ifelike drawing-s

in colored pencil W
vith Lee Hammond "\

Over a half million
Lee Hammond fitles cold!



Mel“Tice"” Theisen
Stonehenge paper
11" % 14" (28cm x 36¢cm)
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This book belongs to Mel “Tice"Theisen. A more patient and
kind person you will never find! His wonderful support in all
that I do, and help with anything I could possibly need, gives
me the freedom to reach for the stars. Also, being able to
work from his awesome photography helps make me look
better than I really am. Anyone who knows me will surely
agree that | am a much better person for having him in my
world. For all those things, | am forever grateful!
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who has artistically inspired me my whole life. She is a gifted
artist (better than me, in my opinion!), and has always been,
in many ways, my mentor. She still does not fully understand
the wonderful influence she has had on my artistic career.
When I was a child, watching her create her artwork was truly
magical, and the need to create was passed on to me.
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Introdvction

When | was younger and experimenting with my natural
urge to draw, | created some pretty wild images. | was raised
in the 60s and 70s, when the trend in art was using bright,
flashy colors and psychedelic impressions. It was called pop
art and was fantastically fun, especially when viewed under
a black light where the colors turned neon and seemed to
glow. I spent hours drawing and painting fun things in the
craziest designs possible. Everything in art was loud and
exaggerated, much like my personality back then.

Later, however, when | entered my late teens, | felt the
need to be more realistic. | abandoned my wild designs, and
tried desperately to capture on paper life as | really saw it. It
wasn't easy, but | discovered that my natural artistic self was
that of a realist.

When studying art history in school, | fell in love with the
works of sixteenth-century Europe. The awesome realism

Realism Meets Personal Flare

My sister, Cathi, is an awesome artist, and

I want the world to see a sample of her
beautiful work. This drawing is a wonderful
representation of realistic colored pencil.

Fall Leaves

Drawing by Cathi Kiser
Mat board

12" x 8" (30cm x 20cm)

captured by Michelangelo, Rembrandt, Rubens and Renoir
fueled my desire to do the same. My journey had begun!

To this day, | try to go to as many art galleries and museums
as possible to study original masters'works. | also take my
students to the Nelson-Atkins Museum here in Kansas City,
Missouri, to discuss the techniques and analyze the colors
and brush strokes up close. Many don't know that I am an oil
painter as well, and I try to replicate the beauty | see in my
favorite artists'artwork from the past.

This book s all about creating realism in your own artwork.
[tisn't easy, and it requires great patience. If you putin the
time, your work will take on a colorful, multi-dimensional
quality that every realist craves.

Practice the projects in this book one at a time, in the
order in which they appear. It will give you the training you
need to begin to fully develop your colored pencil skills.



Abovt Colored Fencil

Colored pencil can be daunting. | have written many books
on the subject, and have learned more and more with each
one.In previous books, | used a variety of brands and types of
colored pencils. It was fun experimenting, but a bit confusing
to the reader and the students trying to follow my techniques.
For that reason, | have chosen to simplify this book by
using only one brand: Prismacolor. You will have no problem
finding Prismacolor pencils in your local art and hobby stores.
They are of excellent quality and will give you fantastic results.
When | first tried colored pencil drawing myself, it was
disastrous. My efforts rendered something resembling a

Colored Pencil Provides Variety

Study the two different types of fruit in this illustration. The one on
the left is a peach, while the other is a nectarine. Both were drawn
with the same pencils and the same colors, yet they look completely
different! The peach was applied using the layering technique,
giving it a fuzzy, textured appearance. The nectarine was burnished,
filling in the paper to make the fruit's skin look shiny.

Peach vs. Nectarine
Stonehenge paper
5"% 7" (13cm x 18cm)

kindergartner’s crayon drawing, and had none of the realism
that I had achieved in my graphite drawings. Needless to
say, it was frustrating and a huge blow to my artistic ego.

I blamed myself for being untalented and put my set of
colored pencils away. | returned to graphite drawing, which |
had honed into my creative comfort zone.

A couple of years later, something in my brain clicked, and
| woke up one day wanting to try them again. | realized in the
recesses of my mind that | had simply been applying them
incorrectly. In the pages that follow, I'll share with you my
experiences, and how | worked through various obstacles.

You can get completely different looks with colored pen-
cils depending on how you apply the color. Light, layering
application gives you texture; heavy, burnished applications
fillin the bumps and grooves of the paper, giving the art a
smooth, almost painted appearance and a shiny surface.

[tis this versatility that makes colored pencil a wonderful
medium for capturing many different looks.
Colored pencil is now one of my favorite medi-
ums! Welcome to the wonderful experience of
colored pencil. Let me help make it one of
your favorites as well.
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Yo Can Do [t

Afew years ago when | was writing a book about birds, my
daughter wanted to draw one, too. | gave her a photo out of
my reference file and let her give it a try. She was sixteen at
the time and had little practice drawing with colored pencil.
As you can see by her first attempt, much of her ‘crayon training”
as a child resurfaced, and the drawing came out looking less
than refined. As an experienced teacher, | knew that all she
needed was a little guidance, and a better understanding of
colored pencil application.

Her second attempt looks a lot more professional. By
understanding the technique better than before, and apply-
ing some accuracy to her shapes, her drawing takes on a
much more realistic appearance. Good job, LeAnnel

Drawings by LeAnne
Hammond, age 16

Before

This is a typical example of a beginner’s first
attempt at colored pencil. If your drawings
resemble this, don‘t worry!

After

The moral of this story is ... you can do it, too! All you need
is a little guidance and some practice to undo the old memo-
ries of drawing with crayons. Colored pencil doesn't have to
be intimidating once you get the feel of it. For me, it went
from a frustrating experience to one of my favorite things to
do. It doesn't happen overnight, but rather with persistence
and solid practice. Not everything you do will be perfect and
ready for hanging on the wall, so go easy on yourself. It's just
part of the process of learning. (I have many trash cansin
my studio, and I'm not afraid to use them.) In time, you'll be
pleasantly surprised!

After I showed LeAnne how to improve her shapes and technique,
her drawing became much more realistic. She now loves to draw

with colored pencils.



After

This is Jake's second attempt after my
instruction. The colors have been applied
more evenly, and the drawing looks much
more refined. Jake drew the face larger on
the page for a better composition, which
makes it look more like a portrait instead of a
sketch. This portrait is a real success story.

Before

Created outside of class, this was Jake’s first
attempt using colored pencil techniques.
While the drawing is cute, the technique
lacks polish.

One mistake he makes is using colored
pencil and graphite together. The graphite
blends into the color, giving it a gray look.

Drawings by Jake Ruchotzke




etting started with colored pencil does not require you to go

out and buy a huge range of colors in an expensive boxed set. If

you have never drawn with them before, start slow. Begin with
just a few colors at first and buy more as you continue. On page 19, you
can see a drawing | did with just two colors. The portrait of Tice takes on
the look of an old sepia-colored photo. But, because | used just a brown
and black pencil, it didn’t require a lot of supplies to complete. Look for a
reference that will lend itself to this technique, and ease yourself slowly
into colored pencil. By going this route first, you can hone your tech-
nique without being bogged down by color theory.

Horse in Motion
Stonehenge paper
12" % 16" (30cm x 41cm)

10

Start With Fewer Colors

This drawing of a horse was completed
with only seven colors. It does not

take many colors to render beautiful
drawings. As you get more comfortable
with colored pencil techniques, you can
expand your pencil palette to include
more colors.

Colors Used

Orange, Terra Cotta, Dark Umber,
Tuscan Red, Non-Photo Blue, True
Blue, Black



the pencils

Each brand of colored pencil creates
a unique look on paper. | can’t easily
answer which pencil is the best to
use or which one | like the most. That
really depends on the final outcome
and overall look | wish to achieve.

To keep it simple, I'm using only
Prismacolor pencils in the examples
and demonstrations of this book.
However, feel free to experiment and
find the colored pencils that work
best for you. By using a combination
of pencils, you can create a lot of
variety to the techniques used in the
following pages.

Prismacolor carries richly pig-
mented, wax-based colored pencils
in more than 132 different pigments.
The thick, soft, wax-based lead allows
you to lay down heavy layers of color.
They are opaque (meaning you can't
see through them), and can com-
pletely cover the paper’s surface. The
colors can be easily blended to pro-
duce an almost painted appearance
in your work, or applied gradually and
evenly with a very sharp point for a
more layered look.

Pencils come in a variety of set
sizes. Buy enough pencils to practice
some simple drawings, and then add
to your color selection as needed. As
your collection grows, you can create
a system to keep them organized. |
place my pencils into color groups,
bind them with a hair tie or rubber
band, and keep them in an old brief-

Prismacolor Pencils

Prismacolor pencils have a thick, soft, wax-based lead that
provides a heavy application of color. They are excellent
for achieving smooth, shiny surfaces and brilliant colors.

case. This may not be the fanciest way
of doing things, but it works for me.
And if | need to take them with me, |
close the briefcase, and off | go!

The colors can be easily blended to lend an almost painted

appearance to your work.
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here are two basic techniques that you'll need to know for work-

ing with Prismacolor colored pencils: layering and burnishing.

Choose your approach depending on the subject matter you are
attempting to capture, or the look or texture you're trying to evoke.

In many cases, a drawing will require you to combine techniques.
Analyze the variety of surfaces in your piece and decide whether to use
layering, burnishing or both to create them. Burnishing can be very
useful for shiny objects or for fixing a flat background. If you are near the
completion of a layered project and you feel something is missing, bur-
nish the background to make your subject matter pop from the page.

16

Baltimore Oriole on a
Hummingbird Feeder
Stonehenge paper

8" % 10" (20cm x 25cm)

Bouncing and Reflecting Colors

Not only can the use of color change
the way something looks, color can
actually bounce around and attach itself
to objects. This Baltimore Oriole likes to
come and drink the nectar we put in our
hummingbird feeder. In this drawing,
| captured the bright red color of the
feeder reflecting the brilliant yellow color
of the bird.

Look around you and see if you can
see color bouncing and reflecting off
objects and surfaces in your home.

Colors Used

Canary Yellow, Lemon Yellow, Orange,
Poppy Red, Carmine Red, Crimson
Red, Light Umber, Cool Grey 30%,
Yellow Chartreuse, Chartreuse, Apple
Green, Black, White



| putting pencil to paper

Sometimes it is not easy to decide whether to layer or
burnish. The good thing is, if you begin with layering, you
can always choose to deepen your tones and burnish an
area if it doesn’t turn out the way you want. In most cases, a
drawing will require both techniques, since the surfaces of
people, places and things are all so different.

These butterflies are drawn using two entirely different
techniques, and each one has a unique look.

Layered Butterfly

This approach shows off the powdery look of the blue morpho but-
terfly. You can see the texture of the paper coming through, helping
the colors look less filled in.

Colors Used
Dark Brown, Dark Umber, Black Raspberry, Poppy Red, Seashell Pink,
Greyed Lavender, Peacock Blue, Copenhagen Blue, Black, White

Burnished Butterfly

This monarch butterfly is much more vivid in color, and the powdery
nature of the wings is not as evident. Burnishing makes the colors
brighter and more intense. To make it stand out even further, | chose
to fully develop the background with bright colors.

Colors Used

Canary Yellow, Terra Cotta, Raspberry, Light Peach, Sand, Lavender,
Process Red, Aquamarine, Grass Green, Violet Blue, Periwinkle,
Black, White

17



layering

All colored pencil drawings begin with
layering. It is done by applying the
pencil with light layers, keeping a sharp
point on the pencil at all times. The
hallmark look of layering is when the
texture of the paper shows through
the pencil, giving it a somewhat grainy
appearance. With the layering tech-
nique, you will also be able to see your

Step 1

Lightly draw two spherical stones on your
drawing paper with a mechanical pencil.

pencil strokes, giving your works a
more hand-drawn appearance.
Always remember, it requires
patience to build the tones. Hurry-
ing with colored pencil will create an
unevenness in the application and ruin
the look of your drawing. Do not over-
lap too many different colors, or they
will build up and become opaque.

Step 2

With Sandbar Brown and a sharp point,
add some color to the stones. This is their
undertone. With Cool Grey 70%, create the
shadow edges to make the stones appear
round (see more instruction on spheres
on page 28). Make sure to leave the small
area of reflected light showing along the
edges. Use a light touch when applying the
colored pencil, and allow the paper texture
to show through. Do not build up the tones
too heavily.

With Cool Grey 70% and Black, create the
cast shadow beneath the stones.

Step 3

Add a small amount of Sand over the other
colors to darken the stones. Add some of
this color below the cast shadow as well.
Practice creating this soft, layered look on
other types of objects.

Colors Used
Sandbar Brown, Sand, Cool Grey 70%, Black



Layering Requires Patience

Using the layering technique requires
patience, especially to create deep tones,
but it's well worth it for these results. This
portrait of Mel“Tice” Theisen was created on
ivory-toned mat board with just two tones.

Colors Used
Dark Brown, Black

Layering in Color

When layering in color, make sure you don't
overlap the colors to the point that they
become opaque. Again, you should see the
graininess of the paper showing through
the colored pencil.

Colors Used

Poppy Red, Crimson Red, Tuscan Red, Blue
Violet, Indigo Blue, Limepeel, Grass Green,
Dark Green, Yellow Chartreuse, Yellow
Ochre, Dark Brown, Canary Yellow, Orange,
Light Aqua, Aquamarine, Black, White

19
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burnishing

When you burnish, you apply colored
pencil heavily with a firm pressure
that makes the pigment totally cover
the paper surface. Because of the wax
content of Prismacolor pencils, the
pigment goes on with a creamy feel,
and the colors become very opaque
with the heavy pressure. This can
make the colored pencil mimic the
look of oil painting, with bright colors
and a shiny impression. Many of the
subjects | used to paintin oils | now do
in colored pencil with similar results.

When you burnish layers of pencil,
the colors mix together like paint
instead of remaining independent.
The texture or grain of the paper s
flattened by the pencil pressure, and
the pigment and wax of the pencil
fillitin completely. When practicing
this technique, use pencils with a bit
duller point to balance out the heavy
pressure of application.

20

Step 1

Lightly draw the cherries'shapes with a
mechanical pencil. With a light touch and
Carmine Red, layer the undertone of the
cherries. Draw in the shadow edges of the
cherries with Crimson Lake. (Refer to the
sphere exercise on page 28 more instruc-
tion.) Add a hint of the cast shadow below
them with Black.

Step 2

Using the same colors asin step 1, reap-
ply the colors using a heavier touch. Use
enough pressure that the colors completely
fillin the paper and it is no longer visible.

Start with Carmine Red, the undertone
of the cherries. Be sure to leave the light area
of the highlight open. Deepen the color of
the shadows and curves with Crimson Lake.
Deepen the color of the shadow edges with
Dark Purple. Be sure to allow an edge of
reflected light to still show through. Just like
the sphere exercise, this makes them look
more rounded.

With Black and a sharp point, create the
left side and base of the cherry stems.

Step 3

Continue deepening your tones using firm
pressure so the colors burnish together.
With White, fillin the highlight areas to make
the surface look shiny. Add Yellow Ochre
to the right side of the cherry stems. Add
a small amount of Crimson Lake over the
Yellow Ochre on the right side as well. This is
called reflected color, which is bouncing up
from the cherries below.

To complete the drawing, enlarge the
cast shadows below the cherries with
Black. The direction of the shadows tells us
the angle of the light source. Add a small
amount of Yellow Ochre to the cast shadow
to make it appear more realistic.

Colors Used
Carmine Red, Crimson Lake, Dark Purple,
Yellow Ochre, White, Black



Burnishing in Action

Rich, bright hues, colored background and complementary colors
do a lot to help this fantail goldfish stand out, but it's the burnishing
that really gives it shine and helps create the texture of the scales.

Colors Used
Canary Yellow, Orange, Poppy Red, Scarlet Lake, Aquamarine, Parrot
Green, True Blue, Denim Blue, Black, White

LEE’S LESSONS

You may notice a milky haze forming on your drawing as you
burnish with wax-based colored pencils. The colors will look like
they have a filmy coating over them. This is perfectly normal. It is
just the wax of the pencil separating from the pigment and rising
to the surface. You can buff it a bit with your finger or a tissue and
it will go away; however, it will soon return. To correct this problem,
itisimportantto spray your drawing with a fixative when you are
finished. This seals the color, and prevents the wax from separating.

Beware, though! Fixative alters the surface of the paper, affecting
the way the pencil is applied. Spray your work only when you are
entirely finished with it.

21



value scales/gradation

Regardless of which technique you are using when apply-
ing colored pencil, the pressure you apply is the most
important part. Learning how to control your pressure
to create an even application of tone is crucial to good
colored pencil work.

While drawing value scales is not very exciting, itis a
very important skill to know. It is the gradual application of

tone that makes things look realistic. The drawing below is
a great example of soft, subtle tonal changes.

Look at these value scales. You can see the difference
the application makes when it comes to how the colored
pencil works. Each of these was created with Dark Brown,
but the way the color was applied to the paper makes
them all look very different.

Incorrect Gradation

Gradation of tone is essential for good work. This looks choppy and
very much like crayon.

This example shows what usually happens when someone is
new to colored pencils. The pencil strokes are way too visible and
uneven for this to look good.

The Surface Can Affect Your Tones

Thisis also a well-executed gradation using the same color, but on
suede board instead. You can see how the texture of the board not
only changes the appearance, but seems to change the color as well.

Before you begin any project, test your colors on a scrap of the
paper or board you are using to be sure of their appearance.

22

Correct Gradation

This is an example of a well-executed value scale. This was done with
both burnishing and layering using very controlled pencil lines so
the tones are even and full. This makes the tone gradual, with the
tones gently fading from dark to light with no choppiness. Keep
practicing to make your scales look like this. It is simply a matter of
getting the “feel” of the pencil. Apply more pressure in the dark areas,
and then gradually lighten your touch for the lighter areas.



| about color

/

A good understanding of colors and
how they work is essential to drawing.
It all begins with the color wheel, which
shows how colors relate to one another.

PRIMARIES AND
SECONDARIES

There are three primary colors: red,
yellow and blue. They are pure colors.
Mixing these colors in different
combinations creates all other colors.
Mixing two primary colors makes

a secondary color; for instance, red
mixed with yellow makes orange. Sec-
ondary colors can be found in between
the primary colors on the color wheel.

RED-
ORANGE

Color Wheel

YELLOW-
ORANGE

WARM AND COOL COLORS
The warm colors consist of yellow,
yellow-orange, orange, red-orange,
red and red-violet. The cool colors are
violet, blue-violet, blue, blue-green,
green and yellow-green.

COMPLEMENTARY COLORS
Complementary colors are opposites
on the color wheel; for example, red is
opposite green. Complements can be
used in many ways. Mixed together

in equal amounts, complements
become gray. For shadows, it is always
better to mix a color with its comple-
ment rather than adding black.

YELLOW

BLUE-
VIOLET

YELLOW-
GREEN

A complementary color can also be
used to make another color stand out;
for instance, to make the color red
stand out, place green next to it. This
is used most frequently when work-
ing with flowers and nature. Because
almost all stems and leaves are green
and many flowers are red or pink, the
flowers have a very natural way of
standing out.

SHADES AND TINTS

A shade is a darker version of a color. A
tint, on the other hand, is a lighter ver-
sion. Shades and tints are the result of
light and shadow.

23



using color

Color can completely change the way something a good way to experiment with colors. See what you can
appears, and artwork can be altered by using different do using the color wheel as a guide. When looking around
color combinations. This flower is drawn the same each for things to draw, | think you will be surprised how color
time using three colors: Canary Yellow, Orange and affects the overall look of objects, and how important it is
Crimson Red. However, each time | drew it | changed the in a successful piece of art.

background color. The results surprised even me! This is

Complementary Colors: Yellow vs. Violet

In this drawing, the yellow of the flower really
pops out because violet is its complement.

Complementary Colors: Blue vs. Orange

The orange tones of the flower are highlighted because of the blue background. Burnished
background tones are a great way to provide stark contrast in your drawings.

Complementary Colors: Red vs. Green

Notice how the red in this flower stands out,
even though it is drawn just like the other
two examples.

24
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Complementary colors enhance
one another. When you incorpo-
rate complements into your overall
composition, you can achieve stun-
ning results that pop from the page.
Whether you're creating original art-
work or working from photographs,
always consult the color wheel to
help you choose exciting, vivid color
combinations.

Add Spice to Your Drawings With Complements

The green tones of the outer springtime leaves appear more beautiful because of the
complementary red tones in the center.

Colors Used
Grass Green, Chartreuse, Lemon Yellow, Apple Green, Dark Green, Crimson Red, Pink, Black, White

25



five elements of shading

In order to create realistic drawings,
you must be able to draw three-
dimensional forms and understand
how light affects those forms. There
are five elements of shading that can
be found in every three-dimensional
shape. Practice creating these different
tones. Once you've mastered them,
you can draw just about anything.

1 Cast shadow
This is the darkest part of your
drawing. Itis underneath the
sphere, where no light can reach.
4 Reflected light
2 Shadow edge
This is where the sphere curves and
the rounded surface moves away
from the light.

1 Cast shadow 2 Shadow edge 3 Halftone area 5 Full light

3 Halftone area
This is the true color of the sphere,
unaffected by either shadows or
strong light.

4 Reflected light
This is the light edge along the rim
of the sphere that illustrates the
roundness of the surface.

5 Fulllight
This is where the light is hitting the
sphere at its strongest point.

Dark Brown Terra Cotta Goldenrod Canary Yellow Cream

Value Key for Five Elements of Shading

The key to making things look multi-dimensional
is contrast. This is what the tones of the sphere on
this page look like when separated into a color key
and placedin a value scale.

When drawing, transition colors from very
dark to very light, allowing the tones to overlap
and fade into each other.To create a sphere, you
need to have at least five tones, hence the five
elements of shading.




basic shapes

All subjects, no matter how complex,
consist of underlying basic shapes.
Learn to recognize these basic shapes,
and you can draw anything by apply-
ing the five elements of shading!

The sphere. This shape is seen in all rounded The egg. This shape is seen in birds, animals
objects such as fruit, vegetables and even the and the human head.
parts of a person’s face.

The cylinder. This shape is seen in arms, The long cylinder. This The cone. This shape is seen in pointy objects
legs, trees and structures such as jars, shape can be seenin tree such as party hats, building structures and vases.
glasses and cans. limbs, pipes, columns and

other tubular structures.

Basic Shapes in a Basic Object

Sometimes one object will be made up of
multiple basic shapes. A cube, a sphere and
a cylinder make up the basic structure of
this footstool.

27



MATERIALS

paper
Chamois Renewal by
Strathmore

colors

Dark Umber, Poppy Red,

Canary Yellow

draw a sphere

Now it is time to practice applying what you've learned so far by drawing a
sphere and an egg. This will help you commit the five elements of shading to
memory. By practicing simple shapes such as these, drawing more difficult
subjects later will be much easier.

Let’s start with the sphere. Take your time, and make it look as good as
possible. For more practice, try it again on your own, using different colors
and different shades of paper.

CREATETHE LINE DRAWING PLACETHE HALFTONES OVERLAPTO COMPLETE
AND BEGIN THE SHADOWS With Poppy Red and a very sharp THETONES
Tracing a round object, such as a glass point, overlap the Dark Umber and With Canary Yellow and a very sharp
orjar, or using a circle template or sten-  gradually move out to create the point, overlap the other colors and
cil, lightly draw a circle with a mechani-  halftone. Maintain the same light touch  continue adding to the sphere. Allow
cal pencil and a very light touch. and curved lines as used in step 1. Allow  the color of the paper to show in the
Determine where the lightis coming  your tones to gradually fade into the full light area.

from. With Dark Umber and a very sharp  color of the paper. It is important not to
point, apply the cast shadow opposite have any choppiness.

the light source, here, below the circle Apply some of the Poppy Red to the
on the lower left, indicating the lightis  cast shadow as well, allowing it to fade
coming from the right side. Withavery  into the paper. Shadows become lighter
sharp point, apply the shadow edge, as they move away from the object.
leaving a small edge of reflected light

along the bottom of the circle. Be sure

to apply the pencil lightly so the lines

are not obvious. Use curved lines to rep-

licate the shape and form of the sphere.

Straight pencil lines would represent a

flat object.
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Now, let’s apply the same techniques you used on the sphere to an egg.

CREATE THE LINE DRAWING

AND BEGIN THE SHADOWS
Lightly draw an egg shape with a
mechanical pencil. When your shape
is accurate, apply the cast shadow and
shadow edge opposite the light source
with Dark Umber and a very sharp
point. Here, the light source is coming
from the front, so the shadows are in
the middle and along the sides.

PLACETHE HALFTONES

With Chocolate and a sharp point,
continue adding smooth tone to the
egg, gradually fading it into the light.

OVERLAP TO COMPLETE
THETONES
Continue adding layers of Chocolate
to the egg and the cast shadow until it
looks finished.

MATERIALS

paper

Stonehenge

colors
Dark Umber, Chocolate

29



74
A
V/ Y
//!/4

| using a grid to draw from photos

Everything we draw can be done
more accurately if we look at our sub-
ject matter as a group of interlocking,
abstract shapes. Placing a grid over
our reference photos can help us see
things more objectively by dividing
everything into small sections. The
squares help us see our subject mat-
ter like a puzzle. You can even further
your objectivity by turning the photo
upside down.

There are two different ways to
grid your reference photos. The first
way is to have a color copy made
of your photo. If the photo is small,
enlarge it as well. Working from small
photos is the biggest mistake most
students make. The bigger the photo,
the easier it is to work from.

Use a ruler to apply a one-inch or
half-inch grid directly onto the copy

with a permanent marker. Use the
smaller grid if there is a lot of small
detail in your photo. There is less room
for error in the smaller box, so little
things are captured more easily.

If you do not have access to a copier
and your photo is large enough to
work from, you can place a grid overlay
on top of the photo. Make your own
grid with a clear plastic report cover
and a permanent marker, or have one
printed from a computer on an acetate
sheet. Then place the grid over the
photo and work from that.

Once you place the grid over the
photo, the image becomes a puzzle
and each box contains shapes. Look at
everything you want to draw as just a
bunch of interlocking shapes.

To draw the photo, draw a grid
on your drawing paper with your

mechanical pencil. Draw the lines
so light you can barely see them
because they will need to be erased
later. This grid should contain the
same size and number of boxes as
the one over the photo.

You can enlarge the size of your
drawing by placing the smaller grid
on your reference photo and making
the squares larger on your drawing
paper. For instance, if you use the
half-inch grid on the photo and a one-
inch grid on your paper, the image
will double in size. Reduce the size of
the drawing by reversing the process.
As long as you are working in perfect
square increments, the shapes within
the boxes will be relative.

A Half-inch Grid
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A One-inch Grid



create a line drawing with a grid

This exercise will show you how to Remember, you can increase the size
draw from a graphed image. Fornow,  of your drawing by drawing larger
don't worry about the colors in this squares on your paper. Keep this
photo; just concentrate on using the finished line drawing for the step-by-
grid as a guide to capture the basic step exercise on pages 116-117.

shapes in an accurate line drawing.

LW =
Create a Grid on Your Paper
On your drawing paper, lightly draw the same number of squares you see here.

Fillin the Shapes

Working on one box at a time, capture the shapes you see in each box. Go slowly and be accurate. The entire
outcome of the drawing hinges on this stage of the game.

LEE’S
LESSONS

Forthe exercises in

this book, there is one
exception to using

the grid method: it
cannot be done on
suede board, because
the mechanical pencil
lines cannot be erased.
Instead, use graphite
transfer paper to trans-
feryour line drawing

to the suede board. See
Lee’s Lessons on page
99 for more details on
transfer paper.
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MATERIALS

paper

Stonehenge

colors

Sand, Rosy Beige, Black Rasp-

berry, Dark Brown

LEE’S
LESSONS

Always start with the

draw a teapot

After practicing the sphere and the egg, you can now advance to a more
complicated object, such as this teapot. The overall shape is basically a
sphere, and the handle, top and spout add unique dimensions.
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CREATE THE LINE DRAWING

lightest color ofan Create this line drawing using the
object then build the grid method. Lightly sketch the shapes
darker colors on top. of the teapot in each square using your
mechanical pencil. Erase the grid and
any mistakes with a kneaded eraser
until your drawing is accurate.
OVERLAP TO FINISH THE
TONES AND SHADOWS

Overlap the shadow areas with Dark
Brown and then Rosy Beige. Continue
fading into the lighter areas, mak-

ing sure your colors look even and

gradual.

Finish the teapot by adding Black
Raspberry to the contours to give the
pot a warm hue. Maintain a very sharp
point and overlap the existing colors.
Add a small amount of this color into
the shadow areas behind and below

the teapot.
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BEGINTHE SHADOWS AND BUILD THE HALFTONES

With Sand, fill in the main color of the teapot, leaving the
white of the paper exposed for the highlight areas. Apply Dark
Brown to the outside edges of the teapot, making sure to vary
them in line width and darkness.

The light source is coming directly from the front, so the
shadows are cast along the sides and behind the teapot. Use
Dark Brown to add the cast shadow under the teapot and on
the wall behind it, then begin building the halftones on the
teapot, fading the tones toward the full-light area. The basic
form of the teapot is now complete. You can see the reflected
light along the rim and bottom of the teapot.




capture shapes with segment drawing
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Just like using a grid, segment drawing breaks down large shapes into MATERIALS
smaller, more manageable increments. It follows the same principles, but paper

deals with only one large square instead of a grid of many squares. In this D
method, you crop very closely into a reference photo and concentrate on Black construction
only shapes and lines. colors

CREATE THE VIEWFINDER
Cuta 2" (5cm) square out of a
piece of black construction paper with
a craft knife.

Peach, Dark Brown, Pink, Black

other
Craft knife

LEE’S
LESSONS

When using a mechan-
ical pencil to create
your line drawing, it
isimportant to draw
lightly. As you start

to apply the colored
pencil, lighten the lines
with a kneaded eraser.

PLACE THE FRAME OVER A PHOTO Be cautious when

Place the viewfinder over your photo so only a small applying light colors
portion of the image is visible. This changes the photo into a over graphite, because
composition of abstract shapes. the graphite may be

difficult to disquise.

CREATETHE LINE DRAWING

Draw a square on your drawing paper
the same size as the viewfinder. With your
mechanical pencil, freehand the shapes of
your photo as accurately as possible. Use the
outside of the square as a guide, visualizing
how far from the edge the shapes are.
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ADD THE BASIC SHADOWS OF THE SUBJECT

Add shadows to the face with Dark Brown, using a very
sharp pencil point. Note that the strong light source is com-
ing from the left, forming distinct shapes and edges of the
shadows on the lower part and right side of the face.

CONTINUE LAYERING AND FINISH DETAILS

Continue layering the color with a very sharp pencil
point, keeping the tones as even and smooth as possible.
Once the Peach has filled in to create a good skin tone, add
more Dark Brown to the shadow areas to intensify the look
of reflected light. It is most obvious along the edges of the
face, along the edge of the tip of the nose and along the
lips. Strengthen the dark tones with Black to create greater
contrast. Be patient; this technique takes time to create
smooth tones.

34

FILLINTHE BACKGROUND AND MIDDLE VALUES

Fill in the background with Black to form the edges of
the face, eliminating the outlines. Create the skin tone with a
light layer of Peach. Vary the tone depending on the strength
or weakness of the light source reflection, and deepen the
shadows with Dark Brown. The reflection is strong under and
alongside the nose, so use fewer layers of color there. Add a
bit of Pink where the light directly hits the lip.

Viewfinders Can Be Any Size or Shape

Use your imagination to create viewfinders in any size and shape.
The smaller the opening, the more you will be able to divide your
photo into unrecognizable shapes, thus making it easier to draw.

Enlarge a smaller project. For instance, the face in this exercise
could be blown up and drawn on a much larger scale. It would
make an awesome drawing for the wall.



| using your viewfinder

To gain a lot of drawing practice with-
out the feeling of being overwhelmed
by large, finished projects, begin a
segment-drawing notebook. This is a
page taken from one of mine.

Draw a border using a Black Prisma-
color pencil around each drawing for a
cleaner-looking presentation.

Start your own segment-drawing
notebook as soon as possible and try

to draw at least one image a day. You
can do it. They are small exercises and
don't take very long, but the experi-
ence you gain is huge!

Create a viewfinder with a two-
inch opening. Go through magazine
pictures to find interesting subjects to
draw. Select pictures that will give you
avariety of challenges and learning
experiences.

THINGS TO
REMEMBER

All colored pencil drawings
begin with layering.

Use your viewfinder to practice drawing the
complex shapes of hands.

Practice drawing the unique contours of
animals with segment drawing.

If you begin with layering,
you can always go back and
burnish an area if it doesn't
turn out the way you want.

When practicing burnishing,
use pencils with a duller point
to balance out the heavy
pressure of application.

Regardless of the technique
you use, the pressure you
apply is most important.

For shadows, it is always better

to mix a color with its comple-
ment than to add black.

A shade is a darker version of a
color. Atintis a lighter version.

The human anatomy is a wonderful study of
form and tones.

This interesting study of texture is the tail of
a betta fish.

The five elements of shading
can be found in every three-
dimensional shape.

To create a sphere, you need
to have a least five tones.

Enlarge a reference photo if it
is small. This makes it easier to
work with.

WERRL

A section of a flower can provide excellent
practice with color. 35

Master the facial features by practicing them
individually.



Rovnd
¢ Cylindrical Obyects

nderstanding the sphere and the five elements of shading is Use a Viewfinder to Practice Round
vital for beginning artists. It is the basis for so many different Objects
types of subjects—simply look around you. Think of this chap- This segment drawing is full of round
. L . . . . objects. It was created using the view-
ter as the flagship of your drawing instruction. With practice, you will be finder method by isolating a very small
able to combine all of the basic shapes into any object you can imagine. section of a photograph of a fruit bowl.
Colors Used
Segment Drawing of a Fruit Bowl Canary Yellow, Yellow Orange, Lime-
#1008 Ivory mat board peel, Apple Green, Grass Green, Dark
12" % 12" (30cm x 30cm) Green, Poppy Red, Crimson Red, Dark

Purple, Tuscan Red, Black, White
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draw grapes

Grapes have a shiny skin that reflects light in a unique way. Before you
begin to draw, study how the light hits your subject to locate all the shad-
ows and edges of your drawing. Notice how the individual edge of each
grape varies in the bunch. Where two grapes overlap, there is a light edge
of reflected light. Where the grapes contrast against the white background,
there is a darker edge. It is always important to figure out the undertone, or
lightest color of the drawing, before you begin.

ar CREATE THE LINE DRAWING

Sketch or trace a circle with a
mechanical pencil. Lightly place in the
Peach undertone, allowing the white
of the paper to remain in the highlight
areas. Lightly apply Black Raspberry
along the edges of the grape, and cre-
ate the inside shadow edges.

DEEPEN THE TONES

Add some Carmine Red to the
shadow edges and continue to deepen
the areas of Black Raspberry with more
of the same. At this stage of the draw-
ing, the colors are still layered.

BURNISH THETONES

TOGETHER
Burnish the colors to give the grape a
shiny appearance. With Carmine Red,
apply pressure and overlap the darker
areas. Once the colors look smooth,
take the White pencil and burnish into
the highlight areas. If you aren't happy
with the way it looks, you can go back
and forth with the colors, adding more
lights or darks. Whenever you add a
color to the drawing, make sure to bur-
nish the colors together with the lighter
color and blend them together.

MATERIALS

paper

Stonehenge

colors
Peach, Carmine Red, Black
Raspberry, White

A Reflective Bunch of Grapes

Grapes are round, shiny and reflect a lot of
light. Study your subjects for light and dark
edges before you begin to draw.
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red apple with highlights

MATERIALS An apple study is excellent practice for drawing a round, sphere-like subject.
paper Because it has a waxy, shiny surface, the lighting of an apple is very distinct.
SionEhanse The glare reflecting off the apple is usually dramatic.

| When drawing colorful subjects, add the colors in layers, beginning with
colors . . o
Canary Yellow, Scarlet Lake, the lightest. | started this apple by drawing in the yellow undertones first. If
Thiesn ) BerlEion, you look at the finished example, you can see how important the yellow is
Limepeel, Black, White because it shines through the other colors.

‘I ;.
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SKETCH THE APPLE AND APPLY THE BASE COLOR

Lightly draw the shape of the apple with a mechanical pencil. With Canary Yel-
low and firm pressure, fill in the entire apple, excluding the highlight areas. These
spots should be left as the white of the paper. With Scarlet Lake, begin adding
red tones to the shadow areas of the apple. Be sure to use curved pencil lines to
help create the illusion of roundness. The apple skin has a lot of streaks, and these
curved lines help create them. Use Tuscan Red to begin the stem and the shadow
area around it.

BUILD THE MIDTONES

Build the red tones with Scarlet Lake. The color is deeper toward the bottom of
the apple and along the sides. Add some Tuscan Red to deepen the shadow areas.
(Refer to the finished drawing for placement.) Again, the curved pencil lines are
essential. While this drawing is utilizing the burnished technique, the streaks of the
pencils'lines should still be seen.

FINISH THE DRAWING

Continue building the tones using a firm pressure until the colors become deep
and rich. Be sure to allow the yellow to show through in areas, and the red to streak
in curved lines. For deep red tones, use Tuscan Red and a thin layer of Black on the
shadowed side of the apple. Burnish the Black with Tuscan Red to soften the color.

Notice the tiny edge of light around the lower left side of the apple. Do not color
the deep tones all the way to the edge. This will produce a rim of reflected light and
help create the illusion of dimension.

To finish the drawing, burnish White into the highlight areas, overlapping the red
and yellow tones to create a reflection of light. Complete the stem by placing Dark
Brown on the right side and Limepeel to the left. To create depth in the stem, add a
touch of Black along the top and sides, and to the rear shadowed area. To complete the
stem, add a tiny bit of Limepeel on the apple skin behind the stem on the right side.



demonstration

This exercise is drawn with many of the same colors as the apple project on
the previous page. However, the shape has changed and the lighting is dif-

ferent, casting an obvious cast shadow.

SKETCHTHE PEAR AND PLACE

THE UNDERTONES
Lightly draw the shape of the pear
using a mechanical pencil. Base in the
entire surface of the pear with Canary
Yellow, except for the two highlight
areas, which should be left as the white
of the paper. Use firm pressure to bur-
nish the entire area. Create the shape of
the cast shadow under the pear on the
right side.

With Orange, lightly layer some color
along the left and right sides of the
pear. Apply a small amount of Limepeel
to the right side as well.

DEEPEN THETONES AND

CREATETHE CAST SHADOW
Continue building the Orange color to
deepen the hue, still leaving the white
areas alone. Leave some yellow show-
ing along the bottom of the pear and
along the edge of the recessed area on
the pear’s base. Like the sphere exercise
on page 28, this will form the rim of
reflected light to make the pear appear
more rounded.

With Dark Brown, create the dark
side of the stem. Also apply some of
the Dark Brown to the recessed area
on the bottom.

Add both Dark Brown and Limepeel
to create the cast shadow, noting how
itis divided in half with the two colors.

MATERIALS

paper

Stonehenge

colors

Canary Yellow, Orange,
Scarlet Lake, Tuscan Red,
Dark Brown, Limepeel, White

FINISH THE DRAWING

To finish the pear, continue the lay-
ers of color until the 3-D look is created.
Apply Scarlet Lake to the left side of the
pear to create a beautiful red glow and
the illusion of the shape of the pear.
Make sure to curve your pencil strokes
to follow the contours of the pear.

Use Tuscan Red along the bottom of
the left side to create the shadow area,
and also add some of it into the cast
shadow. Also apply the Tuscan Red to
the upper left side of the pear and to
the stem to complete it.

With White, burnish the highlight
areas to make them appear shiny.
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MATERIALS

paper

#1008 Ivory mat board

colors

Canary Yellow, Orange, Pump-
kin Orange, Scarlet Lake, Dark
Brown, Aquamarine, Black,

White

pumpkin and apples

Now let’s go to a more complicated composition using many of the same
colors used in the grape exercise on page 37. The colors used in the pumpkin
and apples are deep and rich because of the light source and deep shadows,

and are intensified by the use of complementary colors in the background.

Sketch out the shapes of the pumpkin and apples, using my drawing as
a guide. Use a mechanical pencil so you can make corrections if you need
to. Don't worry if your drawing is not exactly like mine. With still-life objects

such as fruit, perfection isn’t that important. It is the technique of applying

colored pencil that is the focus.

APPLY THE UNDERTONE AND INITIAL

LAYERS OF COLOR
Create this drawing with many, many layers of color. Once
you have the outline drawn, apply the first layer of colors to
the pumpkin and apples. As we did in the previous exercises,
apply the Canary Yellow as the undertone. Because of the
deep shadows of this piece, the yellow is more evident on
the left side.

After the Canary Yellow is applied, add Pumpkin Orange
to the right side of the pumpkin. Use this color to create the
ridges of the pumpkin skin. Add some of this color to the
right side of the apples, too.

With Dark Brown, create the cast shadow of the apple
onto the left side of the pumpkin in the yellow area. Add
the Dark Brown to the lower area of the pumpkin to create
the shadow area. This makes the pumpkin appear rounded.
Apply Scarlet Lake to the right sides of the apples.
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DRAW THE BACKGROUND AND STEMS

Use Aquamarine for the background color behind the
fruit. To create the dark color below, first layer some Dark
Brown, and then layer Black on top of it. Allow the Dark Brown
to show around the edges of the shadow.

Create the stems of the fruit with Dark Brown. Use the

Dark Brown to create the cast shadow that separates the two
apples, and to deepen the shadow area on the pumpkin.



CONTINUETO BUILD COLORS AND FINISH THE
BACKGROUND
Finishing the drawing is really just a matter of doing more of
the same. The colors continue to build up with every layer,
until it becomes deep and rich.

Be sure to pay attention to reflected light, which is
extremely important when drawing rounded objects.
Reflected light is seen anytime there is an edge or rim. You
can see it along the edges of the apples, and along the upper
edge of the pumpkin. But it is also seen along every ridge of
the pumpkin, which makes those areas seem to protrude.
Use Orange in these edges to make the reflected light more
obvious. Burnish the Orange in the front of the pumpkin to
make the color shine. Burnish Canary Yellow into the apples
to make them shiny, too.

When the colors of the fruit are nice and deep, finish the
drawing by detailing the stems with Dark Brown, Black and
White. Again, make sure to include reflected light around the
upper edges.

Deepen the background with more Aquamarine, and
layer Black directly behind the fruit for more depth of tone.

Add some of the Scarlet Lake to the ground in front. You
can see how the shadow area becomes lighter as it moves
away from the fruit. Make the shadows more intense under
the fruit by layering Black on top.

1
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practice drawing rounded objects

Now that you've completed a few step-by-step exercises,

try some drawings on your own using your acetate grid. To

become proficient in colored pencil drawing, it is impor-

tant to learn the patience required for layering color. These

illustrations combine many of the drawing elements we
reviewed on the previous pages. The overall shape is still a
sphere. Follow the shapes of light and shadow to recreate
common objects such as these lemons, pear and apple.
Have fun and remember that good drawing takes time!

Practice Makes Perfect

Once you have mastered the basic techniques of drawing with col-
ored pencil, you can create more complicated drawings. This draw-
ing shows what is possible when you know how to draw a pear.
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To Layer or Not to Layer

Sometimes you may not decide until the final stages of a drawing
whether it will be layered or burnished. | mostly used the layering
approach to draw this bowl of lemons. During the final stages of the
drawing, | decided to burnish the background and the bowl's cast
shadow with Black to intensify the piece.

""--_

Change the Colors of a Common Object

[tis amazing to me how brilliant and realistic
colored pencil can be. Here is another way
to use the skills you just learned. Simply
change the colors, and you can change the
entire look! A simple apple can make a very
dramatic drawing.

Colors Used

Lemon Yellow, Canary Yellow, Sunburst
Yellow, Orange, Terra Cotta, Dark Brown,
Sienna Brown, Clay Rose, Lavender, Cool
Grey 50%, Black, White



’ —~
o,

ellipses

So what happens when round objects no longer look Look at the wagon wheel below. If it was still on the
perfectly round? If you look at a cylinder, you know that if wagon it would look like a perfect circle. But the wheel is
you viewed it from the top it would look like a circle. But, lying on its side, so we see it in perspective. Receding lines

when viewed from the side, you see a circle in perspective.  are made shorter than they are in reality to create theillu-
This perspective represents distance and changes a circle sion of depth. This is a phenomenon called foreshortening.

into an ellipse. Itis what turns a circle into an ellipse.

Standard Circle Vertical Ellipse

This is a circle viewed straight on. When viewed from a different angle,
perhaps closer to a side view, the shape
appears thinner than the full circle. This is
called an ellipse, which by definition is a
circle in perspective.

Perspective Creates Ellipses

Circles viewed from the side, such as this wagon wheel, are no longer perfect circles. Seen in
perspective, the circle appears flattened and stretched out. The degree of perspective of an

ellipse depends on the angle in which it is viewed.

Horizontal Ellipse

This is a circle viewed from above. Instead of
athick appearance, like the vertical ellipse,
this ellipse seems flattened out.

LEE’S
LESSONS

When drawing
elliptical objects, you
should be able to fold
each ellipse in halfin
either direction, with
all parts matching.
This is called the equal
quarters rule.
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everyday cylinders

Drawing cylinders is all about keen observation and under-
standing your drawing subject’s lighting, perspective and
texture. Flower stems, tubes, snakes and trees all have the
same cylindrical elements to capture.

The top portion of a cylindrical object, viewed in any
perspective, is always in the shape of an ellipse. It is impor-
tant to draw these accurately because the entire perspec-
tive of the object hinges on it.

Study these everyday objects, and see how each one of
them is made up of both a cylinder and an ellipse.

Ellipses in Perspective

This spool of thread is
drawn from a bird's-eye
view, which changes
the perspective
dramatically. The top
of the spool appears
much larger than the
bottom, even though in
reality they are identical
in size. Keep in mind
that ellipses within a
drawing can change
depending on your
point of view.

Ellipses in Light
These candles are
long cylinders.
Because of the
vantage pointand
theirregular tops,

the ellipses are not as
noticeable. Observe
how the five elements
of shading differ for
each candle.The
candle on the leftis
set against a very dark
background making
the edges appear very
light. The candle on
the rightis set against
a light background,
making the right side

Observe the Cylinders and Ellipses in Everyday Objects

Look around your home and observe just how many cylindrical
household items fill your everyday life, such as bottles, vases, jars,
candles and glasses. This antique butter churn is a complex col-
lection of textures, cylinders and ellipses. Notice the many ellipses
along the top of the lid of this churn. When drawing, alter your
edges a little at a time until your ellipses appear correct.

fth dl Colors Used
orthe C.ah € appear Dark Brown, Black Raspberry, Peach, Cloud Blue, Mineral Orange,
dark. Itis important Black White

to fully understand
the lighting of your
subject before you
begin to draw.
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textured cylinder

Atree limb or trunk is also a cylinder, just with a lot of texture. Use this MATERIALS
exercise to practice drawing the cylindrical shape of a tree. Even though the

- . N . , paper
surface is irreqular and textured, the basic form is still a cylinder with the e
effects of light and dark creating the roundness.
colors
Sienna Brown, Dark Umber,
Black, White
SKETCHTHETRUNK AND APPLY j
THE LIGHTEST TONES
Sketch the shape of the trunk and limbs with a mechani-
cal pencil. Don't forget to include the large tree knots. With s
heavy, vertical pencil lines, apply the texture of the tree bark. X LEE s
Start with Sienna Brown first, and then layer on Dark Umber. .[ LESSONS
f 4 The edges of an ellipse
l should always be
'I|I" curved, with no flat

areas. The ends of an

| ellipse, at the tightest
J curves, should never
el
il

appear pointed.

BURNISH AND DEEPEN THE TONES

Burnish over the colors with White to make
them blend together. Reapply the Dark Umber
to deepen the tones. Use Black to intensify the
dark areas of the tree bark, giving it the illusion of
heavy texture.
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MATERIALS

paper

Stonehenge

colors

Sky Blue Light, Denim Blue,
Blue Violet Lake, Clay Rose,
Seashell Pink, Greyed Laven-
der, Black, White

LEE’S
LESSONS

When an ellipse is
drawn incorrectly, your
brain screams that
something is wrong.
Here are three tips

to drawing ellipses
correctly:

I Remember, you are
drawing a circular
shape; there should
be noflat spots or
pointy areas in the
smallest area where
theellipse curves.

2 Visualize all sides of
the elliptical object
and draw the com-
plete ellipse before
shading. Try to see
through it.

3 Rememober, you
should be able to
fold yourellipse in
half with all sides
matching.

practice drawing through

There is a mathematical way to produce an ellipse based on the degree of
pitch and its angles. But you don’t need a formula to tell you when an ellipse
is off. This drawing looks complicated, but it really isn't. Follow along, and

you can see for yourself.

CREATE AN ACCURATE LINE
DRAWING
Sketch the vase’s basic shape with a
mechanical pencil. When drawing
any object, having accuracy from the
beginning is essential. It allows you the
freedom of blending and shading with-
out having to make structural changes.
Altering the shape is very difficult after
the tones have been added.

- =
= I
OUTLINE THE ELLIPSES

The ellipses encompass the surface
of the vase, all the way around. Drawing
through the object to complete the
ellipses helps the pot look symmetrical
and realistic. You can cover your lines
when you add color in the next steps,
drawing through will help you visualize
your shapes.




DEFINE THE HIGHLIGHTS AND BACKGROUND

This pot is full of reflections and highlights. Lightly outline
the shapes of the reflections of windows using Blue Violet
Lake. Using the same color, redraw the elliptical lines in the
upper rim of the pot, and below it to show the curves.

Burnish in the lightest undertone of the pot first using Sky
Blue Light, leaving the bright highlight areas exposed as the
white of the paper.

With Clay Rose, fill in the inside area of the pot. Use
enough pressure to fill in the paper completely with color.
With Seashell Pink, fill in the base of the pot, the inside area
of the upper rim and along the neck of the pot as seenin the
illustration. This begins the look of reflective color.

Move to the background. Use a ruler to divide the back-
ground into three sections. The tri-color background gives
the drawing more contrasts and interest than a solid color
would provide. By placing these colors behind the subject,
the edges of the pot are defined. Burnish in Sky Blue Light
in the top section. (Since the edge of the pot is white, this
background color creates the upper edge.) Move on to the
middle section with Clay Rose. Use light layering and a very
sharp point to create an even tone to give the drawing some
textural difference. Leave a small white strip below the Clay
Rose. Next, lightly layer Black around the edge of the pot. Be
careful not to lose the nice, round, symmetrical shape. Finally,
layer some more Sky Blue Lightin the lower section.

CONTINUE BURNISHING

Burnish more Sky Blue Light inside the rim and above
the pot to make it deeper in tone. Use Blue Violet Lake to add
more color to the inside rim and body of the pot. On the pot,
use a circular motion with the flat of the pencil lead, not the
point. This will give the illusion of the speckling seen in the
glaze. Look closely at the illustration and you can see where |
used these circular strokes, and where the pencil lines are just
drawniin.

Switch to Denim Blue, and build the dark tones on the pot.
Intensify the color on the left side of the pot and the inside
edge, being careful to create the window patterns in the
highlight areas. Use this color to add the shadow edges to
build the form and roundness of the pot.

Burnish the areas of Seashell Pink to make them more
filled in. Burnish the black of the background to make it solid.
Add Black under the pot to create a shadow. Deepen the col-
ors of the tabletop, burnishing with firm, horizontal strokes of
Greyed Lavender, Clay Rose and Sky Blue Light, allowing the
colors to overlap one another. This gives the look of a shiny,
reflective surface.
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FINISH THE DRAWING
Continue burnishing the colors. This process takes some time, but is more than worth the work
involved. Study the example carefully, and you can see where | used the circular strokes, inside and out, to
create the look of the glaze. To make the highlights look bright and shiny, burnish over them with White.
Deepen the shadows by adding a small amount of Black. You can see it along the neck of the pot and
along the left side. It is also seen in the edges of the rims. Add a bit of Black to the surface of the pot as

well, using small, circular strokes.
Continue burnishing the tabletop, alternating colors to make it look streaky.
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THINGS TO REMEMBER

When drawing colorful subjects, it is important to add the colors in layers,
beginning with the lightest.

Figure out the undertone, or lightest color of the drawing, before you
begin.

Using a circular motion with the
flat of the pencil lead will give you
the illusion of speckling like that
found in pottery glazes.

Look for the five elements of
shading, particularly reflected
light, when drawing rounded and
spherical objects.

Foreshortening is when the shape
of an object appears distorted
because of the angle in which it is
being viewed.

An ellipse is a circle in perspective.

Your eyes will tell you when an
ellipse is not symmetrical.

An ellipse can always be divided
into four equal parts. You should
be able to fold it in half either
direction with all parts matching.

The edges of an ellipse should
always be curved, with no flat
areas. The ends of an ellipse, at
the tightest curves, should never
appear pointed.

Create a Complex Composition

This still life contains everything we have
learned so far about spheres, the five ele-
ments of shading, cylinders and ellipses. See
what you can find to create a composition
with all these elements.
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any ordinary, everyday objects are angular in shape and More Than Just Your Point of View
made up of squares and rectangles. If it has a flat surface and Without understanding the rules of
. . . perspective, it would be impossible to
a corner, chances are its basic shape is a cube. s dauing e yeurhems el
You learned in the previous chapters how to use tone and gradual did here. I've seen many a drawing or
shading to create the soft curves of a rounded object. The rules really painting fall short because of inaccurate
. . . f perspective.
change when you are dealing with rectangular objects. Instead o Study and practice the exercises in
soft edges you have hard edges, where two sides come together. The this chapter and you will acquire a bet-
changes in tone are more abrupt, because each side will take the light EEreyeior serspecive il neloyou

. o . see all the angles and slants that are so
differently, giving them different tones. important in your drawings.

Every time you have a hard edge, you will also have reflected light.

q o q q . Colors Used
Always remember, everything with an edge, lip or rim has reflected light Dark Brown, Sienna Brown, Dark
along it. Look around for the cube shape in everyday household items. Umber, Mineral Orange, Peach, Tuscan
. . . . Red, Sand, Cool Grey 50%, Cri

Tables, chairs, books and stairs all share the same basic shape as their =0 Sl O ISy o HIE)
Red, Pink, Cloud Blue, True Blue, Grass

foundation. Even a soft, stuffed chair is geometric in shape. Green, Apple Green, Dark Green,
Canary Yellow, Chartreuse, Black,
White

Our Country Home

Stonehenge paper
11" % 14" (28cm x 36¢cm)
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perspective basics

Entire books have been written about perspective. Basi-
cally, images change depending on the vantage point from
which you view them. Areas that are closer seem much
larger, while areas farther away seem to shrink. In realistic
drawing, you must always remember this. Your artwork
reflects where you are in relation to your subject matter.

One-Point Perspective
Vanishing point Horizon line ) )
Atrain track or road is large up front and

converges into a point in the distance. When
everything converges at one point out on
the horizon it represents one-point perspec-
tive. That point is called the vanishing point.
The vanishing point rests on the horizon line.
This horizon line represents your own eye
level when looking straight ahead.

Two-Point Perspective at Eye Level

In this example, the cube’s horizon line falls right in the middle of the horizon line. You are
viewing the cube straight on and are standing on the same level as it.

Get Out the Ruler!

When drawing rectangular objects, make
sure that all vertical lines are perfectly
straight and parallel to the edges of the
paper. This will help ensure accurate
perspective.
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perspective and vantage point

Perspective can be daunting to the beginning artist,
because it appears mathematical and complicated.
Like anything else, a basic understanding and some
practice go a long way. When viewing art, the first
step is locating the horizon to determine your van-
tage point, or the angle at which you are viewing an
object (e.g., straight on, above or below).

An Example of Inaccurate Perspective

This birdhouse is nothing but a little rectangular box in two-point
perspective. Because it was made by a child, the surfaces don't fit
together well, and it is a bit out of plumb. I decided not to fix this in
my drawing because | like the innocence of its construction and the
story it tells. Even though the perspective is off, | love the pastel col-
ors of the wood against the background and the leaves in the trees.
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Two-Point Perspective Above Eye Level

The entire cube is above the horizon line, which means you are
viewing it from a lower vantage point. You have to look up at the
cube. If this were a building, you would be at the bottom of a slight
hill, looking up the street. The light is coming from the left, making
the side on the right appear darker.

Above the Horizon Line, or Worm's-Eye View

This cube is elevated, floating above the horizon line. It is much
higher than eye level and you see its bottom. Can you see how the
lines converge at the horizon line at the same points?

Below the Horizon Line, or Bird’s-Eye View

This time, we are much higher than the cube and the horizon line,
looking down oniit.
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__| everyday rectangular objects

Once you begin to look, you'll see same basic underlying shapes. Prac-
cubes all over. While all these sub- tice drawing rectangular objects in
jects are completely different in the perspective, and it will soon become

way they look and the function they second nature to you!
perform, each one is made from the

A Stack of Books in Perspective

Study photos of rectangular objects, like
these books, and analyze the rules of
perspective. Basic underlying shapes are
the same. See how the rules of perspective
apply to them? They seem to get smaller
toward the back. If you drew lines continu-
ing out from the sides, those lines would
converge at a common point in the horizon,
creating aV shape.

A good way to better your understand-
ing of perspective is to study magazine
photos of houses and furniture. Take a ruler,
carry the lines out from the edges and see
where the lines meet with the horizon.

Draw Stairs as Cubes

This staircase is made up of cubes (the stairs) and two cylinders (the
columns). Each stair has four flat surfaces that make up its rectan-
gular shape. Because of the perspective, you view each stair from

a different height and angle. The stairs seem to become smaller as
they ascend, and you cannot see the top surface of the upper stairs.

Even Your Favorite Chair Is a Cube

This comfy chair is nothing more than a This is an illusion that can be very confusing when trying to draw.
complex cube. Each cushionand armrestis  Our brains know that each stair is the same size, but our eyes see it
rectangular, as is the pillow. Look for rectan-  differently. That is why understanding perspective is so important.

gular things in your own house to draw to
give you practice with perspective.
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When learning perspective, start with a simple one-point perspective draw-

MATERIALS
paper ing, such as this living room scene. In the working drawing of step 1, notice
o — how everything in the room meets at a single point in the center of the

I drawing. The arms of the couch, the edges of the coffee table and even the
color books underneath lead to this one point.
Dark Umber

Each vertical line in the drawing—such as the legs of the table, the sides
ofthe couch and the edges of the cups—are all perfectly vertical with no
slants.

CREATE A WORKING DRAWING

Sketch your drawing’s main shapes with a mechanical pencil following the
rules of one-point perspective. To begin the rendering, remove all the working lines
with a kneaded eraser and use Dark Umber to start adding the dark tones in the

shadow areas.
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ADD THE DARKTONES

Add the dark tones once the
working lines have been carefully
removed. The darkest tones of the
drawing are located in the shadow
areas of the blanket on the couch and
under the pillows and cushions. There
are also dark shadows under the items
on the table and on the couch legs.

FINISH THE SCENE

Complete the drawing using a sharp point. Use the layering technique to
achieve a great number of tones ranging from dark to light. Remember, any object
with an edge or rim has reflected light. Allow your darkest tones to emphasize

your light tones.
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demonstration

MATERIALS

paper

Storm Blue Artagain

colors

White, Cool Grey 50%,

Cool Grey 70%, Spring
Green, Chartreuse, Dark
Green, Mediterranean Blue,
Aquamarine, Pink, Peach,
Pumpkin Orange, Dark
Brown, Cream
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This drawing is one that | created for a children’s book that | wrote and illus-
trated called A Snow Globe for Angel. One of the characters in the story

is a little boy named Andrew who lives in a mansion on a hill. | created this
house purely out of my imagination, based on how I envisioned the scene. It
was fun to draw, so | selected it as a project for you. It is a beneficial exercise
for learning perspective.

CREATE THE GRID AND LINE
DRAWING
Use the grid method to capture the
shapes of the house based on this
finished reference drawing. The grid is

a helpful tool for emphasizing that the LOCATE THE HORIZON
vertical lines of the house are perfectly The horizon line for this drawing is very low since we are
vertical. This is very important. looking at the house from the bottom of a hill. Notice how

the perspective lines seem to go off the page toward a point
on the horizon line that we can no longer see.




REMOVE THE GRIDLINES AND
CHECKTHE PERSPECTIVE
Once you have the basic outline of the

house drawn on your paper, remove
the grid lines carefully with your
kneaded eraser. Check your perspective
using this guide. Follow the work-

ing lines to see where they go, and
where they will eventually converge
on the imaginary horizon line. You can
use along ruler to find the point of
convergence outside the paper edge,
and then pivot the ruler down from
one point on the house to another. To
ensure accurate angles, hold the ruler
tight on the horizon line point.

Use a ruler to straighten all your
lines, especially the verticals. This stage
is extremely important to hone the
look of the finished drawing, so don't
rush these important steps, even if they
seem tedious!

DEVELOP THE FRONT AND
EDGES OF THE HOUSE
The lighting in this scene is coming
from the right, illuminating the front of
the house. Use White to fill in the front
areas. Because of the tone of the paper,
the white tones really stand out.

To create the edges along the right
side of the house, add Dark Green to
start the shapes of the trees. Roughly
apply these tones with the side of the
pencil; no details are really necessary at
this stage. Note that the left side of the
house is partially blocked because of a
tree. Apply the shapes of this tree the
same way, using Dark Green.
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DARKEN THE TONES AND BEGIN THE DETAILS
The left side of the house is darker because it is not facing the light. Using Cool Grey 70%, create the
deep shadow directly under the upper front of the house behind the pillars. Use Cool Grey 50% to fill in
the triangular areas on either side of the chimney. Lightly add Cool Grey 50% to the rest of the left side
of the house. Then, add some Aquamarine over the gray as shown. Use the Aquamarine to create the
shadow side of the pillars and on the house behind the pillars. Add some Aquamarine to the sky with
horizontal strokes, and to the grassy area as well.
With Spring Green, add some color to the trees and the grassy area. Detail is not important; just
use the flat of the pencil to rough it in. Create the trunk of the trees with Dark Brown. This is not a solid
line—it is broken up because of the tree limbs. Using Pink and the side of the pencil, loosely apply the
colors of the flowers. The illusion of garden flowers is created even though you are adding little detail.
Add Mediterranean Blue to the shutters. Create the chimney with Peach on the lighter side and
Pumpkin Orange on the darker side. Also use Peach on the roof. With White, render many repeating
ellipses to create the look of cobblestones on the driveway. Add some Aquamarine to the stones closer
to the house to achieve a shadowed look. Add more color to the sky by adding Pink and White to the
Aquamarine. Use light, horizontal strokes to create the illusion of clouds.



FINISH THE DRAWING

To finish the drawing, deepen every color’s tone. Since | was not using a refer-
ence photo, | slowly added colors until | liked the look. Study the finished piece
closely and you will see where all the colors have been intensified. The biggest
change was in the grassy area and the flowers. Use White to give the flowers more
depth, and add Chartreuse to brighten the color of the grass. Add Dark Green to
create the illusion of shadow.

Use White to lighten the right side of the tree trunk, and to add highlights to the
bricks on the front of the chimney. To create the patterns of the other bricks, use
Dark Brown with a sharp point and a ruler. Be careful to follow the perspective lines
when outlining the bricks. Add some Cream to the cobblestones along the lower
portion of the driveway and also to the sky. It is a subtle color, but it adds a nice
finishing touch.

THINGS TO
REMEMBER

Everything with an edge,
lip or rim has reflected light
along it.

+ When drawing perspective

remember that closer areas
appear larger while areas
farther away seem to shrink.
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7 Fabric & Textvre

hen teaching, | find that !
many of my students will
avoid heavily textured
items because they seem too com-
plicated or difficult. Textures can be
a wonderful addition to your artwork
and can open the door to many fun and
challenging projects.

Uniquely textured objects can be
found all around you. From the curtains,
towels and blankets of your bedroom
to the wood, stone and brick that make
up the building where you live. Home
improvement magazines and catalogs
also offer a wealth of examples to help
sharpen your skills. Start practicing,
because learning to draw fabrics, folds
and textures accurately can open up a
whole world of artistic possibilities.

Practice Drawing Unique Textures

This pineapple is made up of a variety of interesting
patterns and textures. Notice how the segments of the
pineapple change depending on the lighting. They
appear dark on the left side, with the underside of the
flaps lighter in color. On the right side, the segments
appear more of a yellow color, with the underside of the
flaps darker in color. | used both layering and burnishing
techniques to create the differences in surface textures.

Colors Used

Canary Yellow, Yellow Ochre, Mineral Orange, Yellowed Orange,
Orange, Tuscan Red, Black Raspberry, Black Grape, Limepeel,
Apple Green, Grass Green, Chartreuse, Dark Green, True Green,
Sky Blue Light, Black, White

Pineapple in the Sunshine
Stonehenge paper
11" % 14" (28cm X 36¢m)
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the five basic folds

There are five basic folds to look for when drawing fabric:
drape, column or tubular, interlocking, coil and inert. Each
one has very distinct characteristics, and each one should
be committed to memory.

Fabrics contain soft edges where the material gently
curves, as well as hard edges where it creases and over-
laps. Many of these areas resemble the cylindrical shapes
we studied in chapter three. The five elements of shading
are also applied when drawing the folds to make it look
realistic.

1 Drape Fold
This fold is created when fabric is hung by two points of
suspension. Can you see how different the towel looks
in this example? The fabric creates a U orV shape, and is
often seen in things like cowl neck sweaters and shawls,
or any time fabric is hung over something. The reflected
light is also obvious.

Drape Folds

LEE’S
LESSONS

Extreme lighting

is often the most
important element

of artwork, offering
much more interesting
shadows and contrast
than an ordinary light
source. Look for inter-
esting ways to light
your subject matter
when taking reference
photos.

Notice how the
background colors of
the pineapple on the
previous page shift,
going from deep, dark
coloron the left to
bright, sunny color on
theright.
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2 Column or Tubular Fold
This is the most common fold,
and is often seen in clothing and
drapery. To recognize it, look for
the cylindrical, tube-like folds that
are created by the fabric being
suspended by one point. It requires
the same principles as drawing a
cylinder, so go back and review
chapter three for practice. Look at
how reflected light is seen along
the edges where the fabric folds

and overlaps. 2 Column or Tubular Fold

3 Interlocking Fold
This fold is created when fabric falls
in layers, and the folds nestle inside
one another. This is often seen in
bulky clothing such as coats and
sweaters. Note that the recessed
areas are deeply shadowed.

4 Coil Fold
This fold is created when fabric is
sewn into a tube shape and wraps
around a cylindrical object. Itis
most obvious in sleeves, socks and
pant legs. The fold takes on a spiral
appearance.

