to
collect information and reference points,
50 that you can draw with greater
accuracy. Use these methods to see the
overall direction of a curving line or
an angle to help you draw, for example,
a tabletop. When you project many
lines, you create your own graph paper
through which to see the world with
greater accuracy.

Owr aim 15 not to make engineenng
or drafting renderings, even when your
sketching results in more accurate depic-
tions. Drawing doesn’t require that level
of precision. Instead, a convincing rep-
resentation that isn't jarring is the goal.
Observe with sighting as an aid; draw,

evaluate, then use the measurement
tools at your disposal to fix what needs
fixing. If you tie yourself up in endless
testing and retesting each time, you
may squeeze the fun out of skerching.

You've used your sketching line 1o
search for shape and solution rather
than declanng an absolute final line.
Sketching has its own soft, fluid quality
that reflects the ame spent in discovening
shapes. While it's a tool for increasing
your accuracy in drawing symmetrical
and assymetnical objects, it's a jov to
do and behold on its own.

Your active use of constructive evalu-
ation s a key element in developing
accuracy in your work. [t gives you a
structured approach to ensure ongoing
progress. Continue to evaluate to
improve, and you'll accelerate your
drawing success. When you can idennify
a problem and apply a solution, it
allows you to storehouse more effective
tools to apply to vour next drawing.

LOOSE LINES, LOOSE BODY

Sketching to find accuracy actually lets
your body relax far mone than when you
do contour drawing. The lines ane loose;
your body gets to move mone with the
sketching line a3 you flow along with the
lime. Put on some music that you enjoy
o nudge your rhythm along and loosen
up your body.

ool "My doughiter Lowse had her appendix
out. Since [ can't st st ond do nothing, | took my
iketchpad and pencls 1o the hospital and worked
ovt bhis drwinig lor about four hours while the depl.
The lur boll mext bo her & her fnvoeite stuffed oy—ao
garika she'd hod since bintfL In @ few days, she was
fine o bock i schood, When her clossmates sow
rvy lrgang, Ehey said off bhe medicol equipment
araund Lowse mode ber seem smoll and vunerable.
! hadat thewught about that. | just framed it the
way [ wolld o phodo. ™ —STUDENT il HOHORST



Homework

Eupjrﬂurm:ll drawing pad with you and do some sketches during waiting time
in a restaurant, in the car when you're picking someone up, and other found-time
situations. Try for two to three sketches a week. They don’t have to be complete.
Sketrches can be pamially developed impressions and still have charm.

Sketch what interests you, and try to let your line loosen. Incorporate some
accuracy techniques along the way. Imagine plumblines and levels even when you
aren't drawing. Get into the practice of projecting those lines on the world around
you. In effect, draw with your eyes and imagination as you go about your week. It
will exercise your ability to discover erucial reference points, which in turn, will
increase your ability to observe and create arn.

"My pencil “ruler’
helped me fo
sketch in Ehe

underdrawing firs,
and then drowm
using the proper
proporfions.

STUTHENT BITA
WALKEE COFFiMNG







pressure: dark, medium, light. Smudge
each square; compare the value range.

4 Draw a square. Fill it in with your 2B
pencil, making it as dark as you can. Then
go over half of the square with your 2H
to see how it subdues the 2B texture.

5 Make a series of curved lines, close
together.

6 Make a square filled in with honzon-
tal and vertical scnibbles.

7 Using your 2B, scnbble a coil on your
paper. Start with lots of pressure, keeping
strokes close together. Ease pressure grad-
ually into middle values, then light ones.
MNow do the same with your 2H. Erase
some of the light end of the first serib-
bles, then some of the dark. Experiment
with both erasers. See which pencil (and
which end) is easiest to erase.

8 Make two small triangles, one with
2B, one with 2H. Fill in a value band
around each triangle, using the pencil
you made them with, respectively.
Make the value darker than the mangle
contour line. Fill in neatly until the
gray band becomes the prominent shape,
not the tmangle. This is the basis for
making convincing highlights; the value
of the contour line must merge into
the surrounding value. Notice which
triangle attracts your eye.

9 Draw a curving line, about three inches
long. Then move your hand farther
back on the pencil than normal hand-
writing position. Starting at the line,
fill in a one-inch-wide band with a
middle-gray value, using long, multdi-
rectional scribbles. The band should
bend with the curve of your line. Resume
the standard hand position on your
pencil. Using more pressure and finer
scribbling, build a second, darker band
on half of the first, starting right at the
line. Add a third, much darker band on
half of the second, starting at the line.
Create a smooth transition among all

three value areas, using pencil scribbles,
eraser, or smudging techniques, so that
the bands blend into one another.

CONSTRUCTIVE EVALUATION

Put the “Pencil Sampler™ that you created
on the wall, and step back. Do you see
a variety of gray tones, from extremely
dark to very pale, silvery gray? If you
didn’t make any area really dark, use
your 2B to do it now. Keep in mind the
full range of gray values at your disposal.
Your 2B is the best overall pencil;
however, 2ZH comes in handy for values
that are light, silvery, and close, as in
light skin or an egg. | often use the two
pencils alternately: 2ZH to sketch in the
basic shape and to develop the first
value level; then | complete my drawing
using 2B with 2H to subdue grainy
texture, if needed.

PEMCIL SAMPLER.
This group of pencil
marks shows how
by Dranslate the
wiilug diffenences
you explored on the
opposite page into
gray tomwes with
pencil. The various
shapes and values
of the marks ane
discuised in the
exprcise on thess
bW padgpes.
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Sorting Out Values

These illustrations
point up cverall
value (the tomato)
and shadows on
the objects them:-
seives (the shallots),
CHRAMTGS Y STUDENT
KA BSCHTINCALE

The illusion of a particular surface
15 created with pencil strokes. As you
examine particular shapes in your
sampler, if the surface of your imaginary
square looks flat, that is the effect you
want. Straight strokes suggest flat sur-

faces; rounded strokes, a curved surface.

Do the values you applied along the
meandenng contour line evoke round-
ness? Three values=local, middle
(transitional), and shadow—with smooth
transitions between them, can make
an object appear three-dimensional.

LOCAL VALUE SCALE
Returning to the seven houschold
objects you've lined up into a value
scale, make a pencil value scale from
them, applying what you learned in
your sampler exercises.

Begin by drawing a square to repre-
sent each object. Squint and fill in

58

each square with the overall value of
its corresponding object. There will
be gaps in your scale, as there are
gaps in the value range of the objects.
However, you should see a gradual
change in the squares from light to
dark {or vice versa).

ADDING VALUES TO SKETCHES
Find some items that you'd like to draw;
use your 147x-17" paper. Smooth,
rounded objects that have a sculptural
quality are best for value studies. Keep
them simple. But before drawing any-
thing, let's concentrate on locating and
seeing those different value categories.
Put the objects you plan to draw on

a plain surface. [lluminate one side of

the objects. (Don't use natural light; it

moves faster than we can draw.) Tum
oft additional light sources. Now, see
if you can locate these value areas on
those objects:

» Local value is the donsinant, overall
walwe of an offect, wnaffecied by shadow
or reflections. [t relates to an olyect's posi-
tion on the value sale, from dark to Iight.
For example, an eggplant bas an overall
darker value than a lemon, becanse purple
it darker than yellow. The overall valwe of
an cggplant is lghter than the shadow on
it. Local valwe is the lightest of the three
imiportant values that make any olgect
appear three-dimensional

» Shadow values are the darkest, found in
three broad categortes. The first of these:

* Shadows on an object are cawsed by the
play of light across il, creating shadoses
on the side farthest from the lght. These
shadows are the dark values that groe
an obfect its greaiest sense of dimension.

* Cast shadows, the second growp of
shadow values, are those thay fall from an
object to the sirface it sits on—in a sl life,
wswally a tabletop—or across the surface

of other ofpects. If you"ve cver walked
dosen & road al night with the moon or

d strong street light belrind you, you've



seeni your osen cast shadow. It may become
long and distorted, but it's a unique
reflection of your shape. If you're ont
seath friends, each shadow can be assigned
to each indrvidial, nsch as it can be to
cach object on the table in front of you.
Balance point shadows, the third group
of shadowe shapes, make wp the small,
very dark area just snder an obyect, where
if toseches the swrface it sits on. Put this
shadow value in and it will “ground”
your olpect, Without i, the olject will
tend fo look suipended in space. Balance
point and cast shadows groe your object
a sense of weight,

Middle values provide transition
between light and dark value shapes,

to create the illusion of dimensionality.
Pemcil is the perfect medinm for repli-
cating that softly blended transitional
oaliee. Squwinting belps you see shadow
shapes. When you can see shadows, it
belps you to draswe the whole shape, since
light and dark puzzle pieces interlock

at a common border.

Reflected fight can occur as bighlight

or as lighter areas within a shadow.
Highlights are areas q,l" reflectedd I.r'gﬁ'.l'-—
the brightest spots within light areas of an
obect. Highlights are often seen as crisp-
edped shapes on wel, glossy, smooth, and
bard surfaces. In comtrast, matle, nonre-
Mectrve surfaces have lght areas, ful not
baghlighes. Highlights can be present or
not, and are nol as cricial as the ooerall
lightest area of the ofyect in creating
dimension. Reflected light canses Kghter
areas within a shadote, Inat in that case,
they are still part of a shadow. Keep them
darker than Lght areas of the olyect.,

STRATEGY FOR DEPICTIMG
HIGHLIGHTS

Highlights on clear glass require a local
value of light gray, to provide contrast for
the white highlights

Thils drawing contains several kinds of thadows, Whike no highlights ane
present, notice the reflected ight within the shadow on the pumpkin.
DRAAING Y STUDENT K18 SCHTr AL

& cait ihadow al the stravwberry echoes its shape, [ust as highlights reflect

varying surfaces of the glass. DrRaVSCS BY STUDENT KIki BACHTRGALE
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Sorting Qut Values

SHADOW SKETCHES

Using two or three differently shaped
objects from your group, focus on
their shadows. Squint to find the
specific shadow shapes of each object,
concentrating only on cast shadows
and shadows on the objects them-
selves. Make some small, undeveloped
“tryout” sketches, and use them just to
practice seeing and recording shadow
values. Tack them up where you can
see them and the subjects, viewing
trom where you sat to make the
drawing. Squint and compare the
value shadow shapes.

"I 'tried to use @ 2B for everything,
but [ found I had a heary hand, 30 [ had
to mope to the 2H. What [ was trying
to achieve using the 2B would turn out

Basic shapes of objects and shadows are the focus of this casual sketch, fo be much too dark. ™
CRARANG BY STUDEMNT SHIRRY ART]SLNION STUDENT BITA WiLKEE CUHPFING

“I did & drowing before of o squath and it wasn't 5o good, but then | did this, and | thowght, boy, this is preity good! From thot
poind, it felt do-mbie. | thowght it would be dull and boring with no color, but it bod lots of charoclen ™ —STUDINT Pursis, AL

]



Pressure on the 28
pencil yields the darker
walue scabe and bold
impact we see in this
tulip arramgement.
RN, Y STUDERT
PAMELA 1. HEBERTOM

The silvery tonal values
in this floral reflect a
light touch with the
2B pencil. v gy
STUDERT CENE BOLURNE

il



Step-by

STEP 1:
UNDERDRAWING,
Use your preview
tools and a light
sketch o indicate
the basic shape and
scale of the object.
If you're working
with a symmetrical
object, check it out
on a vertical surface
at viewing distance.

-Step Value Drawing

H 15 created in layers. We begin with
an underdrawing, then work on top
of 1t in steps, as in this demonstration.
Darker values, crisper contours, and
more details are added gradually. Every
stage is a blend of steps, including back

STRATEGIES FOR FILLING IN
OVERALL VALUE

When you filll in an object’s overall value,
change the direction of your strokes every
cluster or 50. Keep the shape of the object
in mind to direct your scribble in directions
that suggest the object’s contours. Try to
identify at beast bwvo directions of the surface—
fior instance, up and down and around—
and mowe your pencil in those directions to
il in value, Don't flatten a rounded object
by applying straight lines in one direction
anly, Smudge to finger-paint the surface of
the obsect with the pencil dust.

steps to erase, or a jump ahead, to add
values before the final step. Focus on an
object from your group that particularly
appeals to you—one you are willing to
spend time with. Point a light on the
object to bring out more dramatic dimen-
sion. Use 14%x¢-17" paper, 2B and 2H
pencils, and the eraser on a wnting pencil.

CONSTRUCTIVE EVALUATION
Compare your subject matter with your
drawing, viewed at a distance. Do you
see anything that needs fixing? Squint
hard to pick up on any value areas that
need attention. Ask yourself:
* Are my valwe shapes accwrate?
* Is a degree of dimension emerging?
* Do my vaflue cdges tramsition softly
where mecessary £
If your answer is yes to any of the
above, you're well on your way. Now
you have something to build on.
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STEP 1 DEVELOPIMG FEATURES. Work on
contours and add detail, Lightly outline any
highights. Establish the local value with a base
of bong, flattish scribbles, I your object i very
light, use a 2H; otherwise, a 2B. Stay in the
middle-value range for this step, no matter
what your subject, Add the shadow shape on
the abject, always darker than the overall value,
Soften the transition between shadow and
orrerall vabpe bry wsing less pressure on your
pencil. Put in the cast shadow, incorporating
harizontal strokes 1o help the shadow lie flak.
Shiowwe reflected light in the shadow, either by
erasing shadow vahees or daskening arpuwnd
them. Ground the object with a balance-point
shadiewr just beneath the object where it
tounches the surface.

STEP 3: FINALIZIMG. Look at your sketch
carefully, squinting to check cut values as
companed with subject matter. Then owerlay the
base with shorter, tighter scribbling, changing
direction often over all value areas. Use your
eraser or finger (o smooth out bexiure; your
pencil point to make crisp, sharp edges and
warker valwes whene needed, Develop highighis
and don't et the highlight outline stay darker
than the surrounding value, Let the white of
the paper represent the brightest highlights in
your drawing, Some highlights may be darker
ithan the pager. As a final touch, il the highlight
has a soft edge, use your eraser o blur it




Problem Solvers

Pmbl::m routinely occur in art and far, the following common problems
in life. We feel better about making and helpful solutions apply to all value
so-called mistakes if we not only acquire drawings—not only with pencil and

the ability to spot a problem, but also pen, but with wash, charcoal, and
learn how to fix it. Although we have Conté, all of which will be introduced
worked only with pencil and pen so in later chapters.

PROBLEM, 13 the cast shadow on your tabletop too active, SOLUTION. Horzontal strokes within the shadow will flatten
oo contoued? it, theretyy reinforcing the flat table surface.

FROBLEM. Are the highlights on your drawing vague, not SOLUTION. Camouflage the outlines around highlights, and
convincing as the brightest parts of the object? make them pop up well, with an application of darker, finer
wvalue scribbles.



PROBLEM. Does the shape look flat, with an aboupt transi- SOLUTION, Owverlay stacks ol stradghi lines with multidi-
1o betweeen values, m.pl'.-ing the shadows seem pasted on, mensional strokes; wie randitional grays between shadow
ot inltgral;l:cl it the d'rl'wl'ng? and overall valee; solten with lingeér or eraser.

PROBLEM. Does the shape look somewhat flat, not SOLUTION. Use mone values to create dimension. Darken
l:nm-'in-u:ing the viewer that it's & three-dimensional object? the loweer portion of the object, where it Baging 19 menge
DEAWTRG, BY STUEHINT STIPHASEE L0 wilhi & thachov. DRAWIRG BY TTUDENT STEFHANIE SEIDEL



Problem Solvers

PROBLEM. Iy your contour line too dominant in
relation to the object’s overall vakee?

SOLUTION, B you have dravn your contour line with
uniform pressure, create “lost and found edges” by
softening the contour here and there with your eraser.

PROBLEM. Does your object seem to float rather than sit SOLUTION. Add the small, dark shadow shape beneath the
solidly on a surface? object to ground it to the table.



SOLUTION. Reinforce contours here and there and add
nway? darker shadows,

FROBLEM. Have you focused more on surface pat-
tern than on depicting dimension, thereby causing
the pattern to look flat?

SOLUTIHOM. The entire object, inchading surface pattemn,
shoadd show the effects of light and shadow in order o
achieve a three-dimensional ook,



EXERCISE: CLOSE AT HAND
Here's a vanation on our earlier draw-
vour-hand exercise. [t's a fun way to get
to exercise your pencil, observe propor-
tions within your hand, and learn a bit
about skin tone. Use your 2B or 2H
pencil, depending on which martches your
skin value more closely: 2B, the softer
pencil, will make darker tones; 2H, the
harder pencil, lighter tones. After you've
completed this exercise, try sketching
your hand in a vanety of positions.
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1 Trace your nondrawing hand,
palm down, fingers together or spread.
Draw the folds in your knuckles.

2 Put in shadow shapes if they are
present, squinting to see them.

3 Use contour drawing to fill in
specific nail shapes.

4 Fll in an overall skin value and
use your finger to smooth out the
surface. Use your directional lines to
map out rows of knuckles in a slight
semicircle,

“When | gid my
hond, | searched for
Light and donk fines,
thin and thick Fnes,
and went back again
arnd again wntil 1
gat it right—for me,
When | got o drew-
ing the bendons in
my hand, [ found

&)

.“f

$J

i

e

Eraier gave if new
dimension. | waas
immersed in the pol-
terns of fines thar
became my knuckles,
and the hall moons
that were created by
my cuticles. | st
have speni o least
six hours “fixing” my
hand, Bt | leved

[ Every i el



Studies

|I BTy ta rr_'l_]'m!J'-.
-lrrﬂ.'r__]'r.lurll."rlar aiith
Ehr:.. You have the
sl |:u'_-_]rmrfi 1]
ﬁﬂ]'hl'l il ;'l-_!} gmrr
it to slow down,
for dell r.|1'|.'l-r[llr
not to rush,”

STUGENT JARIE
EFFVEER

s you add values to your sketches,

they will gain a sense of dimension

and weight. They may look less like

flecting impressions and more like solid

objects, especially at a distance. The

more fime you spnid id-d:iﬂg visual infor-
mation to your drawing, the closer you
get to creating a study. The name itself

STRATEGY FOR HIDING
PENCIL STROKES

This s a refinement of scrilbbling, wsed where
you want few discemible pencil strokes to
show, Its easlest to achieve with a 2H pencil,
Hald it loosely, with the point barely towch-
ing the paper, exerting no pressure as you
make a soft gray value by jiggling the pencil
gently. Change the direction of your appli-
cathon further by letting your elbow rise
and fall from your side as you work.

The many different values shown here biem even
a sirnphe subject like this eraser into an interesting

PICIUPE, DRAWING BY STUDEMT MARCARET B ADAMS

The llusion of two defferent surfaces—leather
and] e tal—was created by using varied values
and pencil strokes, DRavres BY STUDENT AMCELA LOWY

implies that the artist has spent time
closely observing the object, often a
single object. This scrutiny may result in
more substantial, solid-looking drawings,
with more detail and refined technique.
The major differences between sketch
and study are that in creating a study,
more time 15 spent at a slower pace,
adding a greater amount of detail, with
more refined value application.

TARE YOUR TIME

Many beginners wonder if they're
taking too long. It's not how long you
take; it’s how long the drawerng takes.
Just stay with it until it feels and looks
finished—to you.

If your sketches are developing into
studies, or you'd like them to, add the
following points to your drawing
approach. For creating a study:

* Sl your pace.

* Break up contour fines into smaller
overlapping fimes.

* Keep your pencil in closer contact soith
the paper surface.

o Fill i valies with greaier preciion,

¢ Add more detail.

* FEvalwaie cach arca more frequently.



Deep folds and subtle creases turn a humble paper
bag into an ideal subject lor & pencil dudy with a
widde value FAMGE. DRaNRG B STUDINT Jaral WOLANSKY

*I had o do some hamework for class, o I grabbed

o warter bobtle as [ was runsing out of the houie, put

it on @ gless toble by the pood, and dréw winile the kids
swavii—ihert went to many other places, droving when
I could. [ dignr'T go bock and chamnge i, dida Tt howe any
high expectations. | juit wanted o do my homework
amnd make Some DVOQress. T —ITUDENT PAMELA SHRLING

This ball of string. or any sphere, takes on roundmes
when dark-to-light vakees are added to express theee-
dimensionality. Drawec B STUDENT LUCH MAOTTA-51

Fi |



Studies

Homework

Make studies and sketches, with and without values, and do lots of try-outs—
just to see what happens. Continue to be on the lookout for subject matter that
engages your interest and gives you the urge to draw.

*| had rich training when | started the course. | began the mushroom in dass, ond if was 5o detailed,

I was o bit scored, but became complelely engrosted. We'd been lought to siep bock every 1o often,

and | reslized I'd been sitting theve for long without doing that, | was shocked when | stood back, and

all the pleces matched up. Usuplly things don't molch wp, and | have o lol of erasing to do. But the

fact that the contowr drawing joined up gove me conlidence, | fook the mushroom home, and got mone

engrosted in the detail. | thought I'd been warking for abowt o half hour, but if was about three howrs!™
STUDENT HELEM LOBRANC

FF



*1 efiminmied detal by squinting ang just saw the
shopes. it was realy fun, the most fur, | just fet
mpsel g, ™ —STUDHINT AMNE BALLANTYRE

One of the pleasures of drawing is that there's shvays
something close at hand—or at fool—to serve as
yosar miochel. DRoveG B STUBENT PARELA SHILLING
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line, Press the point gently down and
onto the paper until the hairs fan out,
touching the vertical line on one side.
You'll be creating the crisp edge with
the side of your brush, not the point.
Pull the brush toward you along the
line. If the wash runs out, turn the
brush over to replenish, and keep goang,
This is a more efficient technique than
using the brush point to paint along a
straight edge. Try the same thing along
a curved line.

& Put two wash strokes next to each
other, overlapping edges slightly, to see
how one flows into the other.

9 Make a stroke of wash, then immedi-
ately add clear water to its edge. Clear
water draws the wash toward it, softening
the setting tdg-:-

10 Make a stroke of wash. Use the
brush point in small, feathering flicks
to break up the a setting rd;gf.'

11 Create some small white shapes—
such as a triangle, a heart—by painting
around them. Make the darkest wash
you can without losing transparency.
12 Make several small rectangles in
pencil. Create a wash. Prop your pad
up at a slight wle. (Either hold it with

a free hand, or better, prop it up on
something.) Add a stroke of wash at the
top of the rectangle. Add another stroke
immediately beneath it, overlapping its
edge. Continue down the page, feeding
wash to each stroke edge before it sets.
Gravity helps the wash travel, so ult
your pad more, if necessary, to help it
along. You may accumulate unwanted
wash at the bottom of a rectangle. Keep
the pad tilted to avoid backwash. Dip
a Q-Tip into excess wash to absorb it
Twist the comer of a tissue into a wick
to do the same,

13 Continue tilting your paper for
this exercise. Make an irregular shape.
Moisten it with water. Add wash to the

premoistened shape and watch it travel.
You can add more wash and nudge it
along, but don't stroke.

14 Using the pale wash that vou set
down to dry earlier (Step 3), cross over
that stroke two times. You should see

a darker value at the crossover.

HOW TO SOFTEN A DEY,
SHARP EDGE

Any wash edge will “set” in a fixed posi-
tion with a sharply defined edge i you
brush it on and leave it alone to dry. To
soften a dry edge, rub gently with a wet
brush or Q-Tip.

WASH SAMPLEE.
The wash applca-
tions showvwn here
are described in the
exercise that beging
on the opposite
page. Refer to these
examples in build-
ing your cwm
“Wash Samgpler.”




Creating a Wash

Flovers, fruit, and
& humble scrub
brush make edqueally
appepaling still-life
subjects, sTumninT
EHLATNG, FRO TOR
BY PAMILA SHILLING
(ULYY, RGARTY I, TRNGHEY
(ULAT, B, A0y
AHEREY ARTEREMKD
(APPLE, PEPPLR, RARARL

EXERCISE: PENCIL STUDIES
WITH WASH

Use your 6"-x-8" pad, or put two or three
studies on your larger paper. Choose
some objects you'd like to draw. We've
had nice results with mushrooms, shells,
tulips, teacups—all small objects with
close, light values. Pencll and wash studies
have an intimate look; quiet and sub-
dued because of their light values.

1 Select one object (your beloved!),
and place it close to you if you'd like
to see details more clearly. Building
on what you've already leamed, begin
with a pencil study and complete all
value areas, including cast shadows.

2 Make the lightest wash possible. Stay
with this value throughout this exercise.
Your value patterns are now set by the
pencil and will be visible through the
transparent wash, which will be an accent.
Remember, the keys to success in adding
wash in this exercise are: Be ready to
soften edges if necessary; use only the
same light wash.

3 Test your puddle of wash. If it's dned
out or becomes more concentrated, vou
may need to mix more. Keep it very
light. Don't use an overloaded brush. If
it goes too dark or you get a flood, blot
with a tissue immediately.

4 Apply a very light wash over your
entire study, except for highlights. Since
the wash is transparent, your underlying
pencil work will provide a vanety of
visible values. Washes give a soft connect-
ing gray value to everything, Where an
application looks fine, don't keep going
around that area,

5 Move your brush with the flow of
your object’s surface, as though you
were a small bobsled traveling over its
hills and valleys. Move with purpose
and get out quickly once you've done
the job. If you® re already getting
streaks, add more water to your wash.

6 While your wash is wet, you can add
more of the same light value; not more
paint, just wash—over painted areas to
deepen a value,

7 To keep a cnsp edge, let it set before
putting wash next to it, since wet flows
into wet, Edges will set if you leave
them alone to dry. Defining crisp edges
is especially helpful in strengthening
your art.

8 Let your picture dry for a few minutes.
Surfaces will be cool to the touch while



wet; slightly warm when dry. Onee your
drawing is dribble proof, put it up on
the wall, then sit down with your subject
between you and your picture. Use the
same criteria for critiquing this as for any
value drawing,

9 Try this exercise more than once.
The first time familianzes you with the
materials and how they work; the second
time, you can be more relaxed.

CONSTRUCTIVE EVALUATION

Is there any additional detail you
notice that can be added to bring out
dimension? You can't erase, since the
wash seals in the surface pencil work.
However, you can deepen dark values
and define edges with some wash or
pencil. Add pencil only when your
picture is totally dry, to aveid tearing
the paper. Wash can also be added
immediately after a previous wash was
applied. But adding more wash while
it"s drying can lift the previous wash,
There's a limit to the amount of layenng
your paper will take.

WHAT IF IT DOESN'T COME OUT?
The drawings by beginners shown here
are examples of what works. For every
success, there are many drawings that
aren't as strong. As one beginner
describes it, “Sometimes [ put a line up
there and [ knew it wasn't right (and |
was right). Yet, other times, it all added
up and the tme just flew by." Be toler-
ant of your not-so-successful drawings.
They're all part of the process that brings
forth the special ones. Keep them all so
you'll have a record of your progress.
But if you're really frustrated dealing
with a drawing that doesn't please you,
take a break. Frustration and disappoint-
ment are natural pans of the leaming
process. With drawing, it doesn't help to
be a slave to the ant. Back off when you
must, have a coffee or tea or take a walk—
then retumn refreshed, and begin again.

“I wearted to drm @ peonut, o bell, and other basic shopes [apple. egg,
hicek]. The pattern/texture of the peanut and the exobic nafure of the
antique bell are what attrocted me fo them. As fo plocement an the pages,
they just fit. Mo pressure, just foml™ —STUDENT MICHELLE ©. CAPPELLIER

i



10 *Mole holes”™ is the nickname used
in my classroom for marks that are
almost semicircles. They also look a bat
like croquet wickets. Do them rapadly,
automatic-pilot style. Listen for the
sound of the quick marks. Don’t over-
control. You begin to feel the centrifugal
pull as your hand whips around the
shape and comes to a stop.

11 Motice the small value hatches
along tomadoes and mole-hole shapes.
They reflect the same curvature as the

T

associated larger shape, but are not as
wide. You'll apply these small hatches in
a column down cach side of the larger
shapes, starting each hatch on the outside
of the larger shape and moving toward
the middle. Then make a narrower
column on top of that. You can add one
small column at the edges to increase
dimensionality more. Figure out where
you're going, then put your hand on
automatic pilot and start in. A rapid
approach works better than a slow one.

PEM SAMPLER.
Refer 1o these

ing your own
ﬂpm 5’“'*1;-
a3 described in
the exercise that
begini on the
opposite page.

rmarks in constmact-



PenTechniques

" Pen was reaily
fun |I-I|"|_' il |'|':-||:_-_'
15, vou can f erase

But [ think that's a

j':l l|.l|.I .'u':.'rnl E_j':

EERFCIEE, I'".'l.'l'-'i.ll"l:' i
makes me lake my
trme @ ittle more,

AT [AMI

Potential subject
rmatter e pen
drawings is all
argasnd ws. Sedect
what catches

:"ﬂll.lll' CYE, MTUANE
AR 5, FRO8E TOP
CLOCIWTSE, I WAAEY
FUASARCH [PLARMT, BOTTLE),
MKCHELLE G. CAPPELLIER
[PULLEY], AND) AbE
D530 PORCD (SPRATY
VALVES, WMORTAR ASD
FESTLE, TOR0M)

STRATEGIES FOR
DRAWING WITH PEN

* Don't strive for perfection in each stroke.
It the overall accumulation that counts,
Have fun and let er rip!

* Hawve your pen strokes mimic the ihape
of the ohject, just a3 you did with pencil.
Let your pen move in more than one dinec-
tion, Crossing over your strokes in anothers
direction helps create a three-dimeniional
effect. H a cylinder i both round and tall,
use strokes in both directions,

= Make crosshatching quickly, Don’t pall
rmarks with yoar whobe arm; ket your hand
and fingers do the work,



As you probably noticed
from the examples shown

o earlier pages, shoes
harve been a popular
subject in my classrooms,
for both pencil and pen
chrarwings. STUDENT CRMANPGS,
FROMA TOP CLOCKWIGE, BY PANE
WOLANSEY (ShEARER}, TRICW,
WlrROORE [DATE), PARELA
IACFEELY {SLINCARACK]D, AMD:

bl E. D50 {SAMDuE |

#3



PenTechniques

“I thought about things | would do when | got the time. At the top of my
wish lisf was leorming fo drgw, IE was Bme fo move to something that gave
some space 1o the soul. ™ —STUDENT AL ROBERTS

These two drawings match subject
matter effectively with the contrasting Iy
qpualities inhenent in pencil and wash, and - |
thee mere assertive nature of pen and
wiksh. DRANEGS BY STUDHENT AMedl 0450 PORCO

EXERCISE: ROUNDEDY
IRREGULAR SHAPES SAMPLER
What about hatching rounded or
irregular shapes? The technique is
similar to the loose movements used
in sketching. Work on a sheet from
vour smaller drawing pad, using both
pens for this two-step exercise.

1 Make a small, freeform shape. Fill
it with dashes that mimic the contour
shape, as though your strokes described
streams of water, flowing over rock.

2 Make a similar shape. Fill it in
again, but this time, make one side

of the shape darker than the other

by filling in the spaces between marks.
See if you can make a clear value
transition by gradually decreasing
white spaces.




Adding Pen to Pencil and Wash
La:l.rﬂing pencil, pcn,_and wash _ ;
yields a more assertive result i ‘

than pencil and wash, since the black
pen line is definitive, bold, and high if

contrast. The approach is similar to |
using pencil and wash. However, your llmlll"
pencil drawing is used as a safety net, il
rather than for values, Pen offers both
contour and value. Light wash is added
to provide a unifying middle gray. =
Reapplication of both wash and pen ﬁ o
deepens values. Crisp and soft edges
need attention. Constructive critique
helps you see where darker values and
edge work is needed. ’N ”, é

Choose subject matter that you
enjoyed using for contour drawing.
Your pen line is best for boldly defined, Try marks fike these to see how adding pen Lo pencil and wash can
detailed objects with clear edges and enhance a drawing.
segments, as opposed to a simple
rounded object like an egg. Work with

items that excite you, but also have
definite, rather than suggested, edges.

(gL

‘P.'l'

“Tou need to think, It's only art
My ||i'l'lll-'l:t:'§l arg tmporient here!
Anrger can break bhe negatipe connechion
It's like: I'm in charge!™

LIDES LAREL TORBEET

The artist said of the top drawing, “| ate that potato.” Drowvesss By STUDENT
BT WALEER COPPG



Using Pencil with Pen and Wash

Wash application echoes the movement of bead surfaces in these eloguent

drawindgs. Darker lyyers result from a buildup of light, transparent values,
PR TOR, CRAWINGS Y STUDENTS UNDA FTOGIRALD AND A5 RALLANTYRE

B

B:;in with a pencil underdrawing,

pplied according to the effect yvou

want. Applying pencil first will increase
your technical control before you add
ink and wash.

Your pencil underdrawing can be:

* a simple vertical or diagonal guideline
o pive a foof or wpright ofpect a siraight
referenice;

* a general sketch to belp conirol scale
and placement of the object on your
page, as well as groe you a preliminary
Seel for that olject;

* a complete, delailed drawing.

In a casual drawing, retain your
pencil marks if you like the loak. With
a formal pen drawing, erase your pencil
underdrawing (no one will know you
had a safety net) after the ink 1s dry.

"I used to rip up all my drowings
{ don't have any of that early work,
and I'm really sad about that. | could have
Ill"ll.l'ﬂi.'dl a lat rl_f.||l1h'1§i rJl'-JI hid J.'r!.lf them.
Now, J'_p,ul iy r.|r¢|;|'rra_.g'. sy Jﬁ'JF a while.
Sﬂlﬂ(‘flmf I take out a Jru.u'm.a that I do like
and "rul if :Ji‘r on a mwall and !.lwn‘.', I did
l!lm(‘fllllﬁ:g that was O K. ! That J1r.|l|'.|-.. "

ETUDHINT SUSAN PUEROEN

Once your pencil line is in, do your
pen drawing, putting in as much texture
and detail as you want. You can sketch
with pen, using a spontaneous, intuitive
approach. Values can be filled in with
quick marks, or even scnibbles, that
describe the surface. A more formal
approach simply means more precision.
Micro pen nibs create a finer mesh of
marks that are less pronounced than
the fise nib makes. Outlines work best
with the fine nib; shadow areas are
more effective with the micro. Washes
over pen lines can subdue their bold
look, as well,



Squint to see the shadow value EVALUATE

pattern; use your micro nib for Evaluate as you would for any value

those areas. Wait for a few seconds drawing, from a distance, once your

for the pen line to set. Test a small wash has set. Ask vourself if any areas _

area. Place a very light wash over all need some darker wash. You can put ;hmr::“:nﬁ:

value areas, reserving lightest areas— more pen work over areas to deepen t:::_hm::: .;.1'

highlights in particular—as blank paper, values, adding more contrast. You can subtle gray washes,

building up washes gradually, as you also put washes over the pen work- Let light layers of

did before. but never use pen on a wet surface. wiash dry between
applications i you

wiant to achieve
darker values shwdy,
with greater control.
STUDENT DRUNBICE,
RO TOR BY SAMDW
FITIRLALRSCR (SRLALLER
BELITH], JIld BCHEORST
(TAPE BOLLL AND A
CASTON (LARCEHE BELICH)

"When someone i chass said she took fiwoe
.'1.-||.r:~ [{F] .L|I.| a ||I.'|:.'.|' Ing, |I-I|:.\','.|II millq_'ll'l I-'.‘\.l'll.' r,
because [ always feel that | take too long,

STLIDICST KATHLEES LENTAL



U}I.Hg PEJTI'.'TI E[;r”'t PE'H Iil'.l"td- Hmh

ol ervicnact i
the wash and gtting
it @ httle darker in
same spols, and |
wias happy with the
shoding and the some,
even if I couldn 't get
aoll the lines the way
i would have lkegd—
Bust it 50l worked in
the end. * —sTuDENT
KA BSCHTRAGALE

“W you have some nice lines, tome nice shading, it can be pleasing even though i wasn't exactly what was on the table. It o plece
of art, not an eesct replication. Don't beat yowrself up w0 muchl™ —STUDEMT ELLEN 5 CORDON



Homework

Have fun with multiple possibilities. Play with techniques and materials. Now
that you're familiar with wash, experiment with direct mixing and application
of darker washes. Send someone a piece of "mail art™; use a postcard-size format,
or if larger, apply a first-class stamp. Let a bunch of friends in on your activity
by photocopying your drawings (use the black-and-white setting on a color laser
printer to get a full range of grays), and send them out as mailing multiples—

or scan and e-mail them.

“I o't ke @ real ovt class sioce | was o kid | wirs afreld o by, ntimickated
by all the detaits. S0 when we hod the assignment fo do the pen and wash,
I wanted to do the cattalls, buf | was so wormed about the wash and alf
thase owerlapping lecves ond alf thase shadows fo drow: | used o pencl skefoh
wnderdrawing for overall shape and placerment, then just storted ot one
end and worked my way o the obher, No stapping or enasing. | realized it
wasn 't ke this was going to be token ot and put on a public wol for
critique. | could fust start over if | wanted to, but | hod to keep golng wntil

I finished, | wos so hoppy when [ saw thot it was oclually recogmizable as
cattails!™ —STUCHNT TRACTY M., BOEROn







Nature’s Best Models

CHARCOAL
SAMPLER. The
charcoal appecations
shown here are
described in the
exercises on these
two pages. Refer to
these examiples in
building your own
“Charcoal Sampder.”

92

ood starters for level-one subjects
G'm this chapter are solid-colored
frut, particularly those with uniformly
light skins, such as Bosc pears or
Golden Delicious apples. Scarred fruit
is fine. It can give character to your
subject—like a dueling scar!

Level-two subjects are more challeng-
ing: eggplant, lemons, colored peppers,
Hubbard and acom squashes, pumpkin,
Red Delicious apples, multicolored
apples, peaches, and pears. Treat your-
self to a selection (you can always eat
what you don't draw). Some artists can't
resist a beautiful green cabbage with
large, billowing leaves. As daunting as
they are, cabbages do tempt beginners,
who often get wonderful results. But as

a general rule, avoid very complex
subjects like pineapple (too much detal)
and oranges (the pitted skin 15 the only
distinguishing feature, which is difficule
to draw).

As you unpack your fruit and veggies
at home, put them in a value scale for
practice. Then you'll be set to start your
charcoal sampler.

"I liked a |.-r.|.'|n_,-_' in e il bad I didn't

Iike if as much as drow iR in char ol

f ean't gl the drama out of iy |1:|"|-c.'|'
that I can ouf of the charcoal,™

T JAMIE EFPFVER

EXERCISE: CHARCOAL SAMPLER
Let's get a feel for vine charcoal and
your kneaded eraser, finger blending,
and/or Q-Tip blending—vour choice.
Use yvour newsprint pad for this one, and
spread your work over as many pages
as you'd like. When vou've completed
these exercises, take a fifteen-minute
break and study them at a distance

50 you can appreciate the texture and
dimensional quality inherent to the
charcoal medium.

1 Snap off a 1-V/y" piece of charcoal.
Holding it between your thumb and first
two fingers and rub its side on paper
until you get a smooth path of gray.

2 Play with the charcoal, looping,
scribbling, and making any marks that
occur to you. Smooth areas wath your
finger; experiment with erasers.

3 Make a long, serpentine, ribbon-candy
mark by altemnately pressing down and
letting up pressure as you move the
charcoal down the page, pulling from
side 1o side.

4 Create two value scales. For the hirst,
press down and rub back and forth to
make a very dark square. Continue to
rub while pulling away from the square,
letting pressure decrease, leaving a



Shadow Sketches

ut some of your fruits and veggies
Pnn a plain, middle-value surface. A
Plain gray cloth (or other middle-value
color) is ideal. Light them to bring out
dimensionality. Using your 147177
drawing pad, make a few sketches in
charcoal, concentrating on contour and
those shadow shapes you identified
in Chapter 4, just to get a feel for the
medium. Practice smudging the charcoal
dust with your finger, or if vou'd prefer,
substitute a Q-Tip for a similar effect.

] . % : i
I ducopered g medium (haf | loped,

sponlancous, and lpss [ArECIse g

The contrasting dark vakses of skilfully applied cast shadows anchor items to the surface they sit on and enhance a drawing's
overall visual appeal as shown on these Deo Pages. STUDENT DRAWNGS, 1Y SHIREY ARTIMINKD (PLAR, TOF) AN FAMELA &4 MEBERTORY (PEFPERS, BOTTORE)

G4



CTUCHMT DRAWTGS, BV KUY [0 FLPARD (PLACHES, TOM) AND: HEREY ARTEMDREO (LEASOM, BOTTOM)

"I came to drawing class with
the idea of painting—eventually
[ found I loved the way charcoal

went on in layers. [t reminded

me of painting, ™

STUGENT JANE WO LANTKY



Step-by

-Step Charcoal Study

F ind vour “beloved™ again—a subject
you are attracted to and willing to
spend time with. Adjust its position and
lighting, if necessary. Turn off other
lights and close curtains/blinds to create
more dramatic lighting. Observe the
objects in your setup and squint to block
out detail. You want to see two basic,
interlocked dark- and light-value shapes
on each object. Where dark meets light,

the transition is soft, blended. It bears
repeating: [t's crucial to squint to see
those shadows more clearly.

“As the only man in class, [ was surprised
that several classmates were stylistically far
more bold and assertive than I, using much

sharper value contrasts, for example.
(So much for gender stereotypes!)”

STUDENT GEGROE STEVERS

STEF 1: CREATIMG A GROUND,

A ground is an overall background
gray. It will supply you with a middie
value against which youw can better
jucige the ather grays, Cover your paper
with the same value as your table
surface, applying charcoal in vertical
and horizontal strokes, or in a flowing
rmanner, if you prefer. (You don't need
1o uie the entire page; a border of
white paper may remain,) Keep strokes
chose enough together Lo avoid a
itriped effect. Rub them down with

a paper towel to get a soft, owverall
gray with a suedelike finish,

STEFP 2: DRAWING THE SUBJECT.
With the point of your charcoal, make
a slowy, careful contowr drawing of
your subject. Include any edge, outside
or inside (such as the grooves of a
parmpkin] that can be turned into a
contour lne. Put specific charocter info
your drawing by recording what you see,
nat g generalization. What you think

is noasnd mary actually be somewhat
bumpy, often angular. Slow down

to get that in there, Mote that stems
hawve twio sides, ke miniature tubes,

If there's some part that's particularly
hard to dras, practice it with pen of
pencil on scrap paper. If you don't ke

your contouwr drawing, wipe € out, lay
in more ground, then smooth it over

with a paper towel, Are you sure you
want this subject? You can change
your mindd|

STEP 3: DETERMIMING RELATIVE
VALUE. To determine the basic value
refaticnship between ground and
subject, squint wntil your eyes are
almost closed. Relative to the surface
it sits on, ks your subject darker, ghter,
the same value, or a mix of both? See
“Strateqies for Creating Shadows and
Dimension® (page 98) for tips on how
to assess and adjust those relationships,
wihich are really Irmportant if you want
to create the llusion of dimension on
yoisr paper. This pear was both the
sarne as, and darker than, the ground.
First, | fingerpainted the inside of the
pear to make its textune different from
the ground. Then | rubbed in those
walues around the pear that | noticed
made its contour stand owt.



-

STEP 4: APPLYING SHADOW VALUES, Squint 1o see the object’s shadow shape. Fill that in, keaving the transition edge
soft. Fill in the cast shadow and erase to create light values within the shadow on the object. Keep the latter darker than
values in the light area, Create textures and highlights—¥# they're present—by Biting out charcoal dust with an eraser
where needed, Blend and soften with Q-Tigs or lingers. Continue to record value shapes within larger value areas. Uise
your charcoal and eraser technique Lo reach the degree of finish you like,




Charcoal Studies

"With charcoal,

you can do a STRATEGIES FOR CREATING SHADOWS AND DIMENSION
canken i Establish the overall value of an object first, then abways make shacdows darker than the object.
full it in, then easily Shackow values are relative 1o the objects they lie on. For example, the shadow on a lemon is
change lines you lighter than the shadow on an eggplant.
don't want, By The testure of an object must be differentiated from the ground; otherwise, the abject will
butting in the look flat and transparent. Here are four different ways to adjust the value relationship between

ground and sulbject (o create the illusion of dimension on your pagser:

_t‘-'l'rlull-!ll. .'hell_'rr.lu
can g L and
down the palue

scale from there. "

% HENT PAMELA &
T BTG

IF YOUR SUBJECT 15 DARKER THAM THE IF YOUR SUBJECT IS LIGHTER OMN DME

GROUMD: Fill in its overall middle valee until S5IDE, DARKER OM THE OTHER: Apply a

it's darker than the surface it sits on. batic overall value, then work to differentiste
values on either side.

g
:

i .=_.,'..

IF YOUR SUBJECT AND GROUMND ARE THE IF YOUR SUBJECT IS LUGHTER THAN THE
SAME VALUE: Change the texture inside your  GROUND: Rub it with your firger or an eraser
subject by rubbing charcoal anrcund wntil its to remdve some charcoal until the subject is
texture ditfers from the surface it's on, Bghter than the surface.



The sddition of skiliully

placed highlights and
charcoal valued to cars.

ful contour drawings
creates the ilusion of
dimension in these
stuclies. STUDENT DRuANGT
B, RO TOF CLOCOMAE,
EnipE Wi HL RCHULTE (REA,
KATHLEEM LEFTACH [LORIASH),
SLISAN EHLORET O [LOALASH],
AN AMME BALLANTYNE
[LERECN, APPLE)




Charcoal Studies

When you apply
values, move the
siche of your Char-
coal along with
the shape of the
object, as illui-
troted 5o well in
this example. The
micvement is like
2 Crods-Countny
skier flowing over
a landscape of
hills and valleys,
abwrays Tollowing
their changing
COMNPOASTS, DRMWRIG
EY STUEM T LALEY 0
BULARD

e’

L1



More CGomplex Subjects

evel-two choices from vour veggie

L-;.'ullr.:r.'tiun are somewhat more com-

plex. However, proceed using the same

methods. The following helpful hints
are for approaching particular subjects:

» Count ont the numiber of segmenis in
lobed sulpect marter, such as pumphins,
acorn squash, or colored peppers. On a
pepper cack bighlight shape iz specific in
shape to the surface it iits on. Keep your
eraser clean. There's a real payoff to
careful rendering of these,

o Eppplants bave varying darks, mot fust
one. Some bighlights are crisp, others can
be sooabbed worth the side of eraser. Don't
forget to draze the stem end carefully,
ofserving that if bas a varsety of valwes,

* Cabbages regrire an oferall Dalke
agaimil wohich one can pick ont ribi with
an craser. 1o appear roxud, ifs entire
surface, imcleding patterns, 15 affected by
shadose valnes,

o Lemons reguire a lght layer q.lr walises
agacnst wiich fittle pores can be picked ows
with an eraser. The overall shape is what
satys lemon, wot tows of surface detail.

WHEN 15 A DRAWING FINISHED?
The more you observe and add to
your drawing in the way of value detail,
the more closely you replicate the
dimensionality in front of yvou. But
some artists make charcoal studies
rapidly, in a more direct fashion. Fast
finishers in class will glance around,
wondering if they should kecp going,
even though they feel finished with
their drawing. If that sounds like your
expenience, examine your work at a
distance to help you decide. If you like
it, it's complete. The drawing rules,

more than the mitial aim or directions.

If you aren't satisfied, follow the
evaluation procedure, until you are.
Sometimes a nice drawing pops out
quickly. If it does, accept the gift!
Mow, take a break and take a look.
Position your paper so you see both
drawing and subject at once, from the
same vantage point from which you

drew. Find three aspects of your drawing

that you can improve. Take a fifteen-
minute break before doing more.

"I discovered that if
I could _|'i'::.J jLst ame
thing and change
that—meaning, fix
it—then | oowld see
the mext thing that

I could change.

" p t b )

et Tl

“Whern | dig this
choveo, chaos was
all arownd me. My
200 was doing s
homewaork, my
daughier wias in
and out, the dog
was doing what she
does—i0 i was a
uwprise that the
drawing come oul
at all ® —sTupesT
STEPHAMIE SEIDEL

10



“I had theee different oodored peppers, so | got those oul, | put the gubline in finid, to see whire they were in space, then the local values.
Far fphter oreas, | prcked up layers of charcool, mostly with my finger. The peliow pepper wiad Rordesl. ™ —STUDENT STOMAML SEI0EL

“What | loved abaul
i drgwang wial
e sl I s
uﬂdurl-g wirth the
charcoal. Rubbing
and redrowing, wing
the enmser ho pick g
a bit here ond there
My whole body could
get imolved when |
Pt i the grond,
! cowld glance itf°
STUCHENT PATEECEA B

JLLE



Additional Tools

“in looking af everybodys work, one thing | noticed i the amazing power
of the little white shape, the little white rectangle or white fine, ™ —smucasr
FARE WOHLARERY

Tnnillnns. stumps, and charcoal
pencils are adjuncts to vine charcoal
and kneaded eraser. Tortillons and stumps
are pointed cardboard cylinders that
come in a variety of diameters, to be
used for fine blending. Charcoal pencils
come in vanous hardnesses, as do carbon
pencils. But they don't produce that
lovely, grainy swathe of gray you create
with the side of vine charcoal. However,
you can draw with the point, and also
fill in pencil style with them.

PROTECTING YOUR CHARCOAL
DRAWING

Charcoal is the most fragile drawing
medium. If you brush against it acci-
dentally, your work can disappear. For
this reason, charcoal drawings should
be sealed with fixative, but it must be
handled with extreme care, because the
fumes are toxic. Follow the cautionary
instructions on the fixative can. Spray ont-
doors if possible. fndoor spraying showld be
only in a well-ventilated area that yow can then
leave. Never spray tnside your {roing space.

Crverly active cast shadows (above, left) can be tamed with brvel strokes (abose, right]) that mimic
the hosizonal direction of the table surface.

[[I2]



"I was Jh?nhnﬁ later

e :l.lwl the reaian

H’ﬂ mE Wﬂrk if came oul so well
Once you finish your first piece on charcoal ground, forget the ground and draw is | enjoyed what
directly with your charcoal point. Fill in values and shadows to the extent you want. I was drawing.
Experiment and enjoy yourself, Extend your choice of subject matter, but stay Plus, I wasn't in a
with multidimensional objects. Make sure to light them for more dramatic effects. hurry, [ didn't

mind if [ sat there,
because that s what
| wanied to draw, ™

STURHENT LA LT
IR

“} signed up for @ five-hour werkshop. As the doy unfolded, | followed each step of instruction, each Rttle success giving me the
couwage to continue. When I first looked at the armay of fruil and vegetobles, the cabboge seemed to wink at me. | thought,
No you don T—1 W do o opple. Then | thought, What the hell? What's the worst that can happen? It won't tuee o, and I'V iy
samething else. As the cobboge began fo toke shape on my paper, it was working. 1 just followed the fnes, drew what | saw;
eraied the charcoal to show the light. | refaxed, didnt worry, had fun, | nearly cried several thmes duning the doy—not From fear,
But from the joy of knowing that this part of me was being acosised, | could actually learn how to draw!™ —5TUDeT sancy oecauss
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Practice your ovals on scrap paper until
vou feel comfortable.

2 Draw horizontal lines at the top and
bottom of the oval, to establish the wop
of the head and the chin level.

3 To find eye level, sketch a horizontal
line halfway down the oval. Eye level is
a honzontal line right through the center
of the pupil, when the eyes are looking
straight ahead.

4 To find midline of the face, sketch
a vertical line from top of head to chin
level, at right angles to eye level, dividing
the face into two matched sides, We
don't see this line, but it exists in the
skull. Eye level, middle of front teeth,
base of the nose, and middle of the
chin are all on this midline.

5 To find base of the nose-level line,
draw a honzontal line on the midline
halfway between the lines for eye level
and chin level. This represents the base,
not the tip, of the nose. The tip is fleshy
and in some of us dips down below
the nose-level line.

6 To find middle of the lips, make a
mark a third of the way down between
the level lines for nose and chin. The
lip mark is variable, but in general, lips
are closer to the base of the nose than
to the chin. As usual, you need to
observe and be true to the specifics of
your model's face. To establish mouth
width, sketch two droplines from the
middle of eye ovals two and four.
Extend the mouth mark honzontally
to meet them.

7 To establish cycballs, draw five hon-
zontal ovals along the eye-level line,
bisected by it, so the line goes through
all five, like a string through beads.
Compare and adjust the sizes of your
ovals to make them all equal in size and

at this stage, not just the part visible
between the lids, and not just a symbol.
8 To establish nose length, draw a
tnangle with its apex at a point on eye
level centered in the middle eye oval,
Place its base at the nose-level line.

9 To establish nose width, drop a
plumbline from the inside comer of the
second and fourth ovals to nose level,
The space between these lines at nose
level equals the width of the bottom of
the nose. Bottom of the nose, triangle
base, and the honzontal ltﬂa‘.'r.h of the
central eye will all be about the same.

B
\

This “jack-0"lantem” image gives you the foundation upon which you'll
develop the face. The relationshaps formed arownd the triangle are the
core proportions of the hurman head, They'll go a long way to help you
ovencomse the common penceptual pitfalls in drawing the face.

shape. Maintain a light and generalized
line. Avoid “Orphan Annie® circles.
You're representing the whole eyeball

0%



Studying the Face: Start with Your Own

"I began to
realize that if
! concentrafed
on the litile pieces
and got them right,
without even
thinking about the
fact that [ was
doing a head, when
[ was finished and
stepped back to

look: Shazam!

There was the face.”

STUTHINT AL BOOREETS

AVOID

Be careful not to make:

= Circle for the head

= Circles for eyes

= Midline not vertical

= Eye level not horizontal

= Mose level too high

* Eye level too high

= Eye ovals on top of eye level

* Blocking in lnes dark, unbroken

CONSTRUCTIVE EVALUATION
Before going to the next step, put your
picture on the wall and view it from a
distance 1o make sure that:

* Eye level is balfioay doten the oval,
parallel to bottom of page, with midiine
parallel to side of paper.

o Eye-level line goes throngh the ovals,
nof under thews,

= Nose level i3 halfieay between eye and
chin fevels.

o Mowuth level s one-third distance
(mot one-ball) between nose and chin.

“C(ne of my favorite moments
was instruction on drawing a face.
I was amazed that what [ thought

was beyond my scant ability was well
within reach—just an oval, bisected,
five eye-widths across, and 5o on.

Miracula Lr.':_r__r. a I:f!l'-ll'.lr\-:rpcl.rfrlmr'rf

face emerged.”

STUNENT MARLAKET BiEES

EXERCISE: DEVELOPING

INDIVIDUAL FEATURES

This exercise starts o build individual
features. Refer now to your own face
and to the illustration for guidance. The
following pages contain more detailed
instructions for developing cach feature.
Use light, directional lines to:

1 Establish the bridge of the nose,
bisecting the eye-level line.

2 Draw eyes, building lids within the
eye oval, on the oval, covering part of
the ins.

3 Place brows, duplicating the space
shape between crease and brow.

4 Draw the mouth with the centerline
broken and darker than the outline.

§ Structure the nose in parts. Note
the angle of nostrils and leave space
between them.

6 Venfy the vertical lineup of mouth
comners with the pupils, and sides of
the nose with tear ducis.,



AVOID

Be cariful not to fake:

w Ohval boo widhe

* Eyes too large, inises too big

» Siches of node attached to tear ducts
» Maode too short, bottom too srmall
* Mouth too high

Lise this examgple
a3 general reference
only for developing
individual leatures,
Of course, when
drawing your own
face or any other,
copy only thase
unigpee Teatures,
not the cnes shown
here. Drawing in
featwres is a bit like
arranging a still-kfe
of small objects,
You focus on each
interesting cluster
of value shapes and
contours, then take
in their relationships
to a larger symimet-
rical structung,



Studying the Face: Start with Your Own

i you wear glasses
wihile you work,
treat them as just
anoiher sthape. Try
to create lghting
withaut direct high-
light on the lens
SURTaCE. DREATHG By
STUDENT STEFHANE SEDEL

12

BEING YOUR OWN MODEL

After you've blocked in the general
relationships among the features, start
referring specifically to your own face.
Begin to sketch your own features

on top of the blocked-in oval you've
prepared. Erase blocking-in lines a bit
if they're dark, or they’ll distract you
when you draw. At first, it's difficult to
be detached about your own face. It
can be a strange new expenence scruti-
nizing this person (you!) staring back
at you. But self-study 15 an excellent aid
in learning to draw the face.

To try drawing your own face, begin
the same way, by blodking in propor-
tions. Then focus on each individual
feature, reporting on what you observe
as accurately as you can. Look at your
entire face as you work, to relate each
feature accurately to the whole. And
now that you've made a symmetncal
basis for your face, it's time to tell the
truth! The end of the nose is often wider
than vour markings; eye and eyebrow
pairs often appear mismatched; and the
£yes are sometimes not quite at righe
angles to the midline. However, the

symmetrical guidelines will serve as

a basis for companson, rnab]i:ng you
to catch those particulars of your face.
Sighting to line up features on the
vertical is your best tool in evaluating
specific placement of features.

EMOTIONAL EXPRESSION
Our faces are capable of expressing a
wide range of emotions. We're aware
that intense communication can 15sue
from the eyes and is expressed at the
comers of the mouth. However, the
brow, cheek, nose, and jaws all have a
part to play in our expressive capacity.
To get an idea how the action of facial
muscles creates your expression, watch
yourself in the mirror as you make the
face that corresponds to each feeling
listed below. Ham it up to get full
benefit as you say:
o [ conldn’t be more surprised!
o Jok! This tastes awoful!
* That was a wonderful experience!
Repeat the exercises while your eyes
are closed, with your fingers on chin,
cheek, and brow, to make the expenence
even more revealing. Could you feel
vour facial muscles move up and down
with your emotions? Although we're
going to study the face in a composed
state (at least you'll attempt to remain
composed), it's helpful to become more
sensitive to the expressive role of brow
area, movement of the jaw, and even
tension around the nose.

FINDMMNG CENTER

The bridge of the nose marks the middle
of the head, and is an anchor point for
all facial features. Continue to use light
sketching lines as you draw in the brdge.
Yours may be somewhar trangular in
shape or it may be columnlike. The
bridge sits inside the central eye oval
and is never wider than the botom
width of the nose.



EYES

Sketch the tmangular shapes of your tear
ducts pointing in at the nose within
ovals two and four. That detail not only
helps to shape your eyes, it establishes
space needed for the orbital setting of
the eyes. Look carefully at the steep
angle of the contour ni'}'uur upper lid
that leads up from the tear duct and
continues above the iris. This angle is
significant to eye shape, and 15 often
surprising to beginners, who assume 1t
has a rounded shape.

Be careful not to make the eyes too
large for the face, a natural tendency
considening their importance to us
emotionally. How can you avoid this
common mistake? Be aware that the nose
15 longer than the lengthwise measure-
ment of the eye. Compare the length
of your own eye by sighting on the
honzontal (end to end) and companng
it to the length of your nose on a
vertical. This is the general proportion
to maintain in your drawing. Check it
against your drawing. If you have made
the eye measurement longer than the
nose, it's probably inaccurate.

The eyes are fraternal, not identical,
twins. Look for the differences that make
each one unique. You'll often see size and
shape discrepancies, and sometimes, tilted
eye levels that are not quite at right angles
to the midline. Rely on contour drawing
to capture the unique quality of each eye.

Stll building on your initial blocking-
in drawing, sketch in both upper and
lower lids within ovals two and four.
They'll be continuous to the contour
of the tear ducts. Make sure upper lids
overlap lower lids at the outside corner
of each eve. The fleshy inner portion of
the lower lid, not the lash line, rests
against the eyeball. If a challenging area
makes you darken and reinforce your
lines, practice the feature on scrap
paper to avoid doing that.

The crease of the eye, where the eye-
ball nestles into the bony orbit of the
skull, usually mirrors the rise and fall of
the upper lash line. Use the fleshy shape
between the crease of the eyes and brow
to help you sketch this area more accu-
rately. Some eyes are hooded—thar is,
the crease of the upper lid isn't visible.

Sketch in the iris—the colored portion
of the eye—as a slightly rounded cube.
We often imagine we see the ins as a full
circle, and mistakenly draw it that way.
Usually, only when the eye 15 expressing
extreme emotion or when it is very large,
do we see the entire ins. Much of the
upper rim of the iris s covered by the
upper lid. The lower rim of the iris is
often shightly overlapped by the lower lid.

Keep the pupil lighter than you think
it is, to avoid the common tendency to
make it too dark and more prominent
than it is. The pupil will ilﬁ"l}'!- be in
the middle of the entire inis, but not in
the middle of the ins that's showing.

BROWS

The brows angle up above the eye from
the contour of the sides of the nose,
then descend toward the temple. Avoid
the “Arch Fiend” look that may occur
if you let the brow continue to ascend.
Feel the bony brow line that juts out
over the eye where your eyebrows sit, to
get a sense of the downward curve the
brows will follow. Sketch in the brow as
an angled shape, not as lots of hairs.

Use directional lnees
to build from an oval
to an eye. Things o
aenid (see below)
are corrected hene
(left): Eyelids are
reduced in size and
placed inside ongnal
oval; entire irs does
not shosw; tear ducts
are now indicated;
lashes to be added
sulbthy, later.

113



Shu':i_'ying the Face: Start with Your Own

The nose s success-
fully portrayed in
this portrait with
just & few delicate
lines to sugdpest its
compléx thape,
DRAANG BY STUDHNT
APl AL LAMNTYE
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MNOSE

Oh, no! The nose! Since you're apt to
focus on eves and mouths more often
than on noses, take a really careful look
at this feature before you start drawing.
Sometimes beginners think the nose
will look too prominent if they follow
the blocking-in measurement; or what
they see doesn’t compute with what
they think they should see. Many are
reluctant to put what they see on paper
for fear their observation is rude or
wrong. For instance, a nose may have
nostals that don't match, perhaps
because the nose tip tums slightly to
one side. Draw it that way if that's what
you see when achieving a likeness is
important to you. Be true to what you
see and it will move your skills ahead.
Here are some basics to keep in mind.

If you've drawn the triangle, it will
help you to assess nose size. The bottom
of the nose is probably wider than you
expected and often wider than the stan-
dard given, but rarely smaller, so make
sure not to shnnk it wathin the gudelines.
It can line up with the inside rim of cach
iris. Lining up the sides of nostrils with
the tear ducts is also helpful. The length
of the nose, not including a wayward tip
or twa, 15 rarely longer than the guide-
lines, but is sometimes shorter. Modify
the blocking-in measurements as needed
to portray the nose you're drawing.

Think about the structure of the nose
before drawing it. The long, upper surface
15 composed of a ngid shaft and a softer,
more malleable, end. Together, they
create the overall shape of the nose. The
shaft has fewer value contrasts than the




bridge and nostrils, so it's a less notice-
able shape. Find the bump on your nose
just below the bridge. Follow that shape
until it narrows and transitions into the
wider end of the nose. This basic struc-
ture appears thicker or thinner with each
nose, just as the slope along the sides of
the nose differs from one face to the next.
Some faces have flatter noses with only
subtle indicanions of this bony area, while
it 15 angular and prominent in others.

The nose tip is rather like the end of
a diving board, and springy as well. Pay
special attention to the space between
the nostrils at the very base of the nose,
a key defining area. Due to its shared
border with nostril openings, it has the
greatest value contrasts. Capture the
angle of this shared contour and you go
a long way toward portraying the look
of a specific nose. Check the angle in
context with the entire face.

The fleshy contours of the nostrls
share their contours with the upper sur-
face of the nose, but sit on a lower plane.
You may think of them as rounded, but
look again. Many people have almost
straight contours to the nostrl, some-
times almost vertical or slightly angled in.
Study the fleshy part that wraps around
the nostril opening. Check it out on
your own nose, but remember to level
your head when you draw the nose.

EXERCISE: BLOCKING

IN THE NOSE

Practice the complex structure of a nose
on scrap paper first 1o reinforce your
understanding of it before drawing the
nose on your portrait. Then, working
on the tmangle you drew earlier:

1 Start at the bridge of the nose,
Sketch in the changing movement of
the shaft of the nose as it descends

to the end, avoiding dark outlines.
The side of the nose is a subtle area,
best developed with values later.

AVOID

Be sure not Lo draw a
nase that looks at its
end like (from topl:

& The canary-beak

e light, directional lines to simplify shapes.
Leave space betwesen nostrils, and note that
nostril coverings wrap ancund the openings.

2 Draw the fleshy end of the nose.
This area often has a unique shape that
can be defined by sketching its shared
contours lightly. Document common
borders with the adjoining fleshy nostrils
and their inner angles.

3 Lock for the middle dividing mark
curving down from the end to the base
of the nose. If the tip of the nose dips
down over the blocked-in nose mark,
the base of the nose won't be visible.
The underside of the end of the nose
will be detined by the values.

4 Sketch in nostrils with small, angular
strokes, rather than making the classic
“ball-bearing” symbols. Simplify the
nostril covering contour with small direc-
tional lines, then check out angles within
the whole face context. Avoid lining
the upper curve of the nostrils with the
base between them in one flowing line.



Stué;u'r‘g the Face: Start with Your Own

Pay attention to
the angle changes
of the dark mid-
line and upper-lip
contour, which help
greathy in capturing
specific Bkeness to
the model.

MOUTH

Mext, block in the mouth. The midline
of the lips has an undulating movement
that 1s more pronounced in some faces
than others. The center of the upper
lip may protrude slightly, producing a
small overhang that fits into the center
of the lower lip. | find lip contours
comparable to a mountain-range eleva-
tion map. Does your mouth have high
peaks and low valleys, gently rolling hills,
or a fairly level surface?

As each carefully observed featured B developed on the oval structure, a

wnigque indivichal begins to emerge, Values and face shape specific to the
subject are then added to create further likeness. DessG By STUDENT AAEY SR

Both sides of the mouth generally
line up on a vertical with the pupils,
when eves stare straight ahead. How-
ever, sides of the mouth don't always
line up precisely, so don't stretch the
lips to do so. A smaller mouth or
a wider nose will mean the reference
shifts slightly. Also notice that the
lower lip is often more defined by the
shadow just under it, than by a strong
contour line leading to the comers
of the mouth.

AVOID

Be careful not to draw:
* The lip outline as dark as the midline
= Rigyid, unbroken, dark lines

TEETH

Avoid tanghng with teeth as a beginner.
Take a clue from the general absence
of toothy smiles in the history of art,
and keep your model’s mouth shut. If
vou are determined to put the teeth in,
remember the viewer sees only a few
defined teeth at a time from one point
of view. Treat them as an overall shape
with minimized individual definition.
Also note that when your mouth is
closed, if your teeth are parted, dropping
your lower jaw, your chin will lengthen,
changing the onginal blocking-in
proportion of the mouth to the rest

of the face.

“."':'u:-r.ﬂr|'||1.'r.|,|,‘r eircked innde my mind ond
|I il -:|.|h|r' Iar Sé¢ I.|1|.'|_el'\- r!l_lf_lfr.'rrl.‘_llp.
Instead |::_|' |||:-|a-|::.'n_r;-:|l what !:n;.l- dray g
ai a ahole thing, I loaked at its frarts. i

FTUDENT TRASEY M. RORINSON



EXERCISE: SHAPING THE FACE
Mow that yvou have defined individual
features, shaping the face 15 the next
way to bring forth a likeness. Make a
general observation of your face shape
before you begin. Is your face squansh,
rectangular, heart-shaped? Is it wider at
the jaw than at the forehead, or just the
opposite? Some people have a narrow,
chiseled face. Others, a full one, The
variety is endless, unique to each person.
1 Use long, angular loose strokes,
holding vour pencil farther away from
the point than you did before.

2 Adjust the contour of the face relative
to the features. Keep locking at your
face to modify and venfy your choices,
Use a kind of artistic liposuction to
remove unwanted or unecessary round-
ness as you reshape the onginal oval.

3 Adjust the sides of the face, which
come closest to the features just above
the brow line at the temples; below

the cheekbones on a honzontal line
with the bottom of the nose; and

at the chin line on a diagonal down
from the lower lip.

4 Now sketch in the shape of the ears,
which extends from eyebrow level to the
middle of the upper lip. (You'll define
ears with values a little later, very lightly,
to avoid drawing attention away from
other features.)

5 Block in hair as a shape, like an inter-
esting hat, and relate it to the developed
face shape, rather than to the original
oval. Use long, loose, angular strokes to
suggest the hair’s overall contour.

& Further define the shape of the
forehead. Record it as a puzzle shape
that shares borders with the hairline
and brows.

st Lse bong,
directional lines to
define face shape, Pay
attention to line angle
relative to features
as you work, Block
in overall hair shape,
nal individual hairs,

wirt: Fram beft, is your
face wider at the cheek-
bones, wider at the
jows, or rectangulsr
in shape?
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Studying the Face: Start with Your Own

After developing
features with light
pendil strokes, this
beginner has added
\ r more dimension
| . P and definition to
A I|."_- his dranwing with
r;a-" selective darker
JJ‘:_ viadues and Crisper
- edges. pasanG By
STUDEMT WAKLY OPLAARD
¥ i
With the addition
of walues in the eye, 2
a sense of [ife and
vitality begins to P 1
emerge in this o ; l"x_
portrall. DraveG L -/ { !

B STUCENT PAMELA
SHLLING

118

EXERCISE: CREATING
DIMENSION BY ADDING VALUES
MNow that features and face shape are
defined on your original oval, begin to
develop their dimensionality further by
adding values. If you've retained a light,
flexible line until now, you can build
successfully on that. Use your 2B penail
until it"s time to focus on skin values.
1 To tum a blank stare of the eyes
into an expression with vitality, treat
the varying value pieces of the ins as
though they were part of an abstract
puzzle. Within each ins there are light
changes. Small, mosaiclike highlights
are visible. Record these white shapes
lightly, neatly merging their outlines
with the surrounding ins value, which
darkens as it nears the upper lids.

2 Avoid making the pupils an overly
crisp, dark value, or you may create a
Dracula-like stare. The pupil merges
with the value in extremely dark eyes.
3 Treat the recessed eye orbit as a
feature by drawing a shadow on either
side of the nose and under the inside
comer of each eye. These values lend
depth to the face and keep the eye at
an accurate distance from the nose.
Sometimes artists think these shadows
and so-called “bags™ under the eyes add
unflattering aging to a face, so they
omit them. But even children's faces
have some degree of both. The fullness
under the eye corresponds to the lower
half of the eyeball; the shadow, to the
recessed orbit. The entire eye orbit from
brow to under eye shadow can be filled
in with a light shadow value.

4 We know lashes and brows are
composed of individual hairs, but we
see them as value shapes, with only
some individual hairs visible. Fill in the
value to the shape, then perhaps add

a few characteristic hairs.



- et With features
: ; defined and face
shape refined,
adding values to
your portrait
comtributes greathy
to suggesting
dimensionality.

e



Stu@ping the Face: Start with Your Own

Treat the irs
carefully by adding
values lighithy. Fill
in the local vabkse
precisely anound
the outlne of
highbght shapas.
Add shadow walues
to the orbit area
to give the face
dirnension.

The end of the nose
needs dimensson Lo
be convincing, Pay
attention to valse
patterns, especially
ol the base of the
nose, which will
rake e tp deem
b push forsand,
a3 it actually does.
Subitle ihadow
vidues along the
shaft add dimension,

The darkest line of
the mouth is the
midline, not the
outside contour,
Value patterns there
give fullmess to the
rmouth. Shadow
values under the
et lip and at
the comners of

the mouth add
dirmension.

5 Squint to find the value shapes along
the sides of the nose. Accent values
lightly on the side farthest from the
light source. Place values under the tp,
down and across the base to recess this
arca, making the tip of the nose seem
to advance toward the viewer.

"The main thing | had to get cver was
trying to make myself look like what [ want
to look fike instead of drawing exactly
what [ saw. [ got past that by looking at
the forms. My nose is just a shape, the way
the handle of a cup is a shape. ™

STUDENT SLIAN PARSOINS

6 Fill in the overall value of the mouth
before adding shadow values. The lower
lip is usually fuller and lighter in value
than the upper lip, because it catches
more light. Give the midline of the
mouth its darkest value, regardless of
lipstick. Make that midline more like a
long, slender value shape than a narrow
line for a more expressive result. Notice
how the sides of the mouth press into
the flesh of the cheeks. Indicate this
important area with two soft value shapes.
7 For light skin tones, switch to 2

2H pencil, which shows less contrast to
white paper, so it's easier to avoid the
five-o'clock-shadow look where it isn't
warranted. Then squint to isolate shadow
shapes, and put light value in with a fine
crayoning application. Light skin value
doesn’t need an overall value (though
some beginners like the effect); white
paper is accepted as local skin color.

8 For darker skin tones, use a 2B pencil.
Fill in local value of darker skin tones
partially, rather than completely—just
enough to suggest overall skin value. To
avoid flat cheeks, use soft, multidirec-
tional strokes. Make shadow values darker
than the basic skin tone. If skin values
look too grainy, smooth with your finger
and/or subdue with a 2H pencil.



9 Establish the overall local value of
hair applied rapidly with long, crayon-
ing strokes. Most beginners fill in with
a gazillion hairs. If you do that, no
overall hair color will emerge. Squint as
you work over the first local value layer
with smaller scribbles and more pressure.
Darken hair at the crown near the roots,
along the part line, behind the ears,
and along the neck. With your pencil
point, suggest straight, wavy, or curly
hair with a few restrained strokes here

and there, and add some loose tendrils Sketch the overall shape of the hair. Then draw in its overall value. Then add
that break the overall outline. deeper and lighter values, specific movement, and some individual hairs.

The hair should reflect
the unsgue value range
af the indiwidual sitter.
& clark overall value,
ypecilic texture refer-
ences, and creation of
dimenisosn through
shadow values all con-
tribute 1o the success
of this Fceness, pasamc
BY STUDENT Mkl WIAKLIY
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Studying the Face: Start with Your Own

*I hod never onalyred aryone'’s foce with such soruting before. What power
I held in my pencil—to créate age or youth!™ —sTucinT can k. sossson

10 For blond, white, or gray hair,
fill in the overall middle gray that is
under the lightest values. Erase back
to create the lighter values. Use an
eraser stroke that mimics the move-
ment of the hair. Then add pencil
lines aver those areas to mimic the
hair's movement—straight, wavy,

or curly.

11 Add a neck, or you'll have a
disembodied face (like Oz the Great
and Powerful). Find the location on
your chin where the sides of your
neck become visible. Keep your
contour light in this area or you'll
detract attention from the face. Don't
run the neck to the end off the page,
or the eye will run with it. A slightly
asymmetrical rendering generally
looks better, so follow through slightly
maore on one side.

12 Suggest shoulders with a sloping
triangular angle that begins toward
the middle of the neck. A shirt collar
would begin at this slope on the neck.

A good adjustment Lo the neck area, raising the shoulder slope, added accuracy 1o this POFLFaR. DRawisc By STUGENT KATHY EPSTEIN
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acial expression is conveyed most
dramatically by eyes and mouth.
Aliveness is most apparent in the eyes,
To portray expressive quality:
o Fill in specific values carefully around
%,
* Record the visible amount of iris and
surrounding sobite of the eves accurately.
» Consider the angle of each brow.
= Observe and record the midline of the
fips carefally.
* Note the depth and angle of the crease
betareen wose and mouth.
» FEstinate the angle of the mostrils with care.
If you're a careful reporter, you can
simply let go into recording shapes,
rather than try to figure out how to
convey a specific mood at the outset.
Specifics recorded will result in a specific
mood. Remember, the “happy face”
self-portrait is rare in art. What you're
maore likely to see is the artist’s expression
of deep concentration recorded as the
self-portrait was created.

CONSTRUCTIVE EVALUATION
Place your self-portrait on a wall near a
mirror, where you can see it and yourself
at one glance. You may want to deepen
or lighten some values on the eyes,
hair, and brows. Emphasize shapes and
darken values gradually. Make sure
your overall mouth value is filled in,
and you haven't left lips white.

Check expressiveness. Do your eyes
look lively? If not, add highlight areas.
Be sure their outlines are not darker than
the surrounding value. If they are, hll
in the iris value precisely around them.
If your mouth has one rigid line, soften
it with your eraser.

Rely on the shadow below the mouth
to suggest the shape of the lower lip.
Did you develop the indented value area
of the check where it meets the sides of
the mouth?

Facial Expression

The face 15 your focus, If your eyes
wander persistently to your hair or the
nice earrings or necktie you might have
added, erase and blur out those areas
a bit. Be more selective in what you
develop. Very active lines, high-contrast
areas, and details draw the eye away
from the features. Finally, if your neck,
shoulders, and collar look like they
were cut from steel, soften the angles.

ONGOING PRACTICE

Draw your face again in a couple of
weeks. Or get someone else to pose for
you, Have the model's gaze fixed on a
spot near one of your ears, rather than
looking directly in your eyes. If someone
else is drawing with you, you can work
simultaneously on portraits, alternating
posing and drawing. Trade off after
about four minutes per pose. Start with
the bridge of the nose and one eye;
switch, then draw the other eye; switch,
and so on.

As with these
beginners, if you've
drveem the human
face and recorded
values and propod-
tions accurately,
then you're on your
Wy Mark your
progress with a big
Hooray] sTupery
DREATGS BY ALEGARDEA
TERAY {LEFT) ARE AbSTA,
T RAARSE (BELOWW)



Facial Expression

mCHT. “The first time, i didnT look ke o
real persor, As | went along, I'd gel an
eye right or port of the nose right. Finally,
at number five, | gof & to ook ke me.”
—STUCHNT TRACEY M. ROBNSON

“Al first, Iwas afraid of the
self=portrait. But | ended up liking
it, because it afforded me unlimited

‘stare time. " We're conditioned
for think staring is rude, particularly
staring of individual facial features.
The freedom to study a human face,
to draw wrinkles and blemishes with

abandon, came as a relief. ”

ETUDENT MARCARET ROSS

sovon T cavried my sefportnei! further
than any of my other drawings. | was
wiling Po reclo, | aidl the eyes lour times,
the nose three times, the mouth twice,
= STUCHENT BARBARA KOS
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oiroutE: T furmed owt all the ights in the
room and juit wied @ single Bghtbuwlh, then
Lot up g big mirror where [ cowld sit and
look af mysell. | worked on my pontrait
thre or four times. The first time, | did
st of the drowing, over four or five
howrs. Then [ put it on the mantle in my
bedroom, ['d wake up and see the things
that nevded to be fized. The nose didn'T
loak right, and I'd go bock ond work on
that wilth the mirror. The values changed
@ lof, but I starbed out wery Nght. This
weas ey first dirgwing course since severth
grade, [ didnt expect fo 10 it come ol
avid kaok ke someone | recognized—io
1 waas pleaied when other people knew &
wrs i, There wasn T any conscous
thowght about the border. | have a lot of
pent-up enengy, ond if needed someploce
o go. As o self-portrolt, § lpoked foo calm
wilhowl 2, " —STUDENT B HOHORST



Homework

Look at people around you more carefully to continue developing your store-
house of information about the human face. Look in art books and photography
magazines and annuals for frontal views of faces to draw.

As you leamn to draw the human face, animal faces may become more interesting
to you. You can more clearly relate to the extended-family concept when you notice
similar features and structures in our face and the faces of dogs, cats, horses, and
other “relative relatives™ of ours. Notice, in particular, the expressive brow pads on
your pets’ faces.

“ 1.ra.r|'h"|'.lI ful'mg
drawing because
['wanted to do
.!.l‘l” Jl_lf-r ] JFH! like
the ;..;:frs! rfrl'ng,
ur:n;r J‘.Flrn [ starled
arith the furr and
el Bl !r'l.'f—un
epiphary!”

ETULEST ARSE
ORS0F FOHCO






nostril stll lines up on a vertical with the
tear duct and the comer of the mouth
with the front of the eyeball. But since
details of tear ducts and pupils are
difficult to see in profile, how can you
draw comectly what you can’t see clearly
because of angle, distance, or shadows
that make it impossible to find details?
Line up general shape references for key
features and explicit shapes if that is the
extent of what you see. Accept the limits
of what you can see, and your drawing
will work. Don't make up details or move
closer to your model to gather details,
then apply them to a drawing done from
a distance. The result will be an odd,
unconvincing blend of near and far
references. Instead, create an impres-
sion that duplicates your actual viewing
experience. Draw value shapes with
soft edges that produce an image with
suggested, rather than specific, details.
1 Draw the eyeball as an oval bisected
by the eye-level line. Leave space between
it and the contour edge of the bridge.

2 Sketch diagonal lines on the oval to
suggest upper and lower lids. Build
lids over the eychall, which is set back
slightly undemneath the lid overhang.
Lids are like a protective awning that
closes over the eyeball.

3 Draw the iris as a flat disk within

the oval, with its top curve hidden by
the upper lid; the pupil lies on the
contour edge, closer to the upper lid,
not in the middle of the visible portion.
We see only a bit of the white of the
eye. Avoid adding the inis on top of

the eyeball, making the surface seem

to protrude.

4 The eyebrow is generally formed by
a sharp angle nsing from close to the
bridge, then a longer line that mirrors
the angle of the crease or upper hid line.
A value shape is more accurate than
lots of hairs.

5 The distance from the back contour
of the eye to back of the ear is the same
as from eye level to chin level.

6 The contour line from base of the
nose to upper lip may angle back or
protrude forward. This contour btgins
under the nostril opening, not under
the fleshy back of the nostnl. Don't line
it up on the midline, or you won't have
left room to suggest upper teeth. Avond
giving the face a toothless look by
paying careful attention here.

7 The base of the lower lip is on the
vertical midline. Use your pencil as a
plumbline to see which features lie to
the right and left of this line. If your
model faces left: The nose, mouth, and
fromt of chin lie left of the line; eyes,
brows, ears, rest of the chin, neck, and
hair, line up primarily to the right; base
of lower lip, bridge, and forehead line

up nearest the midline.

Lhe directional hnes
o develop your
profile drawing.
Bircwe, Lashs, b, chim,
nose, and neck
contours are all
lbwilt with disgonal
lires. Al feabures
placed on the oval
break through it to
some degres: The
forehead angles
back in toward the
top of the head;
the nose, along
with the mouth and

chin, protrude out-
ward from the oval,
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Observing the Profile View
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EVALUATION BEFORE

ADDING VALUES

Look at your drawing from a distance
to see if you have fallen into a “profile
pitfall.” If you kept your lines sketchy,
you can still fix wandering features,
then apply values and final touches.
Here are possible *pitfalls™ and how
to recover from them:

Problem: Does the eye seem to bulge
because you have put in more white
than you actually saw there? Soflwtion:
Reduce white by bnnging upper and
lower lash lines closer together.

Proiems: 1s there too much ins or too
dark a pupil? Sofwiron: Place ins within
oval and erase the intensity of the pupil.

Prodfem: Are the mouth and nose oo
far back onto the original oval? Sofution:
Line up key features along a vertical to
ensure accuracy. Begin the upper-lip
contour under the nostril opening, not
at the back of .

Proldem: Do the lips look too full?
Solution: In profile, the lower lip usually
appears fuller than the upper. Both lips
are built along diagonals. Make sure you
haven't mixed in the frontal view here.




Homework

Look for more paintings of profiles. Copying them can be fun and productive.

If you didn’t collect enough inspiration from your first trip to the library, go on
another treasure hunt. Find family members to model while watching television.

The profile face in repose is what you need, so avoid drawing during sports play-
offs; too many excited expressions there!

"I"ve learned that it all has fo do with
the shapes. It's not, "This is My som’
or anything like that. fust start to look
al what's there in front of you.™
~STUDENT KATHLEEN LETTAD






Expanding Value Technique: Conté

COMTE SAMPLER.
The Conté applica-
tions showen here
are described in
the accompanying
exercises. Refer to
these examples as
you build your owm
samplher.
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EXERCISE: CONTE SAMPLER
Hold Conté much as yvou do charcoal.
Your thumb is on one side of the square
stick, middle finger on the other side,
index finger on the top edge, slightly
to the right for righties, the reverse
for lefties. Your index finger will exert
downward pressure, thumb and middle
finger, side-to-side movemnents. Adjust
vour grp if you feel uncomfortable.
The black stick will yield intense darks,
but to get them, you have to push.

1 Start by snapping off about a third
of the 2-1/1" stick. Then rub one side of
the small piece on paper to soften it a bit.
Working on newsprint, make a vanety
of value marks by rubbing with the side
of this smaller piece, changing the
pressure as you work. Use this smaller
piece for all the steps that follow.

2 Remember the ribbon-candy exercise
in the charcoal sampler (page 92)7 Try
that here.

3 Make a value scale. Start by rubbing to
make a very black square, then gradually
release pressure as you move gradually
away from the square. Do three more of
these: one with up-and-down movement;
one with side-to-side application; one
with a diagonal slant.

4 Draw with the tip to produce very
delicate lines.

5 Use one of the lengthwise edges of
the stick to draw some lines. Pull it
toward you or push it away, and see
the line change from thick to thin.

& For a soft, expressive line, try this
“Special Grip™: Move your index finger
to the center front edge of your stick;
tile it up a bit and draw with the front
end only.

7 Smudge some marks (not as easily
done as with charcoal). Try crasing with
Pink Pearl; bear down hard and wiggle,
rather than wipe at the surface layer.
Conté will erase, but may leave a slightly
greasy-looking edge.

8 Lean on one side of the stick to
make cnisp edges, then use the middle
of the stick, or lessen pressure, to make
a soft edge.

9 Make a rectangular shape of soft
gray with the stick’s flat side. Deepen
the values next to one side, rubbing

in a crisply defined edge. Soften the
other side of the rectangle with small,
diagonal movements.

10 Draw two parallel lines a few inches
apart and about 47 long. Leave some
paper untouched inside this column
shape. Stroke in values on the inside of
each line. Deepen values right next to
the lines. Soften inside edges of both
value applications. This exercise creates
the kind of spatial change that is the
basis for dimension in folds.



Building Conté Values Gradually

magine you're taking a walk on a

foggy day. In the distance, something
approaches. At first, all you see is a pale,
indistinct gray shape. As it comes closer,
you see contrast in the middle range and
enough definition of edges to recognize
a person. By the time the person s
closer, high-contrast values, sharp cdgr.s,
and specific details have emerged. Keep
this progression in mind when you work
with this medium.

EXERCISE: CONTE DRAWING

OF DRAPED FABRIC

Create several “poses” for your fabric
and make a series of drawings. If you
can't pin fabric to a wall, hang it on a
hook, doorknob, or over a chair arm.

A drawing board is helpful for this exer-
cise, Clip several pieces of newspnnt to
it as a cushion, then rest the bottom on
your lap, the back against a table edge.
If you don't have a drawing board,
substitute your 14"-x-17" drawing pad
for extra support (instead of a newsprint
pad, which tends to collapse easily).
Light your setup to bring out the shapes
of folds. If your draping gets supercom-
plicated, reduce the number of folds
to simplify the project. In this exercise,
just try drawing contours accurately,
but not perfectly. If you get lost, begin
again where you can find a clear line
to follow, and build in that area,

1 Begin with light marks to softly
define the shapes you see. Place your
drawing next to the fabne; step back

to evaluate, to see if it’s congruent

with your model.

2 Use contour drawing to document
folds, which radiate from tension points
where the fabric is hung, pinned, or
caught. Don’t outline the whole shape
first. Build in areas as you record folds,
3 Move from the top of your drawing
downward, letting gravity pull your

hand gradually along your paper as you
“go with the flow,” transcribing edges.
4 Using the flat side of your Conté,
apply all shadow shapes in the same
light-to-middle range. Let your stick
move along the shapes you see, rubbing
in values lightly. Bring the stick nght
up to contour lines and press in tightly
to define sharp-edged shadow shapes.

5 You don't need to fill in all folds or
shadows, If some folds are completed
and others just suggested, as in some
of the most interesting drawings, the
viewer's imagination is engaged.

As these drapery
drawings illustrate
so well, dark values
make areas seem
o recede, which in
turn, make Eghter
areas appear o
move forward. The
greater the contrast
between dark and
lght, accompanied
by transitional
middle values, the



Black and White Conté on Gray Paper

“Firsl | played o kot
on $Crap paper,
becaese the pathel
paper dismayed me.
1 did one on the
rouigh side and wirs
frusiroted becowse |
coulderT cowtrol i @s
misch, Swatching o
the smoother side
waas much better.
STUDENT &4 PORFILIC
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Wﬂ-r!{ing On gray paper 18 unique

in that it supplies the middle

gray for you—comparable to the ground
vou created in charcoal, but here, that
middle value is built into the paper. In
other words, let your gray paper stand
in for color application where you want
to place middle values. You'll be adding
white lightly in selected light areas. You'll
also be extending your value range,
adding more opague white in selected
light areas, deeper blacks in dark areas.
Here's a Summary of Essentials:

Test your gray pastel paper, which bas a
different texture on cagh side: one smoother,
onre rougher, Ruk your small piece of
black Conté an both sides, then chooie
the side whose texture you prefer.

Soften your white Conté on newiprint
S0 yau can see your while fest marks easily.
Add some black Contd, and let 1t overlap
the wlnte. You'll get an opague gray—just
wihat you don't seani—becanse it's foo
close to the gray of your paper. This teit
alerts you to the degree of mix to avoid.
Since your pastel sheet (19" % 25") needs
support, either use a balf-sheet on your
draeing board with a newsprint cxshion,
ar trim the sheet dowen to fit into yosr
draweing pad (147 = 177), then tape your
pastel paper to the fnside of the pad, Don't
wse the cardboard backing or the slick
cover; both surfaces are too bard for Cowié,
Arrange and light your draped cloth.
Begin underdrawwing lightly with black
Conté, rubling in the edges you sex,

After siepping back to coaluate, begin an
alrlrevnaled contowr drawing of the major
Solds, and add shadowe valwes lightly,
wilhon! covertng foo mxch paper.
Evalnate from a distance. Where you
see fright light on a fold, you will let
wntouched gray paper make the iransi-
fron betsoeen bighiipht and shadou.
Squinting, pick out three brightest,
lightest areas on your fabric. Very lighely
ralr them in seith yonr wiite Conté, as
though they twwere thin vedling. Step back
fo see ot they look from a distance. Then
poit i b rest of the bighlight areas, keep-
ing everything the sanse fait, Gpht valie.
Accent lghtest and darkest areas. Those
showld be most opague, 5o you can't see
paper texinre. They are aleo least erasabie.
Pick ont the trree darkest areas and press
harder wiith black to create opacity. After
stepping back to evalwte your finished
drazeing, if needed, add neore brilltance
ta the white with a firmer application.



r'||1-'i|:||.'.'|_ you re Eft

close, it can look

Homework furuny, fike it's
Once you're familiar with Conté, extend your subject matter to a favonte item not anything, but
made of unpatterned cloth. After that, don’t limit your subject matter. This standing back,
expressive medium suits as many subjects as your can come up with. you see the parts
Other approaches to try with Conté: Go over the shapes in your drawing with a come together

moistened towel, as though you were painting with a brush; the Conté will dissolve from one shape
into a sort of wet paint. Or use your Pink Pearl vigorously; its smeaning also creates to another. ™

a painterly look. Treat each drawing as a learning tool that may have areas you STUDENT AMY MILLER

didn’t get quite right—but will feel more comfortable with the next time. Have fun
with what you think is unsalvageable art. Push hard into the paper to create a more
forceful, dynamic application of values night over that first drawing. You'll see that
you can reinvent a drawing with the intense black values Conté can provide.

A precious daughter’s favorite dress, your Bavorite
coat, or even a washcloth observed during a bubble
bath {this shedent completed that drawing a day later,
sitting in hier emipty tulbl) can provide inypiration as
theey i For these thees artists, —STUDDNT DRy

BY AMCELA LORWAY (TR LEFT), BARCY DIFGAMID (TOF BICHTL AND
SHERREY ATERERED [LEFT)
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Added Tools for Still Life

Lightest to darkest
values are stacked
from Lop row 1o
bedtom, using
pencils 64, 2H, 28,
6EB. Each scribble
mioves harizontally
a5 e value scale
ol each pencil goes
from dark 1o Eght.

siLove Cast shadows
as sirong as these
can be as imporant
a component of

a still-life composi-
tion as the objects
themselves, Do
BY STUCHENT ANNE 0550
PORLCIDH
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Ifyuu’r: working in pencil, broaden
your range of values. Along with the
2B and 2H pencils you've used earlier,
add the softer 6B and harder 6H, which
will enable you 1o incorporate a more
dramatic range of grays. There are places
where these expanded options will be
an asset. Dark shadows on an eggplant
call for 6B; shadows on an egg, 6H.
While 2B pencils are fine for shadow
values on dark skin tones, a 6B may be
best for very dark surfaces. Although
obsessed pencil lovers would urge using
many more pencils, in my opinion, only
the four I've named are needed for the
still lifes you'll create.

EXPANDING VALUE

As shown in my example, make a con-
trolled scribble with each of your four
pencils. Exert pressure as you begin each
one, then release gradually to create a
value scale, Stack the scribbles on top
of one another, from lightest to darkest:
6H, 2H, 2B, 6B. You should see a value
scale emerge from top to bottom, light
to dark, as well as the value scale of each
pencil horizontally, from dark to light.
Just as you did earlier with your 2H and
2B penails, use your 6H to smooth our

the 6B texture. Since darker marks are
harder to erase, it makes sense to hold
back the darkest intensity of the 6B
until the final stages. Make a scribble
to approximate the valee of each object
you've chosen for your stll life.

UNDERDRAWING

Mo matter which medium you use, when
composing a still life, underdrawing is
useful. As you leammed in Chapter 3,

a light sketch provides a foundation,
ensunng that effort isn’t wasted putting
pencil layers on items that are crooked
or unintentionally tilting. But your
underdrawing must be checked out by
viewing it up on a wall to be sure noth-
ing's askew betore you develop the
work further. Unforunately, beginners
are often in what [ call *Ant Denial™-
and when homework goes up on the
wall, they suddenly see for the first time
that the wonderfully rendered stll lifes
they spent so much time on are listing
like lunch on the Titane! With careful
preparation, you can avoid that fate.

POSITIONING OBJECTS IN SPACE
Think of still-life objects as actors on

a stage, each in position relative to the
others and to you, the audience/viewer.
Seme are closer to you, some farther
back. Determine those positions in
space by using a level. Hold it over your
still-life setup and lower it slowdy, noting
the position of objects according to
height. Pick up additional reference
information on the way down. Repeat
the process from beneath to determine
the front-to-back progression in space.
The first to touch the level is closest: the
second 15 next-closest, and so on, to
the back. Don't make the mistake of
drawing all your objects as if they were
actors taking their curtain call-lined up
straight across the stage.



f your still life is on a tabletop, apply
Iwh:: you leamed about angles in
Chapter 3 in order to draw them accu-
rately. Tables are usually drawn from a
slightly overhead vantage point so you
can see what's on them. You'll see them
either in one-point or two-point perspec-
tive, depending on where you're sitting.
One-point means you're directly in front
of the table; two-point means one leg
and the corresponding comer of the
table are the closest parts to you.

Although understanding perspective
thoroughly is critical to an artist’s devel-
opment, | believe it's a subject better
left for intermediate-level studies. The
concept of a vanishing point—where
parallel lines converge at eye level, or on
the horizon line—is important in drawing
landscapes and cityscapes, particularly,
but since that subject matter is beyond
the scope of this book, the terms are
just mentioned in passing and in material
indicating what to do and what sef to
do in handling tabletop perspective.

SKETCH FREEHAND FIRST

I suggest that you sketch your tabletop
frechand first. Perhaps you will be able to
draw angles accurately from observation
only, and then, to check yourself, simply
apply level and plumbline at every comer
you observe that isn't at a nght angle to
help you see it better and replicate what
you sce. If you aren't satisfied with your
freehand results, use the steps outlined
ahead to increase yvour undertanding.
Employ the strategies for drawing angles
and sighting that were covered in the
countertop exercise in Chapter 3.

CHECKLIST FOR

TABLETOF DRAWINGS

o Place a table in two-point position
relative to you (one table kg and corer
are the closest parts fo you),

Drawing Table Angles

» Use your level, bolding your pencil bori-
zontally just under the front corner of the
fable. Squint to see wedges of negative
speice between the level and the front angles
along the table edge, right and kft.

o Sketch a borizontal line corresponding
fo your level on paper.

= Sketch in your angles at the front corner.
Remeasure to make sure they aren’l
drawn too open.

What nof 1o doc A common emor is drawing
the sides of a tabetop in one-point perspeciiae
a4 if they diverge, or move increasingly
farther away from each other. To test for this
error in your work, extend lines along your
table edge left and right, as shown. Dotbed
Ervies peoant out that the distance bebseen
these extensions grows wider, rather than
cloter, a3 they should. To correct, make them
come slightly closer together, as though
they might eventually meet.

What mof o do: A common error i drawing wo-paind perspecthve is making
the back edges of a table seem to lift up, & if about to fly, with edges
growing farther apart from their parallel partners. To test for this error,
extend the parallel lines on four sides of the tabletop (the illustration also
shows what happens to the rest of the table). Dotted lives shown point
out the urwanted divergence of these lines, when they should be paraliel
of growing closer to each other, as though they might eventually meet.
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Drawing Table Angles

Deiiiral By STUGA T
AN PORILIO

* Determine your scale by sketching in the
entire length of the sbartest side of the
table; the size is your choice and deter-
miines the scale of the whole table.

* Define the end of the short edge by shetch-
ing a vertical line at the end of the short
edge where the leg fs.

= Sight on the borizontal from front corner

to end of leg on the shortest side, to find a

{ for the shortest side, You ' be
sighting along the botiom line of a triangl.

= Estimate the longer side relairve to ihe
shorter one and draw that in.

* Use your level to verify angles of right
and left cormers. Extend those angles
until they meet, forming the back corner.
And now—you bave a tabletop!

» Apply sighting techwigues to determine
the length and angle of the front leg

and relation position of back kg, §f you
wish to include those. The front leg will
appear longest,
* Lise the same approach and tools for a
one-point drawing. Only two angles at
Sfromt right and leff corners require meas-
acrement, and they woill be of equal size.

CONSTRUCTIVE EVALUATION
Put your table sketch on the wall. 5it in
the position from which you drew it to
make your evaluation. Does the tabletop
look flipped up? If so, the angles are too
open. If the top is too flat, the angles
are probably too closed. In either case,
review front angles and correct them.
You are in the process of discovering
how this works, and as is often the case,
you'll need to adjust your sketch,
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rrange your final sull life. Lighe it
Am bring out dimension and inter-

esting patterns. Although the steps ahead
pertain to any medium, using pencil
may make the following easier to absorb
the first time. After that, pen, wash,
charcoal, or Conté, alone or in combi-
nation, await!

*I was hesitant o show what [ kad done.
My drawing was in very light strokes.
But as the weeks passed, | noticed
a tendency to use bolder sirokes. g

STEFHEN MONAIAN

0

Step-by-Step Still Life

—
A

STEP 1: UNDERDRAWIMNG, Lighthy sketch your still-life objects. | used
a 2H pencil to search out shapes, focusing on thelr relationships to each
other, along both horizontal and vertical sight lines. “Drawing through™
(page 43) is helpful here, Check for scale and symmetry, so you won't
build on & faulty foundation. This may be messy, so dean up with an
eraser, once you setthe on shapes, to prepare for the next step,

STEP 2: DEVELOPING
FEATURES. Develop contour
lines, adding specifics. Lightly
indicate highlights. Squint to
see basic value relationships.
Scribble in local values, then
add shadows on objects and
reflected light, if any. Leave
paper untouched for lightest
areas and highlights, filling
in around them. Break up or
subdue any rigad, too-dark
outhines if you want a still life
that looks dimensional. | added
28 here to all areas but the
emply portions of the wine
glass, where | filled in with 2H,
Surfaces and transitions are

still rough at this point.
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STEP 3: FINALIZING., Refine surfsces and value transitions with finer, multidirectional pencil scribbling, adding details and value
contrasis as needed. | added 68 here, concentrating on the dark wine botthe, and added 6B accents eliewherne, working on Lop
of foundation values with fine seribbling to reflect the objects’ surfaces. Smudging with finger and eraser helps smooth suraces
and blend value transitions. Mote the value shapes added in negative spaces a5 a guide 1o applying them in your own work

isee “Filling the Void,” page 147).
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Further Refinement of Your Still Life

es, there are still some things o
ask yourself before declaning your
still life absolutely finished:

* Dioes your eye drift to the surrosnding
blank wegative space where nothing is
going on?

o Do the olyects look isolated from cach
other, rather than related?

* Do you find your eye pulled to the
borizon line, or sides of the prcture,
rather than where you want i?

o [s the mood of the work remote, or
cold—not the feeling you intended?

This pitcher and cassercle (Lop) seem Lo float in space. When grounded
(bottom) by cast shadows and the suggestion of a tabletop, the twa
objects are transformed from separate drawings into a cohesive still life,
DRUATSCT BY STUDENT JANE WOLAMSEY
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If you answered yes to any of above,
be assured there are remedies ahead.

The drawing you've just made was a
leamning exercise, not the culmination
of all there 15 to know about still life.
Keep in mind that you're in the midst
of a creative process that unfolds over
time. This process involves learning
what appeals to you and what doesn't.
It means giving yourself the room to
try what you don't think you'll like,
just in case there are surpnises in store
for you there.

With the still life you've just com-
pleted, maybe your drawing came out
really well. Great, if that's so. Just keep
in mind that the longest ime invested
doesn't necessarily guarantee greatest
slccess. Sometimes a quick sketch works
better than the drawing you slaved
over. Sometimes a meticulous piece is
satisfying, other times the labor leaves
you just plain imitated. In either case,
success or failure in a stll-ife drawing
has a lot to do with its composition,
Let’s go there now.

COMPOSITION

Composition can remedy the problems
you may have identified in your final
evaluation. It is the tool that can bring
the elements of your still life together
more effectively. Beginners are usually
focused on drawing objects, and less
concerned with the role played by

the space around objects. The tension
between positive space (real objects)
and negative space (shapes around the
objects) 1s the basis for compaosition. The
attention you've given to the positive
shapes can make the negative spaces
seem especially blank in contrast. Large
negative spaces often pull attention
away from the drawn objects.



Good composition gives a drawing
its overall appeal. There is no single
right way to compose a picture, but
there is always the most effective one,
once you decide what's interesting to
you. You create your composition to
focus the viewer's eye on what matters
most to you. For example, if three
people are shown a bouguet to draw,
one might focus on a single flower,
another a bug on a leaf, and the third
might draw the entire bouguet.

Where to put your focus? When
composing a still life, put your focal
point in the area where viewers automat-
ically look to find the most significant
subject matter: in the center—but not
the absolute center—of your drawing.
Then, there are some simple tricks to
help you deal effectively with the role
of the space around your focal point.

FILLING THE YVOID

To prevent negative space from being
boring, break up an empty expanse by
adding subtle value shapes (nicknamed
schneatz in my class), a technique that has
been used wadely in drawing and painting
for centuries. Preview this technique on
your own work by looking at your still
life and imagining that the objects there
emit a light-gray magnetic field in the
nega:iue space, like breath on a cold day.
The shape of the field would be like an
asymmetrical halo around the objects,
echoing their contours, with a slightly
lighter value border between it and
surrounding shapes. Suddenly, there’s
something interesting going on there
as this energetic shape vitalizes boring
negative space. It can act as bndge 1o
connect still-life objects, as well. A subtle,
light application of values is all that's
needed to make that shape appear.

Abowe, the shadow
shape cast from
apple o botile
beidges the gap
bBebweden them and
erealis & Compsidi-
tional link. At left, a
faint value shape is
migrne eflective than
a single horizontal
line Lo indicate

a table edge, as
Sin Dere, STumENT
DRATGL, FROLS TOR
BY AT [ FUSARD AND
s HOHAORET
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Dirawing a frame around your
thumbnail establishes decisive borders
to define negative-space shapes clearly.
In effect, you determine the borders
of your still life rather than accept the
edges of the paper as the boundary
authonty. Artists often do several charcoal
thumbnails to see which boundaries
work best for a drawing and arrange-
ment of negative space. As a general
rule, reducing excess negative space
strengthens a composition, bringing
attention to the drawing’s focal peint.
Charcoal is preferred for thumbnails

because it is so direct, decisive,

and easy to alter. Those qualities may
be unappealing to you if you like to
work slowly and want everything to be
polished and in place. The mere lock of
messiness may signal ineptness to you,
but the ability to size up all elements
quickly to capture the essence of what
you see is a skill worth developing. So
take advantage of the following exercise
to explore the benefits of working with
thumbnail sketches.

“Charcoal let me gef down on paper quickly
what [ thought [ was seeing. "

STUDENT AN FCEEFELICH

A charcoal thmbaail sketch like this B an excellent way o plan a still-Be composition and define its
borders. Thumbnail “frames” are notations for the antist, but 3o not appear explicitly in a larger drawing
based of thern. Clasie BY STUDENT SHERRY ARTERMENKD




Making Connections, Creating Harmony

=I actully really
fike these droadngs,
becoirse when | look
at aif of my weonk
together, they have
mare enengy. The
athers were mone
shatic.  —STucEnT

3 MIGHTINGALE

EXERCISE: THUMBNAIL SKETCH
A thumbnail should include basic shapes
and important values. If a black olive
is the darkest thing in your still life of
cauliflowers and eggs, even though it's
small, account for it in your thumbmnail.
A common pitfall is making a teeny
detailed drawang rather than a fast, direct
impression that gets to the point. Work
quickly. It will force you to let go of
conscious control and perfectionism. Use
charcoal and newsprint, and have a timer
with a loud bell on hand to keep you
moving—no more than fifteen minutes
for each thumbnail sketch. Refer to the
accompanying student examples as you
TEVIEW YOUr OWr.

"l forced myself to work fast, even
though it was really hard, because
[ was into doing detail. Everyone wound
up liking those fast ones best. ™

ETUTHENT MELEN LOBREANT

1 Set up a casual sull life, one you
don't have a lot invested in, Use
newsprint with your drawing board

or your 14"-x-17" pad.

2 Set vour timer for fifteen minutes,
Draw your first thumbnail on about
half of a sheet. Include the whole

still life.

3 After the umer goes off, draw a
frame around your work. Take your
time with this part. Step back to see
if you need to adjust the frame to
trim Unnecessary negative space.

4 Set vour timer for ten minutes,
Diraw your second thumbnail on about
a quarter of a sheet (as below). Focus
on just an interesting aspect of the sull
life, not the whaole setup. Add frame
marks and evaluate,

5 Set your umer for ten minutes or less.
Choose an unusual view of the still
life—perhaps cropped at an odd place,
and draw your frame there. Evaluate.




.ﬁ.;;hn[lng the border on her thumbnail sketch reinforces the focal pont of this artist’s still life. o BY STUDESNT STEPHAME SEIDEL
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.'\-fullcmg Connections, If-:r'mfr'ng Hﬂrmml}'

This artist has cropped
oult one section of the
larger thumbnall {akkove)
to see how she likes it as
a choseup (right). Which
do you prefer? pawvsincs
BY STUICENT SHERRY ARTEMEMEO

“I was more sccessil i timed exercises where [ had
to react and pot think too mwch. | find f | am reworking
sovraetinng hoo much, [ need to sel it aride ond stont
OVEr ~  —STUDENT jikl HOHORTT

You may find potential
COMpOLItions withim a
largir dketch, ai this artisl
had done (below), Draves i .
BV STILICANT A WOLANSEY F T ,-"‘"f-.

This artist wsed pencil in her small sketchbook to
bry out a composition before rendering it in bold
charooal valipes, DRUNTGT BY STUDENT BTA WALEER COPPING
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USING A VIEWFINDER

Similar to a thumbnail sketch, a camera’s
viewfinder also creates compositions,
letting you cut out of the frame what
you don’t want. Look through your
camera and “take pictures” without film
to reinforce your sense of framing a
still-life image. Take closeups to expen-
ment with their impact. An empty slide
mount is also a wonderful viewfinder.
Two L-shaped cutouts allow you to
make an expanding and contracting
frame held in two hands—or compose
your still life with the viewfinder that's
always right at hand: your own fingers
held up to form a frame.

CONSTRUCTIVE EVALUATION
Step back to review your sketches, It
you have large areas of negative space,
crop them or add some “schmutz” o
break them up. Or do you need to add
more space around objects? Rearrange
your still life and try the exercise again.
If you dislike the “mess™ of thumbnails,
give yourself time to get used to the
results. Keep them. You may find appeal-
ing small drawings within larger sketches,
Look for nice arrangements of posi-
tive and negative space in the drawings
you've done so far. As you look, think
of your paper’s edges as electnified
fences: harmless until you get near
them=then, watch out! Compositional
tools are critical, and by now, you know
why: to keep attention on the focal
point of your still life. But there are
other reasons why they are important;
you must dictate where the creative
space of your picture begins and ends.
If you don’t, a framer will, and can ruin
the look of your work. As you develop
as an artist, composition will play an
increasingly significant role. Even now,
an awareness of composition will add to
the quality of your informal drawings,
as well as deepen your understanding of
the art you see in museums and gallenies.

O sketch (above)
led to a finished
drawwing (right) when
this artist discovered
the subject she really
wanted o draw within
a sketch, casmncs By

STUDENT RARLARA KO



Problem Solvers

ere are some common problems

in composing drawings, and help-
ful solutions to them. See if any of these
problems pertain to the drawings you've
created so far, and refer to the solutions
in the future to reinforce your under-
standing of composition fundamentals,

mcHT. PROBLEM.
Large spaces
argured an object
make it look konely
and isclated.

e moHT: SOLUTION.
Reduce the negative
space if that's not
your intent.

syt PROBLEM.
Tight negative space
SECMS [0 pressure
the sulject or rmake
it book squeered,

i mcaim; SOLUTION.
Increase negative
space or et the
subject exit cheandy,
Avosd ending just
at the edge or crop-
ping out only a
tiny bit,

wcHE: PROBLEM.,
Equal spaces look
boring and pre-
dictable, The eye is a
hedonist and wants
to be entertained|
fag moHT SOLUTIOM,
Place your subject
matter off center,
Uise value “schmyts”
in megative spaces
to make them

bl cliffenent from
each oiler
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"I use chareoal ru;-_il?_;urr aut
where lo put everything.
because [ keep changing where

[ want to place things.”

FTUDENT EATHY EPSTEIN



Homework

Use your small pad this week with composition in mind. Remember you can alter
the basic pad format to any size just by drawing new borders. If you like the process
of developing a polished still life, thumbnails can help you work through possibilities
in a visual shorthand. Maybe you'll find an arangement you'd like to take into a
more developed drawing.

“My san i seven and just starled playing the saxophane, so | hod o special feeling about it. | like the way the mpod i comayed in
the negative space, becouse it adds 1o much to the drowing—aimos! like o halo around things—move almosphere, mone presence.”

—ATUADENT JAE WTHL A SICT
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“Even tho u,;FI I Ty have
Prﬂﬁ.‘fﬂls awith aipecty |.:_f-mllI |.:|’..'.|'|e
j.HI‘L'I‘S. il's still Ir'-nI','J".ll'!.'rl:g\:' 0r) ||1r1.;'r
mnwrﬁm,,; there that [ could net or
have done before. [t gives me hope
that | may be able to learn more
and get better. ™

TURHENT KM WG TENGEALT

ulll:l'll.'-'l_:ll'll.l':' Faising children, you
never actually get to finish anything.
lo -;J-.’J!ld-'_l'p do .--:l-r‘rl'r'.'-m_‘: and .len"llll"i'.ll'l'l'
it and get a resull is mindblom !
It's the Ir'i.":-l' time in twelpe S
I.-Cl!"':t:'l.'lfrl.'l'l to do Jlil'h'l'rrlilll_q' |'|:|.'|' that. "

Al RIEENT HELEMN |

"I'm pleased to have laid to rest the
il _|_|r.|'|r|;-! |::_|' my fourth .l.:n_||,.|.- art
teacher, who |':|._|-J.'r'|.J at my earnest

attempd to draw o person and
announced for the enfire class fo hear,

That's a '-rl.-'_|'.ll-:|'. asinine drame !rI:E!"
(Some things you never forgel. )™

AT AL BOHE



Your Inner Aesthetic

ARG BF STUDIENT ANITA 5T, LR
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