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Foreword

When did you stop drawing?

As a professional artist | am often asked: When ldiiegin to draw? Or in other words, how long hdve
been drawing. | have tried to answer this questiont, the truth is that'in not exactly sure. | do know
that | have drawn as long as | can remember. Mbasidcen enjoy drawing as one of their games. | gues
I just never stopped.

| had the great fortune to be born into a familysieive to the visual arts: My mother was a professl
ceramist before marrying my father. My father had advertising agency and his best friend (and his
agencys principal illustrator) was the acclaimed painEzequiel Lopez. It seems perfectly natural to me
that in addition to myself, two of my four siblingse professional artists.

Growing up in Spain, | remember my mother always@umraging our artistic and cultural interests, teki
us to visit museums and galleries and keeping ul$ stecked with art supplies. You see, when she was
a little girl, Spain was going through the periadits history known aspost-guerrd, the decade which
followed the Spanish Civil War. Art supplies werduxury at that time. My mother remembers wanting
to draw as a little girl and, having no pencil cager, scratching the white stucco walls of her howith
coins to create gray marks, crating a kind of rasilver-point graffiti that understandably drove my
grandparents nuts. So as a parent, my mother madain that her children always had arts and crafts
materials available for play.

When | was about ten years old, my mother took @inping as a hobby. She armed herself with all the
proper tools for making art, including an encycldpeon how-to-draw-and-paint. | remember the first
time | set eyes on the black cloth hardbound coofeits first volume. Printed across its austere €oin

bold white letters wasDrawing is Easy (“Dibujar es &cil”). | opened the book and discovered step by
step methods for creating images that, until thatnment, had seemed impossible to put down on paper:
portraits, landscapes, figures, and animals. | am@mszed! From that point on, | devoured the inforinat

in that encyclopedia, completing most of the asmigmnts that the books proposed just for my own enjoy
ment. As the years passed, | received extensiviaitrg in art: As a teenager | enrolled in a privateademy
that taught traditional drawing and painting. Lateattended the University of Madrid, the Maryland
Institute College of Art and Towson University. Ahe been teaching college courses in art for th&t pa
fifteen years. Thirty years later, the lessons rtesd in that encyclopedia are still present in minoh. |

use them in my own work as well as my instructionothers.

Which brings me tdlhe Complete Idiot’s Guide to Drawing. Don't let the funny title fool you. This book

is a serious and practical introduction for thoséerested in learning the basic aspects of drawitsgtone
is casual and friendly. It assumes that you ddmow anything about art, but are serious andiwglto
learn. Its contents are approximately those of sidaomprehensive course in studio drawing at st fir
rate art college. In other words, it is light yedmsyond my belovedDrawing is Easy, which, since it was
printed in 1968, is by now quite limited and dat8te Complete Idiot’s Guide to Drawing, on the other
hand, incorporates all the current ideas on hoveton to draw. Despite the humorous name, this is
not a book full of‘tricks” that would show you how to draw flashy pictureydafu can do certain effects.
You won't find a single recipe inside on how to drawlaappy cloud, like you would in those misleading
“learn to pain't television programs. This is the real thing. Whauyget from this book are the basic
concepts for serious art making. You will learn 9®@e like an artist, to choose a subject, to com@ose
picture, and to bring it to completion. And of caer youll learn how much fun this all can be.

Drawing is the basis for all forms of visual fineta Painting, printmaking, sculpture, illustratiophoto-
graphy, mixed media, graphic design, fibers anditdlgart all rely on ideas that are generally exld
by first learning to draw. Whatever you will everatlly do artistically, whatever medium or style, you
will benefit greatly from being exposed he Complete Idiot’s Guide to Drawing. So dorit waste another
precious minute-let's get started! What are you waiting for?

José Villarrubia, MFA, is a painter, photographer and digital artistyrban Madrid, Spain, but residing

in Baltimore for the past twenty years. Since 1986,has been included in over ninety international
solo and group exhibitions in the United Statestdfe, and Latin America. His work is in the permane
collections of the Baltimore museum of Art and timéer-American Development Bank. He is a full time
faculty member at the Maryland Institute CollegeAst, where he has been teaching drawing and dligita
art for the past four years. He taught for tweheays in the art department of Towson Universityddmas
taught at the Walters Art Gallery and for the Brigtarts Program. His numerous lectures includesthat
the Johns Hopkins University and the College Arsdsiation. Entertainment Weekly has called his work
“Groundbreaking, a treat for the eyes!

Since 1992 Mr. Villarrubia has been the art revieviar the literary magazine Lambda Book Report. ise
currently writing Koan, a book about the paintingfsJon J. Muth and Kent Williams to be publishedtela
this year by Allen Spiegel Fine Arts.



Introduction

If you've got draw-o-phobia, ydte not alone. Millions of Americans (including, uhthis book, one

of its coauthors) are afraid to pick up a pencilttp to represent an image on a page. You drew as a
child—we all did—but maybe you were laughed at by your peers oiirsijsl early on, or maybe‘a
well-meaning art teacher discouraged your earliest efforts.d®rdy, you felt critical of your drawings,
unhappy with your attempts, worried that you woddd, and unwilling or afraid to try.

Drawing is thought of as magic by some, and an nitled trait by others, but neither of those ideas
is true. The good news isstnever too late to learn to draw or learn to dmawre confidently and
sensitively. The first step, in fact, is as simpkepacking up a pencil and some paper and just dnawd
simple image on the page.

Pick a single flower, leaf, or branch, and sit asek it for the first time, then make a simple line
drawing.

Give yourself a little time to draw. Try it now, he

How did you feel while you were drawing? Did youae and enjoy it? Did you feel nervous about how
you would do? Working through the exercises in thaok will help you get past those fears and the
tendency to be too critical. You will have fun drieng and experience your own creativity. See? It won
be so hard. The rest of learning to draw will beradze, too.
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How to Use This Book

Drawing is a basic skill, like writing, or riding laicycle—it must be learned and practiced, but is within
your grasp. Weve arranged this book so that you start off wittsyeatuff, like seeing, and then slowly
move through exercises that will take you furthedafurther along in your drawing skills.

This book is divided into seven parts:

Part 1, “Drawing and Seeing, Seeing and Drawing,” introduces you to the pleasures of drawing and
seeing, including discovering the difference betwemur critical left brain and your creative right
brain. Tapping your own creativity may be the mextiting thing you have ever done. Plus, right off
the bat, wdl be providing exercises to help you loosen up axércise your drawing hand, entice your
creative right brain, and banish the left sid®Id Lefty,” out to left field, where he belongs. Learning to
just “see’ and to draw what you see, is fun and the beginndhgn adventure in drawing that can take
you almost anywhere. A contour line drawing of anjext is the place to start.

In Part 2, “Now You Are Ready to Draw,” you'll meet some of the tools of the trade, includirhgt
viewfinder frame and the plastic picture plane.’Wghow you how to make your own viewfinder frame
and plastic picture plane to take with you whereyeu go, and how to use both of these tools to help
with your drawings. Then ydll experiment with negative space, the spaces id amound an object or
objects. Seeing the negative space can greatly fielfy composition and drawings.

Part 3, “Starting Out: Learning You Can See and Draw,” has a lot of work to do. First, you need some
materials and a place to work, because you neetéhke yourself and your work seriously. Weéegin

with simple groups of objects in a drawing and thramve on to the full still life, exploring why astis
throughout the ages just love those fruits and veggdwell also help you begin to choose what to
draw, what to draw it with, and how to make yourywsaom a contour line to a consideration of form
and weight. Then we will look at those all-importashdtails.

By Part 4, “Developing Drawing Skills,” you'll be feeling much more confident about your dragin
skills. Well discuss some new materials and how to acquaoutrgelf with them. Journals and sketch-
books are next, a way for you to practice drawivgrg day. Wél peer into some working artiststu-
dios to see wha behind those light-filled windows and Wldook at their views on drawing, their
studios, and their feelings about their work. Thes€)ll work on your portable drawing kit to take on
the road, and poke around your house and garded ¢ans) to find some good subjects for your
sketchbook.

In Part 5, “Out and About with Your Sketchbook,” we'll get you out of the house. WEelook at per-
spective, that all-important way of seeing three-dirsienal space that all artists use, and thenllwet
you outside to use your newfound knowledge. We Witik at the land itself, elements in the landscape
and then houses and other structures, so you eell éonfident to tackle any and all the drawing kkha
lenges in your neighborhood or anywhere in the worl

Part 6, “Drawing Animals and People,” looks at animals, humans, and the human figurerasviohg
subjects. Action, gesture, proportion, shape, aonminfare the buzzwords here, for animals and the
human animal. W# explore why the nude has always been the obpdcrtists

affections—and why it may turn out to be yours as well. Walso look at gesture and movemenand
how to render them on the page.

Part 7, “Enjoying the Artist’s Life!” will put it all together, helping you express yoalfsin your draw-
ings. Well discuss how to frame and care for your work amaw to expand your skills into new media,
projects, or into cyberspace. Wealso go to the museum with you, and help yourheow you can
learn more about yourself by finding what art ycudrawn to.

Last, in the back of this book, ydufind three appendixes, including a list of matds you may want
to purchase, a list of books for further readingdaa glossary, chock-full of art-y words.

And, in the front of the book, ydll find a tear-out reference card to take with yohavever you draw.

Extras

In addition to helping you learn how to draw, we provided additional information to help you
along. These include sidebars like the following:



Introduction

Artist’s Sketchbook

These margin notes introduce
you to the language of drawing,
so you'll understand the termi-
nology as well as the how-to's.

Back to the Drawing Board

These margin notes can help you
avoid making drawing mistakes—
as well as learn from the ones
you do make.

Try Your Hand

Everyone could use an extra tip
here and there, and this margin
note is where you'll find them.

about learning to draw.

The Art of Drawing

This is the place you'll find those extra tidbits of information that you may not have known

Acknowledgments

We both thank Lee Ann Chearney at Amaranth, fordgug this book through its assorted

hoops.

Lauren thanks the long list of friends, studentsddamily members who have agreed to the
use of their work as examples in this book. Sheeegglly thanks Stan, her grandfather, her
mentor as an artist and her source of inspirat@md Virginia, her mother, and a fine artist
herself, who has always encouraged her in anythsimg tried, including the writing of this
book. And Lauren thanks Lisa for months of inspgin apt and funny e-mails and help

writing this drawing book.



The Complete Idiot’s Guide to Drawing

XX

Lisa thanks her sister in laughter, Lauren Jarriett,making this book a particularly easy and fulefi
journey. Not only do we share warped senses of hyrhauren can outdraw the best'em.

Special Thanks to the Technical Reviewer

The Complete Idiot’s Guide to Drawing was reviewed by an expert who double-checked themay of
what yodll learn here, to help us ensure that this bookegiyou everything you need to know about
drawing. Special thanks are extended to Dan Welden.

Dan Welden took time from his own busy schedulgudhting, teaching, and writing a book about his
own special solar etching techniques. He is uniaily helpful and encouraging to all who ask hisgel
and expertise.

Dan Welden is a printmaker and painter who has made than 50 international solo exhibitions in
Australia, New Zealand, Belgium, Switzerland, Gemyaand the United States. His teaching experience
includes 10 years of full-time teaching at the Stdteiversity of New York at Stony Brook and Central
Connecticut State University, as well as many yesm&n adjunct professor at Suffolk Community
College and Long Island University.

As a Master Printmaker, Dan Welden has collaboratvéd or printed for many prominent artists in-
cluding Willem and Elaine de Kooning, Esteban Vitenlbram Lassaw, Eric Fischl, Louisa Chase, Robert
Rauschenberg, Jasper Johns, Dan Flavin, Jim DinbeR Motherwell, and Kurt Vonnegut.

Dan Welden is director of Hampton Editions, Ltdndaresides in Sag Harbor, New York.

Trademarks

All terms mentioned in this book that are knownhke or are suspected of being trademarks or service
marks have been appropriately capitalized. AlphalBoand Pearson Education cannot attest to the
accuracy of this information. Use of a term in tihisok should not be regarded as affecting the walid
of any trademark or service mark.



Part 1

Drawing and Seeing,
Seeing and Drawing

Learning to draw is learning a skill, and, like other skills that require practice, you can do it if
you try. Getting past your fears and the thought that “you can’t draw” is the first step. It will
help to discover the difference between your critical left brain and your creative right brain—and
then learn how to banish “Old Lefty” out to left field, where he belongs. He is no help when
learning to see and draw, and learning to “just see” will send him packing.

In this section, we provide exercises to help you loosen up and warm up your drawing hand, as
well as help you begin to see as an artist does.







Chapter 1

The Pleasures
of Seeing and
Drawing

In This Chapter
» Realizing the magic of drawing
» Learning that drawing is seeing
» Looking through the barriers
» Understanding the two sides to every brain

When the artist is alive in any person, whatever his kind of work may be, he becomes an in-
ventive, searching, daring, self-expressive creature. He becomes interesting to other people. He
disturbs, upsets, enlightens, and opens ways for a better understanding. Where those who are
not artists are trying to close the book, he opens it and shows there are still more pages possi-
ble.

—Robert Henri, The Art Spirit (1923)

You may think of drawing as something magical, maydven as something beyond your
grasp or understanding. But drawing is really aaneéntal skill, one that you can learn with
no more effort than learning to walk, ride a biker even tie your shoes!

Quite simply, drawing is a way of showing othersattand how you see. Even at its most
basic stage, drawing is about seeing the miraclaliothings, of admiring the essential
poetry in things. Viewed this way, drawing israny more magical than anything else

it's simply part of the larger magic that is life iifse

What Is Drawing?

A way of using lines to convey meanindrawing is one of the most basic ways to communi-
cate. Today, we know that drawing preceded thetenitword—and it may have preceded
spoken language as well. For early humans, drawiag as essential a response to life as
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knowing which roots were good to eat and which wgo®d to rub on wounds. In prehis-
toric times, drawings were used to

» Exchange ideas and information.

» Celebrate and record the details of life.

» Solve mysteries.
» Revere and give thanks.
» Wish and dream.

There’s no magic to drawing—it’s as simple as recording what you see.

Artist’s Sketchbook

Drawing is a way of represent-
ing what we see by placing lines
onto a surface.

Although these drawings were, according to sciestis
very utilitarian in nature, they are considered w®of art
by the artistic community, in that the works werene
with “heart’; no two drawings are identicalsome
demonstrate more expression than others.

Drawing is ...

While you may believe that drawing is only for atf, its
really a basic skill like talking, reading, or wallg. Once
you've learned to draw, in fact, it becomes automatic,
although—as with any basic skibthe more you practice,
the more youl be able to improve on it.
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The secret of drawing is no secret at alls &ll about seeing, and
then representing what you see onto the pagdrnwing on the

As this sketch of ancient
petroglyphs shows, hu-
mans have been using
drawings to communi-
cate for millennia.

Right Side of the Brain (New York: Jeremy P. Tarcher/Putnam, 1999),

artist/writer Betty Edwards considers learning e sfand draw a
collection of five skills:

1. The perception of edges

The perception of spaces

The perception of relationships, sighting
The perception of light and shadow, or form

ook W N

The perception of the whole, or tiyestalt

The Artist’s Answer

We believe that drawing makes life richer, evenygle day.
Drawing is a skill that opens up the world, andisoan put you
in touch with the balances and beauties of natbrawing and
seeing allow, if not demand, that you live in th@ment, see the
now, stop the chatter, and simplgok. In the silence while you
look, there is a peace and centering that can foamsyour life.

Try Your Hand

Beyond these basic skills are
memory and imagination, which
are used by artists to create new
works and move beyond the be-
ginning skills necessary to learn
to draw. The more you draw, the
more you will progress from see-
ing and drawing line to space,
shape, form, value, weight, light,
shadow, texture, and detail.

This is a travel drawing
by Lauren’s grandfather,
who was a fine drafts-
man and painter of
landscapes.
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We like to think of drawing as a door to the world that many, for one reason or another, don’t
use. This same door opens to the miracle of life and the myriad of rich detail that you can expe-
rience, and is a way into your (and others’) thoughts and emotions. This door is also a window
to the soul—maybe, for the soul—and so it’s a way beyond the cares and preoccupations of daily
existence to an altered state that is at once a challenge and a rest.

The Art of Drawing

Express Yourself

Learning to draw is about learning to see thingsinew way. Les start by taking apart
your brain. Well, not literally. For now, wiéjust separate it in two.

Scientists now accept that the brain has two hemésp$. You have a rational, logical, ver-
bal, analytical, and sequential way of thinkingprocessing information, which is on the
left side of your brain, and an intuitive, visualerceptive, simultaneous, and holistic way,

Artist’s Sketchbook

The brain is comprised of two hem-
ispheres, the analytical and logical
left brain and the more intuitive
and holistic right brain. While
Westerners tend to use their left
brains far more, drawing is largely a
function of the right brain.

which is on the right side of your brain. Yoleft brain processes parts

of things and words, tries to identify and organiaed works to make
sense of things. Youright brain processes the whole, in pictures and re-
lationships between things.

Drawing is a skill that uses right-brain perceptipm$ich many
people—especially those in the western wo+thave difficulty access-
ing. But there are ways of encouraging the righdtesof the brain to
take over the more dominant left side. These exesaisen actually
change the way you see. You can move from beingelgrverbal and
analytical to being visual and intuitive. And, l@ang to use your right
brain is the first step in learning to draw.

In the logic-centered western world, you spend mafsgour life work-
ing on the left side of your braira banker, for example. Yore taught
to think cognitively, rationally, and logically. Thiis fine for many
tasks, but for the more creative and, we think, enogwarding pursuits
in life, you need to cultivate the right side.

The Left Brain

The Right Brain

processing is:
rational

verbal
analytical
sequential
looks at:

the parts

processing is:
intuitive
visual
perceptive
simultaneous
looks at:
the whole
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The Art of Drawing

In order to help children learn to develop both sides of their brain rather than just the left,

educator David Galin suggests three tasks for teachers.

1. Teach to both the left- and right-sided functions: the verbal, symbolic, logical left, and

the visual, relational, holistic right.

2. Teach the ability to use the style of thought best suited to a particular task.

3. Teach the ability to integrate both systems to maximize potential.

Why You Draw, and Why Sometimes You Stop Drawing

You learn most of your basic skills when yoe young, so youe largely unaware of the
time you put in to learn and practice those skiBeme of you may remember learning to
read, especially if it was difficult for you, but mst people dott remember the learning it-

self, once a skill is acquired.

On the other hand, you might remember the learnimglved

for skills you learned later, such as learning imera bike or learn-
ing to write, or you may remember when you learnedrive a
car. If you ever learned to ski or play the piaryoy probably re-
member some of those lessons (and may have somg/dueiny
stories to tell, toe-we know we do!). What all of these later skills
have in common is that you accepted the necesdipractice and
learning in stages.

For some reason, many seem to think that the skidlsded to
draw are more difficult to acquire, especially wherey take into
consideration our need as adults to accomplish ghiguickly.
Maybe the fact that we desire such immediate giaifon is pre-
cisely the reason we think we carearn to draw. But is really no
more difficult than any new skill, and’stcertainly easierand
safer—than learning to drive a car!

Creativity research suggests that the reason aduéso afraid of
their creativity is that theye literally afraid of*making a mess.

By the time youve reached adulthood, ybte carrying many more
voices in your head than merely your own; ywaigot your par-
ents, your teachers, your friends, and possiblyneyeur bosses, all

telling you what yoiwve done wrong. No wonder you censor your
self before you even try! In this book, we going to help you go
out and play again without those voices telling ythweres a right
and wrong way to do so.

Back to the Drawing Board

Children are more immersed in
the moment, or the now, than
adults, and so it’s easy for them to
draw. Children are less concerned
with judgmental responses to their
efforts, a concern that seems to
develop as we try for greater accu-
racy and specificity as we mature.
In fact, the more we develop our
largely analytical skills, the more
trouble we have drawing. We lose
the spontaneity and joy that sim-
ply making a mess can bring.
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Anyone can draw! This
simple line drawing was
done by a 7-year-old boy
who managed to really

look and draw the contours

and shapes of a sleeping
dog very accurately, be-
cause he was following
what he could see.

Try Your Hand

The ability to draw is really the
ability to see something and then
transfer it to paper. It’s as simple as
that!

Back to the Drawing Board

Because of our analytical approach
to thinking, a common belief
among Westerners is that creativity
is limited to artistic endeavors such
as drawing, creative writing, or
musical performance. Nothing
could be further from the truth!
Creativity takes many forms. You
may be someone whose talents lie
in putting others at ease, or you
may take a creative approach to
getting from point A to point B.
What's important is to let your
right brain do the work; its got a
lot to offer, and it’s just waiting
for a cue.

Looking Through the Barriers

The ability to draw is really the ability to se¢o see whds really
there, and transfer it to paper. The key is to seara artist sees.

Artists process visual information differently frothe way most
Westerners do. Most are taught a means of procgd$iats more suit-
ed to other tasks, so to learn to process (or asgn artist takes some
practice. Most people get discouraged before theeyried very long,
and soon feel thélf never get there. They then sdy,ll never learn to
draw,” forgetting that all skills (and drawing, remembisra skill) take
practice.

Learning How to Look

Learning to draw is really a matter of learning to see—to see
correctly—and that means a good deal more than merely looking with the
eyes.

—Kimon Nicolaides, The Natural Way to DrawBoston: Houghton
Mifflin Co., 1990)

In the chapters that follow, we will be encouragithge right side of
your brain to do the work. To help you, Wlée providing exercises
that will show you how to see wh'atbefore your eyes, without think-
ing much, and to draw what you see. As you pragticeill become
easier and easier for you to do this; ylbsoon be able to switch con-
sciously from left brain to right for the specifjaurpose of drawing, or
to access your intuitive side just to relax andanit!

Changing from the verbal perception of ideas to tseial perception
of intuition is of tremendous value for more tharst drawing. Within
our increasingly high-tech, high-speed, 24/7 worlduyl discover
great pleasure in just the accomplishment of lemgntio use your right
brain. At the same time, as you learn to use tlghtriside of your brain
to see and draw, your own innate creativity wilcbene more readily
available to you.

To tap your inventive and creative energy is a greawer. You may
feel tremendously energized by the process, whettoerdraw or
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choose another expression, such as writing or musien con-
ventional problem solving is enhanced by creativevwgh.

Drawing is first about seeing, and a few basiclskdind supplies
are needed to get started. Then curiosity, enengg, gersonal in-
terest take the process to its next stage. At thrg Veast, drawing
will enhance your life. At the most, who knows? ysur right

brain will be the first to tell you, the possibilis are endless! Artist’s Sketchbook
O u Ye E Filter is the word we use to de-
pen Up Tour Cyes scribe the process of noticing only
It is the unexplainable thing in nature that makes me feel the what we need to in any given

scene. A frame is a similar sensory
device, where we ignore what's
outside of what we want to

look at.

world is big far beyond my understanding—to understand maybe
by trying to put it into form. To find the feeling of infinity on the
horizon or just over the next hill.

—Georgia O’Keeffe, 1976

So just how do you learn to open up your eyes amalvghats around you? Lét start by
talking about filters and frames, two imaginary seny devices that you use every minute
you're awake.

When you look at any given scene, you filter outthlat isnt important to what youe
looking at. You dori read every word on every billboard as yceudriving down the high-
way, for example; this would pull your attention aywfrom the task at hanrddriving. At

the same time, you pay little attention to the ficmbn the other side of the highway medi-
an. This is framing what you see, and ignoring etleiyg thats outside the frame.

In Chapter 5;Finding the View, we'll be introducing you to the viewfinder frame, a-de
vice that artists use to do just this. Whsaitnportant to remember now is that filtering and
framing are already parts of the way you see ewly, so yowe already taken the first step
to learning to draw.
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Drawings can be scenes from every part of your everyday life.
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The Gallery of Life

In Appendix A of this book, yolll find a list of materials yoll probably want to have on
hand as you read this book. But to begin, evenoii yhave none of the other materials, at
the very least wel like you to have some blank, unlined paper anceaql. In fact, go find
those now. Are you back? Congratulatiengou’ve just taken the second step in learning to
draw!

Chances are that, right now, yoe sitting in a room in your house, reading thisoskoLook

up from the book. What do you see? Use your paper pencil to sketch that image. Dbn

worry that you know nothing about learning to drejust do the best you can. (Note: We
realized that making a list was very left-brained,replaced this with a more right-brained
endeavor.)

What did you see? You probably noticed the furnmgs in the room, the pictures on the
walls, maybe the titles of some books in a bookcasesome houseplants that you know by
name. Thast good; youre seeing whas in the room yolre in. But now, look again, ignor-
ing all of the things you just drew above. Thsatight—look beyond the books and plants.
What do you see now?

What did you see this time? Did you notice a pléltat needs some touch-up paint on the
wall? Did you see the pattern of your rug or catpetich you haveit really noticed since
you first bought it? Maybe you saw a face in thelwaper that isit really there, or your
own face, reflected in the television screen. Whyemu start seeing these details, ymube-
ginning to see like an artist. Pretty exciting, 'isit?



Chapter 1 > The Pleasures of Seeing and Drawing

Seeing Your Way to Drawing

When you draw, you live in the present. You areaw entertained, and you always have
something to do. Your delight in each day and tle¢ad of the world will show you the
power of small things. Drawing makes you see thlatienships between things, as well as
the relationship between yourself and the worldu Yeill experience the deep pleasure of
self-expressionl am me. I did this. In addition, youll reconnect with your inner child joy.

Your drawings will range from learning opportunigieo appreciating the wealth of detail in
the world, and from a feeling of connection to tre¢dationships between things to a per-
sonal meditation and response to your own innengei

The Art of Drawing

We'd like to share some thoughts for you to take along as you begin your journey toward
learning to draw.

» The uniqueness of you—your eyes and mind and soul—is a gift. Use it!

» Being an artist is like being an athlete. Stay in shape—draw every day.

» Individuality comes through practice and ongoing observation of detail.

» God is in the details.

11
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Techniques as Tools of Expression

Beginning in the next chapter, we provide you wékercises that will help you exercise
your “right” to draw. These exercises will show you how to kgepr perception in the in-
tuitive mode, by not letting the left, or logicalide take over. For example:

» We'll show you how to stop the left side frohdoing all the thinkingd, which makes
it difficult to just see.

» We'll teach you to concentrate on shape and form (righain), rather than content
(left brain).

» You'll learn how to“just look!”
» You'll learn to concentrate on shape rather than cot+tdn look at the‘big picture?

> You'll experiment with negative space drawing.

You’ll learn how to draw
a variety of things as
you go through the exer-
cises in this book.

In addition, well be providing warm-up exercises to limber up yduand for the job of
transferring what you see to the paper, and to hrlthe development of your own per-
sonal style and set of preferred marks, from simlples to crosshatches.

Lastly, throughout this book, yolifind a series of exercises, ideas, explanatioarsd tips to
help you try increasingly challenging subjects ashal/elop your own personal method of
drawing. The last page of each chapter will feattiYeur Sketchbook Pagka place where
you can practice what ydwe learned, right on the spot, if yallike.

12
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Developing a Way of Seeing and Drawing

Among the many pleasures of drawing is a somewhtatred state of consciousness that is
familiar to artists, writers, and musicianr®r anyone deeply immersed in a compelling proj-
ect. In this altered state, time just seems tobfyy hours can disappear, and you feel happy
and relaxed, though very concentrated on what yudoing. Some report that this state
feels rather like floating, or ahout-of-body experience, while others call it beirfgn-

volved in the momenrtor “the now!

No matter what you choose to call it, certain aittés have been found to make it easier to
achieve this state. Music, meditation, walking,iski jogging, and driving are just some of
the activities that can induce an altered statearfsciousness.

Drawing not only puts you into this lovely placeérequires being there. When the right
side of your brain does the processing, you canytsee, without the analytical side of your
brain telling you what to think. Then, you can seleat's really there: see to draw.

The rest is up to you!

Being in an altered state
of consciousness helps
you see and draw what’s
really there.

The Least You Need to Know
» You don't have to be a magician to learn how to draw.
» Drawing is a way of showing others what and how you see.
» Logical thinking and analysis are left-brain activities.
» Drawing is largely a right-brain activity.

» You can learn to use your right brain more often and more effectively for other
things in life.

13






Chapter 2

Toward Seeing
for Drawing

In This Chapter
» Seeing as a child
» Beginning to draw
» Copying a complicated drawing

» Exercises to get you started

To see itself is a creative operation, requiring an effort. Everything that we see in our daily life
is more or less distorted by acquired habits. The effort needed to see things without distortion
takes something very like courage.

—Henri Matisse

Young children live in a wonderful world of direeixperience and response, where they
“seé the world without a lot of the logic and analysisat we develop as adults. Instead,
children see as artists do, using the right sidéhair brains, where pictures are more impor-
tant than language.

In this chapter, yoUl return to your childhood. Yo'li rediscover the chils way of seeing
that you lost as you grew olderand youll rediscover the joy of making pictures that come
straight from the right side of your brain.

Free Your Mind, Your Eyes Will Follow

Maybe youve always wanted to draw. Or maybe you drew a baahild without thinking,
and then grew frustrated as you got older (and modgmental) and gave it up. The fact is,
when you were a child you were unworried about ydwawing—you just did it. Having
everything“correct didn’'t bother you much; you had your own ideas about twua
wanted to draw and that was enough.
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Children draw what
they find interesting,
without worrying about
why or how they’re
drawing it.

Soon, though, education and experience add the plawkeft brain to the mix. Somewhere
between the ages of 10 and 12 years old, all the¢lly right-brainedness starts to change.
As children learn the necessary skills of languageding, and mathematics, the analytical
left brain takes over, and they see the world défetly. Drawing, which was so easy when
they saw with childrets eyes, becomes a problem, a quandary, and a #tietr as they
work with the exacting, judgmental left side of ihbrains. They struggle for correctness
and often give up because the joy of drawing haseao

The Wonders of the Human Brain

Few people realize what an astonishing achievement it is to be able to see at all .... When
one reflects on the number of computations that must have to be carried out before one can
recognize even such an everyday scene as another person crossing the street, one is left with

a feeling of amazement that such an extraordinary series of detailed operations can be accom-
plished so effortlessly in such a short space of time.

—F.H.C. Crick, winner of the 1962 Nobel Prize for physiology or medicine for discovering the
structure of DNA.

The human brain is an amazing thing, as celebranethbse wonderful words from British
molecular biologist, Francis Crick. It is capablelightning-fast, complicated computations,
connections, responses, and reactions simultangetslowing for amazing feats like walk-
ing and chewing gum, or, more seriously, seeing dnawing.

Just how the brain works and how humans are evobvegbnd other species fascinated
early scientists, still does, and probably alwayB.WwWe know that the brain has two halves
and that the two sides have different functions. foe last 200 years or more, scientists
and surgeons have known that functions that condp&lech, language, and cognitive
thought are on the left side, and that visual fuars are the work of the right side.

As language, speech, and logical thinking are scied to the human race and our sense of
dominance, the left side of the brain has long beensidered the stronger, more impor-
tant, dominant side. The right side has been thoughtie weaker, less important, maybe
even dispensable.

It has also been long known that the two sides & bimain control physical operations on
the opposite sides of the body. Damage or injurpte side of the brain is reflected in loss
of function on the other side of the body. Damagenqury to one side of the brain is also
reflected in loss of function specific to the skilhanaged by that side.
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Are You a Lefty or a Righty?

The main theme to emerge ... is that there appear to be two modes of thinking, verbal and
nonverbal, represented rather separately in left and right hemispheres respectively, and that
our educational system, as well as science in general, tends to neglect the nonverbal form of
intellect. What it comes down to is that modern society discriminates against the right hemi-
sphere.

—Roger W. Sperry, 1981 Nobel Prize winner for research that separated and identified func-
tions of the left and right hemispheres of the brain.

It would seem that the notion of the relative dorairce of the left
side of the brain has been around for a long, léinge. Our language
and the way we refer to things are responses to wewhink or feel
about them. Language is full of negative referentteanything

“left,” which means left hand and therefore right braifghR is

right, meaning right hand and the dominant leftibralhere is such
prejudice against left-handedness and the left gallyersocially, po-
litically, morally, and culturally-and early conceptions and languag

Back to the Drawing Board

reflected that prejudice. This prejudice still gaas today; the right, The longstanding bias against the
the right hand, and the logical left brain overpowlee undervalued left has been behind the practice
left, the left hand, and the more intuitive rightain. of insisting that children who are

naturally left-handed learn to
use their right hands. This is a
real mistake. Brain function and
left- or right-handedness are
connected and exist from birth.
Insisting on switching a child’s
hand can cause real problems in
learning, reading, and cognitive
processes. Don’t do it!

The fact is that the two sides of the brain each ht@mnar own jobs,
strengths, and skills. The verbal left side is oftbmminant, while the
right, nonverbal side responds to feelings and psses infor-mation
differently. While the two sides can work indepemdly or together
for well-rounded response, the left side often tatesr—even for
tasks its not suited for, like drawing. So when it comesdt@awing,
facilitating the“switch” from left to right is the idea, no matter
which hand holds the pencil.

There does seem to be a difference between left- &ghd-handed
people. Brain function is usually less lateralizedleft-handed people
than in right-handed people. Left-handed people temg@rocess in-
formation on both sides, bilaterally, while rightin@ed people tend
to process information on one side. Bilateral,leénded people

can be more likely to have confusion in some arsash as reading,
but they are often highly creative people, excallim art and music.
Among the left-handed, for example, were the bnilidtalian
Renaissance artists, Leonardo da Vinci, Raphaed, slichelangelo.

Up until very recently, being left-handed was so mutiscouraged Artist’s Sketchbook
that many left-handed children were forced to becamgbkt-handed
when they were very young. Not surprisingly, in @dzh to confus-
ing their hand dominance, this also confused tHatbral organiza-
tion of their left- and right-brain functions. If yosuspect your hands
were“switched at birth’, you may want to try the exercises in this
chapter with each hand.

Lateralization is the way specif-
ic functions or tasks are handled
by the brain, whether by one
side or the other or both.

17
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The Art of Drawing

Lauren’s mother did her graduate work in dyslexia, and, as part of her studies, tested each of
her four children for handedness. They came up as one solid righty, an ambidextrous righty, an
ambidextrous lefty, and a solid lefty—a perfect sample range for her study! As the solid righty,
having a seemingly laterally organized brain, Lauren nonetheless finds her typing filled with letter
inversions, one sign of a bilaterally organized brain, common in creative people. She thinks that
she’s a bilateral, right-handed, right-brainer in a left-brained world. Not a pretty sight. At least
her co-author, Lisa, presents a similar picture!

Whichever hand you use, yduwant to learn to‘switch” between your left brain and right
brain as you learn to draw. This becomes easier easiler the more you practice, and draw-
ing practice is one of the best exercises to imgrgour switching function.

From “Logical Left” to “"Relational Right”

Pooh looked at his two paws. He knew that one of them was the right, and he knew that
when you had decided which one of them was the right, that the other one was the left, but
he could never remember how to begin.

“Well,” he said slowly ....
—A.A. Milne

Pooh was probably a bilateral typ'sg bear of very little brairi,he was a creative thinker,
especially about honey jars and how to get intomth&o all you need is a little painless re-
arrangement of your brain function and all will xell. The following exercises are de-
signed to show you, first, the frustration of trgino draw while your mind is seeing with
the“logical left;” and second, the surprising difference that see&iith the“relational

right” will make in your drawing.

Right-Left-Right: Your Brain Learns to Follow Orders

Even in the early exercises, you may notice a changgour state of consciousnesa re-
laxed, focused peaeethough youre trying something very new. Time will pass quickl

while you're working, and the rest of the world may fade ith@ background. The right
side, after all, is not a timekeeper.

As a first step toward learning to shift your brdnom left to right, lets begin by exploring
how you drew when you were a child.
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The Art of Drawing

Why are artists different? The artist’s way of seeing involves the ability to consciously make a mental
shift from the left brain, in which we mostly function, to the reflective right side when they work.
They are used to the more expansive state of consciousness, a somewhat floaty sensation, outside of
time, focused and attentive, but also a peaceful state. This is the way artists see and work.

The Art of the Child

Has your mother kept those boxes of your childhoodwdngs all these years? Or maybe,
when you moved into your own home, she insisted pag them in your own attic. If you
can find any of your childhood drawings at all, @dike you to take a look at them now.
So either climb up to your attic, call your mom, loead over to that storage locker and dig
them out.

el |||_ Hrie
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Spread your childhood artwork out and take a look at how your own drawing de-
veloped. Can you see where you moved from not worrying about what was correct
to a more judgmental approach? What difference did it make in your work?

Okay, ready? Spread your drawings out and condiderfollowing:

» Can you see where, as a young child, you drew withmarticular regard fofcorrect-
ness, and instead drew to tell a story or as a respdaodde?

» Did you draw your family?

» Can you pick out yourself in the drawings? In Lan'se she always has long blonde
hair, an interesting psychological point as 'shaways had brown hairlong, but defi-
nitely brown! Lisa always made her eyes very larged it turns out théye not partic-
ularly big at all. So wishful thinking probably pla a part as well.

» Did you find drawings dating from when you were alder child? If so, can you see
evidence of mounting frustration as you tried tawrcomplicated things or things in
space or perspective? Can you see where you begatriggle for correctness to
please the exacting left side of your brain?

If your mother wasft a pack rat, try looking at the drawings of anyildhWhat youll no-
tice is how the process of development is almostagk the same. As the child grows older,
his or her purely visual response to things is hamepd by the ongoing demands of the left
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brain as language, identification, and exactneks tmver and pass judgment on the more
intuitive right-brain responses, particularly drawin

Here are two of Lauren’s childhood drawings of her family.

Simple Materials to Begin

While your first exercises require only pencil, papand some time, we will add more and
more materials as your drawing skills improve. larw, wéd like to introduce you to the
simple materials that will get you started. Thinkathpaper is just paper and a perscjust

a pencil? Think again!

Paper, pencils, eraser, and a place to keep it all—and you’re on your way!

Paper

A pad of drawing or sketching paper (912" or 11"x 14") is nice to start, but you can also
begin with some sheets of typing, computer, or faper. No excuses accepted here; begin
on the backs of envelopes, if you have to. Evenliyygbu’ll want to explore what the
shelves of your local art supply store have to offethe way of paperyou’'ll be amazed at
the variety!

21
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Pencils

Any #2 pencil will work, but if youre going out for a pad of paper anyway, do yourself
favor and get some mechanical pencils. In the ptiistse were used mostly for drafting, but

Try Your Hand

If you live in an area where
there’s a paper specialty store,
you'll want to stop by at some
point. Take the time to feel the
paper, to note its grain and tex-
ture. There’s more to paper than
meets the eye!

Artist’s Sketchbook

Pencil hardnesses range from
the very hard Hs, which you can
use to make a faint line, to the
very soft Bs, which are smudgier,
ranging from 6H all the way to
6B. Regular pencils are numbered
as to hardness on the point.

theyre readily available and are great for drawing. Tmegke a clean,
consistent line that can be varied with pressutesPthey never need
sharpening!

Look for a pencil with a smooth barrel that feetsogl in your hand.
Mechanical pencil leads come with different thiclsses and hard-
nesses; a good choice is a variety of 0.5 leada range of hardnesses.
For starters, HB and B will do; they are less smydiyan a standard

#2 pencil, although a Bis more smudgy than an HB.

Mechanical pencil leads are labeled as to thickreess hardness on
their little storage boxes. Check to make sure ttha pencil barrel and
thickness of lead correspond. It is handy to hayeacil for each
hardness that you want to use. You can also buyptdrecils in a vari-
ety of colors to color code the hardnesses youuasirg so you know
which is which.

Eraser

A kneaded eraser is best. You may remember this tyfperaser from
grammar school days. Like kneaded bread dougharit loe stretched

and pinched into shapes to get at whatever you warthange—even
the smallest line-and should be considered as much of a tool as your
pencils and paper. Ddnsettle for less than a good quality kneaded
eraser. Is the cleanest way to erasand yoldll be doing lots of eras-
ing!

Drawing Board

A simple piece of plywood*{," — 3" thick) with sanded edges and that
fits comfortably on your lap is fine as a drawingard. You can also
buy masonite boards at any art supply store, aglaxill begin to fre-
guent more and more. The important thing is to hawtrong, flat,
hard, smooth surface on which you can work withewotrrying about
bumps and bruises.

A Few Other Things

Here are a few other art supplies you may wantdonsider buying now. Thése not ab-
solutely necessary this early on, but you may fih@m helpful.

» While youre up and about, you may want to buy some maskingrtists tape.
Artist’s tape does less damage to paper than masking bapehe latter will work if
you're picking up a few quick supplies along with thmgeries and is all you can

find.

» Aruler will often prove helpful. If you havéhgot a ruler, anything that offers a
straight edge will come in handy sooner or later.

» Afew strong clips to hold your work to the boartean alternative to taping and are
handy to have. More on these later.

22
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Exercises to Get You on the Right Side
(of the Brain)

So youve got your pencil, paper, eraser, and drawing Hoarhard
surface. Its time to get over to the right sidef the brain, that is.
We're going to provide you with two exercises thatlvielp you begin
to see the difference between how the two sidegoafr brain see, the
classic Profile/Vase-Vase/Profile exercise, and pying exercise.

Profile/Vase-Vase/Profile

This drawing exercise is used by Betty Edwards anchyather art
educators to demonstrate the difficulty of drawiwlile the brain is
functioning on its left side. Th¢logical left” is not helpful when it
comes to visual tasks best given to ttrelational right; as yodll dis-
cover when you take a stab at the exercise and réxpee your left
brain trying to perform a right-brain task.

1. First, draw a simple profile, either the exampleder an imagi-
nary one.

Try Your Hand

If you go to an art store to pur-
chase your first materials, let your-
self look around and enjoy the
place. Poke into the piles and
boxes. Get acquainted with all the
toys (they are toys, and you will
like playing with them!). Don’t be
afraid to ask questions. Learning
to explore this new territory is an
important aspect of learning to
draw—and it’s fun as well!

2. As you draw, think about each part of the profilgming them

to yourself as you draw: forehead, eyes, nose, apipemouth,
lower lip, and chin.

Here’s an example of a
profile/vase-vase/profile
drawing. Yours may or
may not resemble this
one.

3. For this exercise to be
most effective, right-
handed people should
work on a left-facing
profile, and left-handed
people should work on a
right-facing profile.
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4. When youve finished drawing the profile, draw a horizontiale at the top and bot-
tom of your profile, moving out from the profilesilf.

Draw a horizontal line
at the top and bottom

of your profile.

5. Now, retrace your profile, thinking again about bdeature and naming it to yourself
as you draw.

6. Last, switch sides and try to draw the mirror im ggefile that will make a symmetri-
cal contour drawing of a vase.

Draw a mirror image of
the profile.

Reviewing the Exercise

Did you find this exercise difficult? It may surpeigou to learn that most people do. That
because the naming of the parts of the profile whilifawing gets us thinking on the logical
left, the side of the brain that likes to name asrdanize everything. It thinks it has it all
figured out: The forehead, eyes, nose, lips, andcaniake a profile.

Repeating the names after you drew the horizonitad on the top and bottom of the pro-
file reinforces the left brain: Yes, that was-forehead, eyes, nose, lips, and chin, a profile,
all right—even with the lines!

Next, the quick switch to drawing the opposite, miHimage profile is a problem. The logi-
cal left is confused by the task of repeating threfjpe backwards. This is a task that requires
sensitivity to shapes and relationships, somethtimg logical left is simply not good at. The
profile is not the same as the other side; in fgoty may have found it difficult to draw it
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at all. Plus, the vase idneven symmetricalsomething that strikes horror into the heart of
the left brain (if it had a heart!).

You may have tried a tactic or two to complete grefile and make the vase symmetrical.
If that's the case, how did you do it? Were you confuseil?ydu settle for a profile that
was different? That would be letting the left sidaysin charge of the profile, but the vase
would end up asymmetrical.

Did you ignore the names for the parts and concaeton the
shapes? Did you concentrate on the vase and tryake the line
symmetrical with the first side? Did you measurenoark the
curves or relationships between the curves? Did gtaut in the
middle or at the bottom and work backwards? Anloése solu-
tions would have been right-brain approaches topghablem,
paying attention to the visual and not what you wigbht you

Knew. Try Your Hand

What this exercise asked you to
do was make a shift mentally from
your normal cogpnitive function—
the left side—that named all the
pieces, to the visual side—the

right side—that cares about the
The first profile is conceptual and imaginary, drafvom memory, shapes and the relationship be-

All right, we admit it: Your first drawing was a tsep, purposely a
“left brainer) full of identification and names. To match it ohet
other, right side required a switch to the visualsee the shapes
instead of the names. Drawing is easiest when yook the least,
and just see the shapes, without naming them.

but naming the parts makes it a left-brain activity.really draw tween them. That’s because the
as you see, you must be able to make a perceptuaiational nonverbal right is better suited for
drawing, a right-brain activity. In order to matche shapes, rela- | the business of seeing than the
tionships, and curves on the second side and mlakevaise sym- linguistic left.

metrical, you must focus your eyes and mind on fihst profile
in order to draw the secordand chances are, your left brain
wouldn't let you do that.

> The left profile, the first

/ one drawn, corresponds

/ to the left side of the

f brain; the right profile,

\ the one copied, draws on
the right side of the

/ brain.

The ability to switch modes of brain function is thbility to see differently. Once you
master this switching, ydli find that it's very handy for all sorts of problem solving in
your daily existence!
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Student samples of the

exercise drawn right-

handed and left-handed.

The numbers indicate p
the order in which each i/

profile was drawn.

Right-handed

Left-handed

1

@/ ol &

When the Familiar Gets Unfamiliar

Now that youre aware of the difficulty of doing a right-brainstawhile youre operating
on the left, le’s try an exercise that helps get you over the femrcko the right side.

We recognize and identify things in our world based our familiarity with them. We see,
identify, name, categorize, and remember, so welkhve“know.” Thats fine for facts:
names, dates, numbers, concepts, and ideas. Forgsaad drawing, though, a more flexi-
ble, responsive way of observing is better, becahsegs are not always as they seem.

Mostly, were used to seeing things one way, right side upr [@fi brain easily identifies an
object and names it for us, and then we know whad and feel confident and secure.

But the familiar becomes instantly unfamiliar whfs upside down or backwards. We ex-
pect to see it right side up and are confused whisnmnot. Upside-down shapes and rela-
tionships are strange to us because theeglifferent from the memory viiee stored from
past experience. Our brain doetshke them.

Right Side Up/Upside Down

Here are two exercises to help you see how youvdetn the familiar is somehow changed.
Write your name (this is something yoe used to).

» Now look at it in a mirro+is it hard to read?
» Look at it upside down. For some, this is even hearthb read than a mirror image.

» Try looking at your signature upside down and backdga Does it appear to be hiero-
glyphics or a foreign languageor no language at all?
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Normal signature

M Try looking at your sig-
OL&W“ J/ nature upside down and

backwards. Here’s
_ppurf |

Lauren’s.

Upside down

Backwards

(in mirror) m\c \M‘\Q

Upside down and

ANARNT
backwards j» r]\w

Now, look at yourself in the mirror. This, too, is whyoure used to.
» Look at a photo of yourself; it will look slightlgifferent because we are all a little
asymmetrical, and the mirror image is the onéreenost familiar with.
» Look at the photo of yourself upside down. Doesstloiok a little odd to you?
» Now look at it upside down and in the mirror. Tha®ks even stranger, do€srit?

Photos of Lauren, right side up and upside down.
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Try Your Hand

If you need a new career, you
might be interested to know that
forgers practice new signatures up-
side down, to pay more attention
to the shapes of a particular hand
and less to the letters themselves.
You might want to try this even if
you are gainfully employed. Just
don’t try to pass one of those
checks with a forged signature!

Use these images to
practice copying a draw-
ing right side up and up-
side down.
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We know our world—or think that we de-because we can identify
and remember. Upside down or backwards, things ladiktle odd or
even unsettling, particularly faces and handwritibgcause theéne
asymmetrical. Our logical left brain is easily coséd when our mem-
ory is different from reality, and visual tricks problems are frustrat-
ing. The organized memory is of no use here andnofjiwes up or
over to the relative right. For us, thagood news-it’'s just what we
want to happen!

Copy a Complicated Drawing

When it comes to a complicated drawing with detpilpportion, and
foreshortening, it can be much easier to copy thade upside down
as forgers do, concentrating on the shapes andioelships rather
than on the drawing itself, which can seem intintidgly difficult. A
complicated drawing can throw the logical left incomplete revolt
and send it packing. Th'atthe idea behind this exercis¢o see with
the relational right.
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1. Select one of the previous images above and copiglitt side up.

2. Now, turn the same example image upside down.

3. Begin a new drawing of the upside-down image.

Here are some tips to try as you work on the upsidein image:

» Concentrate on the shapes, not the image.

Don’t try to draw the whole thing first and fill in theetail.

>
» Start where you can see a shape and draw it.
>

Think about lines. Which way do they go? Do theywipr stay straight? Where do

they connect to other lines?

» Where are the horizontals, the verticals? Which waythey go?

» Compare shapes rather than identify them. How deyttelate to others?

» Work on one area at a time. You can cover mostha&f éxample drawing and only

look at the part you are drawing.

» Resist the temptation to see how you are doingvenethink about it.

» Try not to think at all. Just look and draw whatuysee.

Keep Up the Good Work

Your second, upside-down drawing should be a sigaificimprovement over the first,
right-side-up one. Problems like scale, proportiakehess, and detail that were very diffi-
cult right side up are merely shapes and relatiopshvhen viewed upside down, and so

they can be observed and drawn easily, one by one.

You may have just done the first drawing that yoketl in years by concentrating on
shapes and relationships with the relational rightd sending the logical left off to sleep.
Fascinating, isit it? Amazing, ever-and thals just the beginning. When you can send the
logical left on vacation at will and concentrate seeing whds there rather than what you
thought you knew, yoll find the door to drawing swing open!

Exercising Your Right(s)

Ii:hgihti side 'Ljp -

—
i

" Right side up|
‘ |

i
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Right side up

Upside down

A

No two right-side-up/upside-down drawings are alike, as these children’s
student samples show. If yours doesn’t look like any of these, in fact,
that’s great!

Now that youve begun to draw on the relational right, next cenaechapter of contour
drawings, to do first without looking and then wéliooking. These drawings will help you
further your newfound ability to see as an artisés using shape, space, and relationships.
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Your Sketchbook Page

Try your hand at practicing the exercises oulearned in this chapter.
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The Least You Need to Know
» In daily life we're taught to function on the analytical, verbal, left side of our brain.

» An artist, while working, makes a conscious shift in cognitive function from “logical
left” to “relational right.”

» Learning to draw is really learning to see as an artist does, on the right side of the
brain.

» Creative thinking and problem solving can be useful in other areas of work and life,
too.
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Loosen Up

In This Chapter
» Warm-ups for the eyes and hand
» Drawing without looking
» Drawing while looking
» Farewell, left brain!

Drawing is a language without words.

—Harvey Weiss

Now that youve practiced switching from your left brain to yotght, it's time to warm up
your relational right for the exercises that follow the rest of the book. Learning to draw is
like any other skill; its about practice, practice, practiebut it's a fun kind of practice.

To begin your practice, get out your paper and plsnas well as your artist board. In this
chapter, wae going to doodle the night (or day) away, and Oildl Lefty farewell.

Now You See It

Remember when you were learning to write and theglpmactice sessions you put in before
you mastered that skill? Your drawing hand alsodsepractice to make attractive and sensi-
tive marks in reaction to your new awareness ansgeovation. Calligraphers warm up be-
fore they work, to get their hand back into the swiof beautiful writing, and probably our
friends the forgers do, too. So should you.

When practicing Palmer Method writing, try reprodagiyour signature upside down.
Lauren uses blocks that spell the letters of hemealL AU R E N, which is fairly simple to
copy. If you have any blocks around, whether in #tdc or belonging to your children,
you can try this, too. Arrange them upside down @@y the letters-as well as the pic-
tures on them.
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The Art of Drawing

Are you old enough to remember the Palmer Method? It was once the preferred method of
teaching and practicing penmanship, based on observation of shapes and the practice of letter
shapes, rather like practicing scales when you are learning to play the piano. Generations of
schoolchildren (and the adults they became) can be identified by their careful o’s and w's—not
to mention their p’s and q's.

Warm-Up for the Eyes and Hand

Just as you may have practiced your penmanship byifog ds or ss over and over again,
why not try a page of marks before you start drag@rPractice circles and ovals and ellipses
(a long, skinny oval, often a difficult shape to ster). It is good for your hand to do a se-
ries of these, or of graduated sizes, chains ae$, concentric circles, spirals, eggs, bullets,
and even some calculated squiggles.

Warm up your hand
with a page of circles,
ovals, spirals, ellipses,
and similar curving
lines.

6’/{{(/['/

W
e
e

Next, try practicing other marks or kinds of lineswy might find useful to make drawings:

» Straight
» Curved
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» Parallel

» Crisscrossing or cross-hatching

» Overlapping

or
» Single
» Smooth

» Scratchy
» Wiggly

The separate lists are meant as two possible optédrom s choice of marks. When you
make smooth lines, you dénpick up the pencil from the page, but make a égonbus
smooth line, as opposed to scratchy lines, whiduiee repeated lifting of the pencil.

Try them all—build up a vocabulary of lines and marks!

ol ¥
I

=

Entering the Flow

Doodle a page of marks
and lines to warm up
your hand as well.

If a certain kind of activity, such as painting, becomes the habitual mode of expression, it
may follow that taking up the painting materials and beginning to work with them will act

suggestively and so presently evoke a flight into the higher state.

—Robert Henri
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One of the wonderful things about drawing is thedency to move into a different, higher
state of consciousness while working. The attentofeservant right brain focuses on what

you are really seeing, rather than on what yout befiin tells you, leaving you open to this
lovely state and place.

Time seems to fade into the distance, and you cgreeence a rare floating feeling as you
work, removed from the moment-to-moment world. Evengit in the background can vir-
tually disappear. Of course, almost any intrusi@n swing you to left-brain reality; the
phone ringing is the worst offender, but you caninsggvyourself back, too, just by seeing
instead of thinking.

The Art of Drawing

When practicing marks, try to get
your whole arm involved, not
just your hand. Develop a sense
of your hand, almost suspended
above your paper, with just a
light touch for stability. Let your
arm move your hand as it works
to make the marks. You will find
that your line is smoother and
can reach out further in any di-
rection to follow an edge or
make a shape without becoming
fragmented and scratchy.

Artist’s Sketchbook

A contour drawing is any
drawing in which the lines repre-
sent the edge of a form, shape,
or space; the edge between two
forms, shapes, or spaces; or the
shared edge between groups of
forms, shapes, or spaces.
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Drawing is a meditation, a way to get in touch wigbme of your in-
nermost feelings and insights, and a rest from ¢becerns of our
high-pressure lives.

To Begin

Before you begin drawing, ydliwant to get yourself in a drawing state
of mind. These steps can help you get yourself thBegause steps are
a left-brained arrangement, you may want to recoodrgelf saying
these steps slowly and then play the recording wkiea want to arrive
in this state.

1. Arrange yourself and your hand or subject.

2. Close your eyes and meditate for a few moments.tdrglear
your mind of clutter.

3. Sit comfortably, and arrange your paper and board.

4. Relax for a moment. Try to forget about the restloé world
and the other things you need to do today.

5. Close your eyes for a moment. Breathe slowly andtorlet all
that you normally think about pass out of your mind

6. Concentrate on the moment. Sit comfortably. Openryeyes.

7. Look closely at your subject. Try to see it as dfuywere looking
at it for the first time.

8. Let your eyes travel around the outside of yourezh)]
9. Try to see all the detail inside the outside shape.

10. Now, focus on a line. See how it curves. Which w&ydw
long? Which line does it meet? Does it go over ader that
line?

11. Try to see all the lines as special to the whole. Tipdace your
pencil on the page and begin to draw.

The Next Set—Send Off the
Logical Left

Here is a drawing exercise to buy an express titketend that persist-
ent“logical left’” packing. Your left brain will want to leave towand
not even call or write. Let it go; it is a nuisance
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You are going to try @ontour drawing of your hand (not the drawing hantthe other oné,
as Pooh would say). You are going to do this dragwwithout looking at your paper, not
even once!

This exercise is one developed by Kimon Nicolaidedis book,The Natural Way to Draw
(Boston: Houghton Mifflin, 1990). It is a way to sopletely concentrate on what you see,
without looking to check, analyze, and judge yousri. In other words;just do it? Plan
on about 10 minutes for each part that you try.

Contour Drawing of Your Hand—Without Looking

If you would like to really see what a differencecian make to concentrate on just seeing
and drawing what you see, you can make a drawingoafr hand before you start these ex-
ercises. Just do it, to the best of your abilitydaset it aside. Then you can compare it to
the second drawing that you do, when you can log&im.

1. Start by setting up your area to draw. Your padskdtch paper on your board and a
pencil will do.

2. Seat yourself in a comfortable chair, angled awayrf your drawing board.

3. Take a good look at your other hand. Make a bitdist so that there are a lot of
wrinkles in your palm.

4. Decide on a place to start on your hand, one oflihes on
your palm, for example.

5. Put your pencil down on your paper. Consider thadtsthe
same as the spot or line you picked on your hanmceé
you've placed your pencil, ddhlook at the page again.

6. Look very carefully at the line that goes off fropour start- Try Your Hand

ing spot. One way you can gauge your

» Which way does it go? absorption and higher state of
> For how far? consciousness is to set a timer
while you are working on these
> Does it curve? exercises. Set it for 5 or 10 min-
» How much? utes to start. If the timer goes off
unexpectedly, then, my friend,

» Is there another line that it meets?
you have been off in the void!

7. Move your pencil, slowly, in response to what yowese
Rememberdon't look at the page!

8. Look at the lines in your hand one by one as thaych each other and try to draw
exactly those lines that you are looking at.

9. Keep at it. Dorit look!
Remain observant and sensitive to the wealth oddintexture, shape, and proportion in
your hand, and try to put it into your drawing.
Keep working until you have drawn all the lines astdapes in the palm of your hand.

That it won't look like a hand doeshmatter. Your absorption in a purely visual task i
what counts. Has your left brain left yet?
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Here are some examples of students’ contour drawings without looking.

Contour Drawing of Your Hand—While Looking

Now, take a stab at that drawing while looking. Hares a drawing subject are usually
avoided, but you can actually get a decent drawifrypu do just as much looking and
relating of one line to another as you did in tlirstfexercise.

1.

Change your seated position so you can rest yoheohand on the table.

2. Take another good look at your hand and the limegdur palm.
3.
4. Pick a place on your paper to place your pencil &®edin your drawing.

Pick a place and a line on your hand to start with.
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5. Make the same careful observations about your hasidedore.
» How far does the first line go?
» In what direction?
» Does it curve?
» Which way?
» When does it meet another line?

» Then what happens?

6. Draw what you see, not what you think you see.

7. Work slowly and carefully until you have gone atband your hand and recorded all
the lines that you can see.

Your drawing should have all the sensitivity thatuyput into the making of it. If you did a
drawing of your hand before you began these exescitake it out and compare the two.
Your experience drawing without looking (and sengli@ld Lefty off again) should have
helped with the second drawing of your hand whdeKking. The more you practice really
seeing and drawing what you see rather than whattydank you see, the better your draw-
ings will be.

Here are some student contour drawings, done while looking, for you to ponder.
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Another Set to Keep It Gone

The“it,” of course, is that left brain of yours, just waigi for a chance to come back in and
tell you what it thinks about all this drawing stulKeep it out of your life for a while. Try
the same exercise, but with a household objece éikcorkscrew or a pair of scissors. Pick an
object with a complicated shape that will requiheetsame careful looking and relating to
shapes.

As you see and draw, your own innate creativitylw# accessible to you. The specialness of
your eyes and mind is a gift. Use it! Ydlufind that the pleasure of simple accomplishment
in a high-tech world is a personal triumph.

Contour Drawing of an Object—Without Looking

If you would like to really see what a differencecian make to concentrate on just seeing
and drawing what you see, you can make a drawingoafr object before you start these
exercises. Just do it, to the best of your abilagd set it aside. Then you can compare it to
the second drawing that you do, when you can log&ira.

1. Start by setting up your area to draw. Your padlodtch paper on your board and a
pencil will do.
2. Seat yourself in a comfortable chair, angled awayf your drawing board.

3. Take a good look at the object that you have choséake sure that you cannot see
the drawing itself as you draw.

4. Decide on a place to start on your object. Onehaf lines that makes the shape is a
good beginning point.

5. Put your pencil down on your paper and considert téppot the same as the spot or
line you picked on your object. Once yoe placed your pencil, ddnhlook at the page
again.

6. Look very carefully at the line that goes off fropour starting spot.
» Which way does it go?
» For how far?
» Does it curve?
» How much?
» Isthere another line that it meets?

7. Move your pencil, slowly, in response to what yamesRememberdon't look at the
page!

8. Look at the lines in your object, one by one asyth@uch each other, and try to draw
exactly those lines that you are looking at.

9. Keep at it. Dont look!

10. Remain observant and sensitive to the wealth oddintexture, shape, and proportion
in your object, and try to put it into your drawing

11. Keep working until you have drawn all the lines asltdapes in your object.

That it won't look like the object you chose doeésmatter; your absorption in another
purely visual task is what counts. Has your lefaior called home?
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Here are some contour drawings of objects done without looking.

Contour Drawing of an Object—While Looking

Now, wed like you try the same drawing, only this time, ihlooking. Even if it is a com-
plicated object, you can get a decent drawing ifiydo just as much looking and relating of
one line to another as you did in the other exeis

The contour drawing while looking should be donehwthe same focus on seeing the lines,
but you get to follow your drawing hand by lookingtay focused on what you see.

1. Change your seated position so you can look atabject you are drawing.
Take another good look at your object.

Pick a place and a line on your object to starthwit

Pick a place on your paper to place and begin ybnawing.

ok WD

Make the same careful observations about your obgsct

before.

» How far does the first line go?
Back to the Drawing Board

> In what direction?

> Does it curve? Loc?king while you’re 'doif)g‘ the
“blind” contour drawing is just the

> Which way? chance Old Lefty needs to come

» When does it meet another line? back in and try to tell you what

> Then what happens? you’re doing wrong. The point

here is to do a drawing that has
nothing to do with anything—

6. Draw what you see, not what you think you see. except seeing the lines.

7. Work slowly and carefully until you have gone atband

your object and recorded all the lines that you sae.

As with your first set of drawings, yollifind that the more you practice really seeingdan
drawing what you see rather than what you think wee, the better your drawings will be.
To tap into your creative energy and realize yootgntial is a great power, one you can use
for more than just drawing.

You may feel tremendously energized by the proc¥ss. can use this creativity to solve
problems of all kinds, by looking at all sides opeoblem rather than seeing things in the
usual ordered way. Yoli be able to see the big picture, moving beyoné ttoncepts to the
relationships.
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We've provided a set of
sample contour drawings
of objects done while
looking.

Farewell, Old Lefty

These exercises should have made Old Lefty headhferhills for good. They also should
also have shown you some beginning practice amgeand relating shapes and lines,
whether you were looking at your subject or not.

In the next chapter, wkk be taking a look at using the plastic picturarfre, a surprisingly
simple method of projecting an image onto paper.
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Your Sketchbook Page

Try your hand at practicing the exercises oulearned in this chapter.
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The Least You Need to Know

A warm-up for your eyes and hand is a good way for beginning artists to start a
drawing session.

Drawing brings you into a higher state of consciousness.

Contour drawing focuses your attention and observation, while switching your
cognitive brain function from the “logical left” to the “relational right.”

Looking carefully at the detail in any drawing subject will keep you working on the
right side.

You can see as an artist does and keep the left side out of the mix.




Part 2
Now You Are Ready to Draw

It’s time to meet some of the tools of the trade, including the view finder frame and the plastic
picture plane. We’ll show you how to make your own view finder frame and plastic picture plane
to take with you wherever you go, and how to use both of these tools to help with your drawings.

Your first drawings will concentrate on learning to see an object in space, using a contour line to
describe the shapes, and looking at the negative spaces in and around those objects.

If you’ve come this far, you've already developed some real drawing skills. Now it’s time to start
thinking about your studio and some more materials for your new work.







Chapter 4

The Picture
Plane

In This Chapter
» What is a picture plane?
» Building a picture plane
» Using a picture plane
» Transferring your drawing to paper

What the eye can see, the hand can draw.

—Michelangelo

If Michelangelo said it, it is so. If you can leatp really see, you can draw/dtthat simple.

In Chapter 3,;'Loosen Up’ drawing the lines that are on your palm was anegignce in
learning to really see, by taking the time to saeteline in your hand. Drawing is about de-
tail and relation, represented on paper as a diregponse to what you seeothing else—
just what you see. Drawing your hand should haveoloee easier after all that concentrated
seeing!

It may surprise you to learn that artists doalways draw freehand. Théseeven evidence
that, as early as the fifteenth century, artistshsias da Vinci may have been using picture
plane-like devices to project images onto paper.

In the next two chapters, Webe showing you how to make and use similar desiof your
own. In this chapter, whk be discussing the plastic picture plane, andhme next chapter,
the viewfinder frame.
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What Is a Picture Plane?

Instead of beginning with a definition, we will ebgge thepicture plane and how to use it to
see even more clearly and easily.

Artist’s Sketchbook

A picture plane is the imaginary
visual plane out in front of your
eyes, turning as you do to look at
the world, as if through a window.
Leone Battista Alberti, a Renaiss-
ance artist, found that he could
easily draw the scene outside his
window by drawing directly on
the glass. He called it “a window
separating the viewer from the
picture itself.” And German
Renaissance artist Albrecht Diirer
was inspired by the writings of
Leonardo da Vinci and designed
himself a picture-plane device.

Back to the Drawing Board

Try out all these items in the art
store where you get the Plexi-
glas. Say we told you to do it!
They may think you're crazy, but
you don’t really care and you
can consider it the beginning of
building your reputation locally
as an artist. We are all a bit crazy;
it’s part of the fun.
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You will need:

» A piece of Plexiglas 8% 12". You can get a few pieces. A larger

piece can be handy because you can rest it in yauand
work on the top half. Try a few sizes. Later in githapter you
may find the larger piece works better for you.

Afine-point permanent marker, like a Sharpy or fimendry
marker.

Afine-point washable marker that will hold a line dhe
plastic.

How to Use a Picture Plane

For a dramatic example, we will begin with that haafdyours. Hands
are good models; you ddnhave to pay them much and they are al-
ways available.

1.

Place your hand comfortably on a table (keep thexiglas and
the washable marker at reach). Scrunch, ball, twastturn your
hand into the hardest position you can imaginenot imag-
ine) drawing. Find a position with a lot @dreshortening—your
fingers coming straight out at yedand imagine trying to get it
to look right. You can add a prop, if yallike, something diffi-
cult to draw, like scissors or a corkscrew.

2. Uncap the washable marker.

Put the piece of Plexiglas on your posing hand hwat without
a prop, and balance everything as best you can.

4. Stay motionless except for your drawing hand.

Look through the plastic at your hand. Then lookyatir hand
as you see it on the plastic.

Close one eye and carefully draw exactly what yea directly
on the plastic. Take your time. Draw each line tlyati can see
of your hand and whatever you are holding.

Draw only what you can see on the plastic.

8. Keep going until you have drawn every line you czae.

Shake out that poor modeling hand and take a laokoar drawing. A
difficult, foreshortened, even contorted, positiohyour hand and

whatever you were holding should be clearly visible the plastic. You

have drawn your hand in drastic foreshortening lsexou drew only
what you could see on the plastic—the picture plane between you and
your hand.
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A hand drawn on a pic-
ture plane.

If you did it once, you can do it again. Try anothEBach one will be easier. Fill your piece
of Plexiglas with drawings of your hand, or starhaw piece. Keep the best one or two, and
compare them to the first hand drawings that yod, dhe drawings of your palm, and the
drawing of your hand after you drew your palm. Yslwould see a change!

Hand drawings done on
Plexiglas can be placed
on a copy machine or

scanner for duplication.

Historical Uses of Drawing Devices

From the High Renaissan'seAlbrecht DOirer to the Impressionist
Vincent van Gogh, the old masters made good useadbus
drawing aids and devices. Mind you, they were gigat drafts-
men, but they had their tools, not unlike what we asing.

In reality, the picture plane is a visual concean, imaginary, clear Artist’s Sketchbook
surface that is there in front of your face, turgiwith you wher-
ever you look. What you see, you see on that serfaat in reali-

ty the view extends backwards, from there into thistance. of spatial depth. It is a way to
portray a three-dimensional ob-

When you“se€ on the picture plane, you visually flatten the-dis ject on a two-dimensional plane
tance between you and what you see. Quite a tind&®really. Its (like piece of paper). The object
like a photograph, &-D view on a2-D surface. You see the 3-D appears to project beyond or re-
image (in space) as you look into the distance, yaut see the 2-D|  cede behind the picture plane
(flat) image of it on the picture plane. You canadrwhat you see by visual distortion.

directly on the plastic picture plane, then everiyuan paper.

Easy, huh?

Foreshortening is the illusion
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The Art of Drawing

The development of photography grew out of early experiments with the picture plane and
lenses which were used to project an image down on to a piece of paper, something like a pro-
jector does today. It is now thought that the old masters used projector-like devices to help
capture likeness, complicated perspective, or elaborate detail in their very realistic paintings.
After the development of the camera, artist interest began to move away from perfectly repre-

sented realism to more expressive ways of seeing and painting.

What you see on the picture plane is magicaflattened” This is be-
cause the distance between you and what you sedlaedistances or
space within the subject are foreshortened.

How a Picture Plane Works

To get a general idea of how a picture plane wogkap a new piece of
Try Your Hand Plexiglas or clean off the one used for the presi@xercise if its the

If you want to keep one of your only one you have.

picture plane drawings as a

L. 1. Hold the piece of Plexiglas evenly in front of yoiace.
record, you can try putting it on

a copy machine or a scanner. Or, 2. Look around the room, at a corner, at a windowa atoorway
you can place a piece of tracing to another room. Look at a table from the corneroas or
paper on the plastic and make a down the length of it. Look out into the backyardgp look
careful tracing of your drawing. down the street or up the hill.

All that you can see on the plastic picture plaseiawable, first on
the plastic, and then, when yme got the hang of it, directly on
paper.

So, we will start with a few additions to your pé&of plastic and set up
for drawing.

Preparing a Plexiglas Picture Plane

Artist’s Sketchbook "
_ o for Drawing
2-D is an abbreviation for two-
dimensional, having the dimen- For this exercise, you will need

sions of height and width, such

as a flat surface like a piece of _ _
paper. 3-D is an abbreviation for > Afine-point permanent marker.

three-dimensional, having the » Afine-point washable marker that will hold a line on plastic.
dimensions of height, width, and > Aruler

depth, an object in space.

» An 8"x 12" piece of Plexiglas.
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To make a grid on your picture plane:

1. Draw diagonal lines from corner to corner on theq® of plastic with the permanent
marker.

First, draw a set of diag-
onal lines.

2. Measure and draw center lines vertically and homiadly in the center of the plastic.

Add horizontal and verti-
cal lines to the diagonals.

3. Measure and draw lines dividing each of the fouxé®you now have on the plastic.
The boxes will be 2% 3" vertical.

Divide each grid into
boxes.
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Your drawing will be done on the plastic picture p&awith the wash-
able marker. The permanent grid is there to help gea relationally
that is, how one shape relates to another. It wélp you transfer the
drawing to paper when you are finished. Right nolwe grid will get
you used to seeing where things are in an image drawing, and
eventually you wofrt even need it.

o Isolate a Subject with the
To draw on the plastic picture -
plane, you must keep it as mo- Plcture Plane

tionless as possible—and you
mustn’t move either. You’ll be
looking at a single view, and the
hardest thing will be to keep still

Back to the Drawing Board

Now you are ready to try one of the drawing devitesred by the old
masters. This is an exercise that will help you det idea of the picture
plane in your mint eye—or is it your eyés mind?

enough for that single view to re- 1. Look around the room and decide on a first subjéan’t get
main static. You can try propping too ambitious at first. A corner of a room might too much;
the picture plane on a pillow or try a table or a chair, or a window at an angle.

books if it's a small piece. If it’s
a larger one, simply set it on
your lap.

2. It is absolutely necessary that yoe able to keep the plastic
picture plane at your eye level and that it bel.sRest it on a
table, or hold it straight up and down at a leve&at you can
see through and draw on at the same time.

Make sure your picture

plane is even with your

eyes and that it’s resting
straight up and down at
a level you can see your :
subject through. Prop it N
up on a book or two if N\ g A N
you need to. This is /o SAN T

where a longer piece of Ll O !
glass might be handy.
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3. Once you have situated yourself and your subjedselone eye and take a good long
look through your picture plane, particularly atetparts that would seem hard to
draw, either because of angles, complicated shagiesyrtion, detail, or perspective.
Try to get back to just seeing, but really seeiagd just what you can see, not what
you think.

4. See the image through the lines that you put ongiteure plane, but try to note
where things are relative to the lines:

» What part of the image is in the middle?
» What part is near the diagonal?
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What part is halfway across?
On which side of each grid is each part?

Does a curve start in one box and travel to anothedfore it disappears?

>

>

» Does a particular line go from top to bottom or@s3?

>

» And then what?

5. Uncap your marker and decide where to start. Itlddde a shape that you are quite
sure of, one you can use to go to the next shape,ymu can see your way from to
where it connects with another. See where it iatige to your grid of lines.

6. Start to draw your subject, line by line. See homedine
goes into another, over or under, curved or straidihe
marker line will be somewhat thicker than a peresild a lit-
tle wobbly because you are working vertically, bud matter,
just draw what you see.

7. Keep going at it at a nice easy pace, concentrabingnot
rushed. You should be having fun now. Are you? Back to the Drawing Board

If all this holding still and seeing
through seems like a lot of re-
quirements, think about those
poor old masters lugging a much
more cumbersome glass version of
a picture-plane drawing device
out into the fields. Then you will
These potential problems are no longer problems.eoyou really be happy that you have a nice
see and really draw what you see. table to work at—and presumably
a nice cup of hot coffee, thought
by many to be an essential.

When you have put in all that you see in your objeéake a mo-
ment and observe the accuracy with which you hansewat a
complicated drawing. Try to see where the plastityre plane
made it easy for you to draw a difficult part, liketable in per-
spective, or the scale of two objects, or the dedaithe side of a
box, or the pattern of a fabric that was in folds.

Do you like your drawing? Would you like to keep kdw about
transferring it to a piece of paper?

Here are some sample drawings done on Plexiglas picture planes.
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54

Transfer the Drawing to Paper

To transfer your picture plane drawing to paper, yoill need

>

YyYvyy

A piece of paper, preferably 1%"14".

One of those new mechanical pencils, with HB oeBd in it.

A kneaded eraser.

Aruler.

Measure and draw the center vertical and horizofinas on your paper. A piece of

11"x 14" paper would have a vertical center line #8"5and a horizontal at 7".

Measure and draw a box that is»812," centered, or you can put your piece of plastic
directly onto the paper, line up the center vertiwad horizontal lines, and trace the
outside edge of the plastic for your box.

Draw the diagonals in your box. Then measure andvdtee secondary lines to divide
the four boxes, just like the grid. Are you gettibtlge idea of what we are doing?
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4. Put your drawing on the plastic up in front of yoas vertically
as possible.

5. Start copying your drawing onto paper, using theldo see
the relations between things and lines that youwdoa the
plastic.

6. Don’t let your mind (Old Lefty!) trick you into drawingny-
thing differently because yodre not on plastic anymore. Ddn
think—just see and draw. Work lightly, and if you gettlogo The Art of Drawing
back to the grid to see where you should bs.fine to erase
when necessary. Keep drawing the lines from thetida

Another exercise to try is drawing
an object or a person through a
7. When you have drawn as much on your paper as youdmad | plate glass door—right on the

the plastic, take a moment to assess your work. door! You'll be amazed how easy

> Can you see how the grid helped you to transferryou | itis to draw on the glass (don't

drawing from the plastic to the paper? use permanent marker, though).
The subject on the other side will

» Could you begin to relate one line or shape to dreot come out very small unless you

orto the lines on the grid? and it are quite close to one an-
» Did it help to have the grid to establish distarocerela- other on either side of the glass.
tion between things as you copied your drawing? You can adjust yourself and your
subject as you like, of course. And
8. If you are happy with the pencil drawing, you casdam ore you can make a tracing on tracing

paper after you’ve gotten the

to it by looking back at your subject, but make estinat you
main lines on glass.

draw relative to things that you se@o fudging or filling in
just to fill in. If you can see something to addthd, otherwise
leave it.

Here are three drawings by three different students transferred from Plexiglas to paper.

When yodre finished, put your drawing aside to compare laTé ese exercises can be re-
peated as often as you like; you will only get leetat seeing and drawing.

In the next chapter, we will add a viewfinder, ahet handy item for helping you to see
what is there and to draw it.
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Your Sketchbook Page

Try your hand at practicing the exercises fwaulearned in this chapter.
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The Least You Need to Know

» A picture plane is the imaginary visual plane out in front of your eyes, turning as you
do to look at the world, as if through a window.

» When you see through a Plexiglas picture plane, 3-D space is condensed into a
drawable 2-D image.

» Drawing on a plastic picture plane is a step to seeing the space and shapes and
relationships in the drawing.

» You can transfer your picture plane drawing to paper, if you like.
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Chapter 5

Finding the
View

In This Chapter
» What is a viewfinder frame?
» Materials to get you started
» How to use a viewfinder frame

» Drawing what you see in the viewfinder frame

Drawing should suggest and stimulate observation.
Bernice Oehler Figure Sketching(Pelham NY: Bridgman Publishers, 1926).

Working with the plastic picture plane has shownuy®-D space condensed into a drawable
2-D image on the surface. Butstalso shown you the beginnings of another contbpts
important to drawing-looking through a frame to see your subject.

In this chapter, wd be exploring the concept of a viewfinder framésing a viewfinder
isn't cheating. As artists have known for centuries & way to help you see spatial relations
and make your drawing more accurate.

A Viewfinder Frame

A viewfinder frame is a simple device that will help you decide on d&j&ect to draw and then
focus on it. As we discussed in Chapter‘The Pleasures of Seeing and Drawihffaming

an image makes it easier to see, and the gradumatadks on the edges of the viewfinder
frame give you reference points for relations be¢wdines and shapes, rather like the grid
on the plastic of the picture plane, but requirimgre clear seeing on your part.

Seen through a viewfinder frame, the main pointapnfimage can be drawn on paper using
the graduated marks. The important thing is to hénwve viewfinder frame and your paper

or the box that you draw on it in the sameportion, so that the relative positions and
placement do not change.
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Making a Viewfinder Frame

A viewfinder can be as simple as your two handshep to make a frame. Through your
hands, you see only what is framed by them.

You can make a simple
viewfinder using only
your hands.

T 5T
o
o —

If you want to use more than just your hands, bat'd feel like leaving home to buy any-
thing, you can make a simple viewfinder frame witho L-shaped pieces of mat board,

shirt cardboard, or

Artist’s Sketchbook

A viewfinder frame is a “win-
dow” through which you see an
image and can relate the angles,
lines, shapes, and parts to the
measuring marks on the frame and
to each other. It is as simple as
using your two hands to frame a
view or making a cardboard frame.
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even from the sides of a camtbdabox.

To make any viewfinder frame, you will need

» Cardboard or mat board.
» Aruler, preferably metal that you can cut against.

» A mat knife or utility knife. You can use scissdrat you will
get a better edge with a knife and you will usednstantly as
time goes on.

Got your materials? Okay. Just follow these simgtleps to make your
viewfinder frame:

1. Cut pieces of mat board or cardboard into a fevesior differ-
ent sized windows (10X 13" for a 6"x 9" window, 12"x 14"
for an 8"x 10" window, 13"x 16" for a 9"x 12" window, etc).
These are standard proportions, but you can alscadonhger
one (8"x 14" for a 4"x 10" window, or 10'x 16" for a 6"x 12"
window, for example), if youd like.

2. Measure and draw the diagonals and the center lasesou did
on the plastic picture planes.
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Here are diagonals and
center lines drawn on a
rectangular board.

3. Measure and cut framing windows in the cardboaedying 2" on all sides.

Now we’ve cut a window
in our board.

4. You can choose which proportion frame to use fochedrawing. What you see
through the frame will vary according to how closefar away you are from the
object/view.

Keeping your viewfinder frame and your work in papion is easy. Diagonals drawn
across a rectangle will extend in proportion outlaoger but proportionally equal
rectangles.

Here’s a rectangle with a
diagonal that extends out

- // into larger rectangles.

5. Measure and then lightly draw the center lines amulypiece of paper (for 11X 14"
they will be at %."and 7").
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6. Line up the center lines of your viewfinder framélhvthe center line of your piece of

paper.
7. Use a long ruler to extend the diagonal lines od thewfinder frame out onto your
paper.
Diagonal lines from the

viewfinder frame extend- ' —~
ed out onto the piece of S _
paper. |

8. Starting from any corner, anywhere along the diaajo you
can now draw a rectangle that is larger than thesviinder
frame but in proportion to it, whatever the propiornt of the
paper. Just make sure that all your lines apeire.

Another way to create diagonals is to put the viewer frame in the

Artist’s Sketchbook corner of a piece of paper anq draw one diagon alfqo,m that corner.
Rectangles drawn from that diagonal will be in poopon to the origi-
Proportion is the comparative nal (the viewfinder frame). You can use this methtoddecide on the
relation between things; in a rec- best-sized piece of paper you want to use for aipaldr drawing after
tangle, for example, it’s the com- you have selected the viewfinder frame.
parative ratio between the height ) .
and width. Rectangles of different Eventually, you wort need to draw a box unless you find that you like

sizes that are in proportion share to draw in them.

the same ratio in their height and Extending the diagonal from your viewfinder framellvshow you

width. whether the viewfinder frame and the piece of paprrin proportion
or not. Understanding proportion is worth the time.

The Art of Drawing

You can fasten the pieces of cardboard of your viewfinder frame together with paper clips or
brass fasteners in any size or proportion and turn the frame horizontally or vertically. That way, it
will break down and pack easily for outings, which will be handy later. Having a few viewfinder
frames on hand allows you to see the relative differences in proportion and helps in deciding
which works best for a particular image or for a particular paper format.
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— A simple viewfinder
\ frame can be made by
~ fastening two L-shaped
sections of cardboard to-
gether with paper clips.

Using the Viewfinder Frame

Now that youve done all that and made a viewfinder of your own,
let's try to use the viewfinder frame to make a drawing

1. Decide on an object; a wooden chair would be a goldice
for this exercise.
2. Position yourself, your drawing materials in frootyou and
the chair out in front of you at an angle (45 degleso that Try Your Hand
you can see the whole chair.
3. Pick a viewfinder frame that surrounds the chaiitgiclosely By re,ta'n'ng the proportion, a
Il sides drawing can be much larger than
on a ' the image in the viewfinder
4. Draw a proportionally equal rectangle on your paper frame—in fact, any size you would
5. Reposition the viewfinder frame until the chaimigely like it to be.
framed within the window and spend some time rea#ging
the chair through it.
6. Close one eye and do the following:
» Observe the diagonals and center marks on the walwf
er frame.
» See where the chair fits against the sides of thme.
» See where each of the legs touch the floor relatovéhe
marks on the frame.
» Where is the top of the chair? Artist’s Sketchbook
» Look at the angle of the top of the chair compatedhe | Squareis 90 degrees, at right
top edge of the frame. angles, as in the sides of a rec-
tangle. Measuring carefully off
7. Begin to draw the chair on your paper in the samaceplas thetcen'ter lines helps keep your
you see it in the frame. Use the frame to know wharmpartic- rectangle square.

ular piece of the chair belongs. Draw what you cae in the
frame—thats all.
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8. Draw imaginary lines between the feet of the cheaid measure
those angles against the sides of the frame. Laak a legs of
the chair and make sure they are vertical.

9. Carefully note the following:
» Where is the seat?
» How far from the center horizontal line is it?

» And the back of the seat? Draw the angle of thesickla-
tive to the marks on the frame.

Back to the Drawing Board

Work carefully. Each line is de-
pendent on the accurate seeing

and drawing of the line before it. 10. Add each part of the chair relative to the framealahe rest of
If you need to correct something, the drawing itself.

do it—don’t leave it to haunt you 11. Add details, like the rungs across the legs, as gan really see
later. Try to see each part in rela- them and relate them to what you have dradimke your time.
tion to the frame and all the

other parts. When youve finished, you should have a more accurate drgwih

that chair than you expected. It should be sittorgthe floor convinc-
ingly with the legs vertical and the seat lookingntfortably level.

Here are some chairs
and a ladder drawn by
students using view-
finder frames for the
first time.
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Draw What You See in the Viewfinder

You may want to try a wooden armchair, rocking chamall stepladder, a picnic table, or
even a gateleg table for a little more challengek R differently proportioned frame to see
how you do. Experiment a littleit’s easy.

Next, an excursion into space or at least your perception of it.

Your Sketchbook Page

Try your hand at practicing the exercises oulearned in this chapter.
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The Least You Need to Know

» A viewfinder frame helps you single out an image—an object, a collection of objects,
or a more complicated view.

» The proportion of the viewfinder frame and the box for your drawing must be the
same.

» You can see, measure, and draw the parts of an object relative to the marks on the
viewfinder frame and the marks on your paper.

» The viewfinder frame keeps you seeing the parts and lines in relation to each other.
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Chapter 6

Negative Space
as a Positive
Tool

In This Chapter
» The virtues of negative space
» Learning how to use negative space
» Drawing negative space

» Getting negative

I have learned that what I have not drawn, I have never really seen, and that when I start
drawing an ordinary thing, I realize how extraordinary it is, a sheer miracle.

—Frederick Frank, The Zen of SeeingNew York: Vintage/Random House, 1973)
Let's be positive about this. In space,egativé is not a bad thing. This chapter is about

shape and space. Really seeing both of them igatgtep in learning to draw. In fact, from
a drawing perspective, you should think of shape apace as interchangeable:

Positive Shape = Negative Space
Positive Space = Negative Shape

Find Your Space

Your brain speaks to you constantly, reminding yduvtat you know about everything.
Thats fine for tasks that require verbal skills andear, logical thinking. But seeing and
drawing are visual skills, requiring relationalsuial processing of information. And seeing a
concept likenegative space is definitely a job for the right side of the brain

In Chapter 4,'The Picture Plan&,you tried drawing a complicated object in a forest:
ened view (fingers pointing at you) on the plagticture plane. On the surface of the plas-
tic, the 3-D shapes and space of your hand were eoséd into two dimensions, and were
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Negative space is the area
around an object or objects that
share edges with those objects or
shapes.

easier to see and draw. In ChaptefBinding the View, you drew a chair inside the
viewfinder frame and used the marks on the framéaetp you establish where all the lines
and shapes were, and how they all related to onetlaer. Both exercises have helped you
to see and draw what you saw, rather than what tymught.

The Virtues of Negative Space

We all have minds full of preconceived ideas abbotwv things are. We
often deal in symbols and abbreviations for thirgs long as we can
identify them and they suit our needs.

For seeing and drawing, though, what Wenk we know is not a help,
but a hindrance. It is Old Lefty butting in to tellhat he knows. And

Artist’s Sketchbook what does he know? Sure, he has the chair in histh¢he size of the

seat, the length of the legs (all equal), and thraragement of all the
other shapes. But when seen at an angle in spaeeything is differ-
ent. The seat of a chair isparallelogram, not a square. The imaginary
line between the four feet is also not a squard, druother parallelo-
gram. The shapes and spaces are not egyall saw that as you drew
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Parallelograms.

your chair with the viewfinder frame. So, as usutls best to get Old
Lefty out of the process of seeing and drawing.

s
—

N
SN

Learning How to Use Negative Space

Drawing the negative space around an object iseatgway to send Old Lefty off again.
Why? Because you, and particularly Old Lefty, doknow anything about those spaces.
Certainly you have no memory or preconceived nosi@fithem; you have probably never
even looked at them. But they are there all righrtd they can be mighty handy as guides
to seeing and drawing.

For now, those spaces will confuse Old Lefty, anatthwhat we want. And because you
will get no help from Old Lefty, you are free toesereally see—and then, to draw what you
see. Once you try it, you will realize that thesesomething strangely liberating about
drawing what isrt there instead of what is. Ydlube wondering what is and what i$nand
thats not a bad thing.
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The Art of Drawing

As drawing becomes easier for you, the negative space in a more complicated composition is
even more important. Compelling arrangement of shapes in great paintings is as much the
arrangement of space as shape. The more you see negative space in composition, the better the

composition will be.

Select an Object to Draw: They're
Everywhere!

So, lets start with another chair. Pick a rocking chair,am arm-
chair with curves, or a stool, or a canvas beachimlor a table
with crossbars underneath, or a stepladdgsmething with
spaces within it. Objects like this are everywhese,you shouldit
have any trouble finding one to draw.

Remember to position yourself properynaterials near at hand,
your subject out where you can see it, and youregrap front of
you. Rather than looking over your working handyhriies should
look to the left and back to your paper, and leftghould look to
the right and back to your paper. All set?

A View Through the Viewfinder

Pick a frame that is close to the proportion of yehosen object
(a tall, thin one for a stepladder or a more square for a wide
rocker with arms). Adjust yourself so the chair (@hatever) al-
most fills the frame.

1. Measure and draw (lightly) the center lines and prepor-
tionally equal box from your frame, using the diagds ex-
tended out from the frame to establish the diageroa the
paper.

2. Then draw the box, any size along the diagonal tyoat
want, which will be in proportion with the frame.

3. Your plastic picture plane can come in handy herakM
sure that the grid matches the proportions of tleavfinder
frame, or draw a new grid to the same proportioYosl can
use the plastic picture plane to check yourselyas work.

Back to the Drawing Board

It is our concepts and memories
of things—our habits and our
modes of perception (basically
the realm of the left side of our
brains)—that make seeing and
drawing seem difficult.

Artist’s Sketchbook

A parallelogram is a geometric
shape having four sides. Each pair
of opposite sides is parallel and
equidistant to each other.
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Part 2 > Now You Are Ready to Draw

Draw the spaces between
your chair and the edges

of the frame and all
the spaces within the
chair itself—a study in
relativity. You’ll see.

Where to Start—Location, Location, Location

Basically, you start with a spot and a shapx negative space. Perhaps we can call this a
“spot of spacé,a basic shape that you can see, from which youpmareed to the next.

We will base our‘seeing of the negative space on this firgpot of spacé.

Remember that it is aspot of spacesomewhere in or around the chair.

Back to the Drawing Board

Drawing in, and being sensitive
to, a format such as negative
space is a common problem in
beginning drawings. The concen-
tration and focus are on the ob-
ject and the background is filled
in later. But this method often
results in the image being poorly
placed on the page. No consid-
eration is given to the siting of
the object on the page, and the
negative space around the object
is not part of the arrangement.
Usually, it’s not considered at all!
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1. Hold the viewfinder frame very still and frame thlear in the

window. Rearrange the chair if necessary to sex dn interest-
ing angle. See the relative angles of the seat,thek, and the
legs.

. Try to pick a spot of space somewhere inside youaicto start,

and really see it. Maybe it is the space betweea rilngs on
the ladder, or between the slats of the back odeking chair.
Close one eye antise€ that spot until it becomes more real
than the chair. You will know when this has happeérbecause
it will pop forward as a spot of space while theadhitself will
fade or recede.

. Now see where that spot is relative to the gridebron your

viewfinder frame. You can also look at the spotdbgh your
plastic picture plane to isolate just where ité$ative to the
grid. If you choose, you can draw your spot on fHastic first
and then transfer it to the paper after you see litomorks.
Or, you can do youfseeindg through the grid on the plastic
and draw the negative spots of space on your papejl be a
little easier to see where the spots of space ar¢he plastic
grid.
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Holding the viewfinder
| very still, frame the
chair within it so that
there is an interesting
angle.

J

4. Either way, use the grid on your paper to draw fing spot of space on the paper.

5. Think relatively and relationally. Try to see whereur spot is relative to the marks on
the frame, the grid on the plastic, and the ligintek on the paper.

Draw the Holes, not the Thing

Check your spot of space shape and the lines thakenit, the angle, whether they curve or
not, which way, and how far. Check again againgt ffame. Even if your drawing is larger
than the frame, the two are in proportion, so hk trelative positions will be the same.

Now, stay focused on the space. As for the chaiforget about it!
Keep one eye closed and find your next spot of sp&mnd the
shape of that spot by seeing it relative to youd gnarks. Draw
the holes, not the thing.

Here are some things to consider as you draw thgatiee space:

» Try to not think about the chair itself. Think aboeam par-
ing the shapes of the negative space and the eaffgihsose Try Your Hand
shapes. Are the lines horizontal or vertical? leyharerit, try
to see the angle relative to horizontal or vertiaald draw
what you see.

If you are confused, you can
take a moment and look again
through the plastic picture

» Gauge any shapeits lines and angles, curves, or lengthtsy plane. You can draw the shape
seeing it relative to the horizontals, verticaladadiagonals. of the space there and then
Begin to see new shapes of negative space relativee ones | transfer it to paper. If you can
you have already drawn. see where it is on the plastic,

draw the shape of that spot of

» Draw each new space shape as you can see it. Wargkudly, .
space on your drawing.

checking each new shape, and remember that theglhime
relation to each other.
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» Don’t think about the chair at all.

» If you talk to yourself while drawing, talk to yous§ about the relationship between
lines and shapes of negative space. Otherwise,tdatk at all. Enjoy the process of
real visual thinking, just seeing and drawing sh&pénegative space that you have
never seen before.

See the Object Through the Space
Around It

As you draw more and more of the negative spacesbait will be eas-
ier and easier to fit in the remaining ones. Thecgsaaround your

Back to the Drawing Board chair will be defining the chair itself!

When you have drawn all the negative spaces on yoawing, check
each one in turn against the chair itself. Make Bro@rrections to the
shapes of the negative spaces as you see themcafdightly shade
the negative space shapes as you refine them ufdybke. Your chair
will take turns with the space around it; one véfjpear positive and
the other negative, then they will flip.

If you get confused or have a
problem, remember to see the
shape relative to the guides—the
marks on the frame, the grid on
the plastic, the grid on your
drawing, and the parts of your

drawing that you are sure of. When you are finished, your drawing will be a vetifferent record of
seeing. The chair will come out of the space youédvawn around it.

Here are some drawings done by Lauren and two students, concentrating on negative space rather than
on the object itself.

Each negative space drawing is another chance tilyre@e rather than think your way
through a drawing. By concentrating on the negapace shapes, you can see relation-
ships that will make drawing difficult things easi®ractice in considering negative space
will steadily improve your ability to select an i@, arrange an interesting composition,
place it well on the page, and draw!
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Getting Negative

Next, try this exercise with a complicated kitchgadget like an eggbeater or a handheld
can opener. Try a pair of glasses on a table. Tbycgcle for a real challenge. The important
thing is to concentrate on the negative space mathan the object itself.

As you can see, drawing the negative space can naakifficult drawing easy, particularly
when it comes to foreshortening or complicated sfsapecause you can focus on the space
to tell you, visually, about the shapes it surrosndnd the more you work on negative
space drawings, the more ytludevelop a heightened perception of negative spadich

will tremendously improve your composition skills gou do more complicated composi-
tions.

In Part 3,“Starting Out: Learning You Can See and Drawge will look at setting up a place
to work, artistsstudios, and exactly how to get started with timepde compositions-the
seeing, selecting, placing, and drawing.
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Your Sketchbook Page

Try your hand at practicing the exercises fwaulearned in this chapter.
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The Least You Need to Know

» Our memory of things—the left side of the brain at work—can actually inhibit our
ability to see what is really there.

» The logical left side does not remember or understand negative space too well, so
it’s up to the visual, relational right side to step in and see more clearly.

» Negative space is the area around any object or objects that share edges.

» Negative space can make a difficult drawing easy, particularly foreshortening or
complicated shapes, because we can focus on the space to tell us, visually, about the
shapes it surrounds.

» A heightened perception of negative space will tremendously improve composition
in more complicated compositions.

75






Part 3

Starting Out: Learning
You Can See and Draw

How do artists choose what to draw and what to draw it with? How do you begin to arrange ob-
jects in a composition?

What makes a good composition? How do you learn to draw the form or volume into some-
thing? And what about all those important details you have to draw? In this part, we’ll answer
all of your questions.

We'll start with simple contour drawings of objects and then move on to form, volume, light,
and shadow in more complicated still lifes, exploring why artists throughout the ages just love
those fruits and veggies. Then, we’ll look at a few new materials, as well as details, details, and
more details—and how to balance them for a finished drawing that will really please you.







Chapter 7

Your Own

In This Chapter
» Making your own space to draw
» Finding the time
» Tools of the trade
» Beginning practice

If you have an empty wall, you can think on it better. I like a space to think in.

—Georgia O’Keeffe

Now that youve mastered the beginning exercises that can helptp see as an artist sees,
it’'s time to get serious, get yourself some mate@ald a place to work, set aside some time,
and get to it.

In this chapter, wd begin exploring the places you create and playygs you acquire that
help you become an artist. No room, you say? Noetinhets take a closer look at fitting
drawing into your life—and your home.

Finding Space and Time

A studio or a place to draw is almost as importastyour interest in learning to draw. We
live in a hectic world thas full of deadlines and responsibilities. A spadesour own, how-

ever small and simple, will become a refuge frome tlest of your day. You will look forward
to the time you can spend there.

Time alone—to observe, learn, experience, and greis often disregarded in the pressure-
ridden careers and lives we lead. Drawing, a visueg¢ditative, learning experience, can
help you enjoy your time alone. You deserve a spaté the time to immerse yourself in a
pastime like drawing.
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Setting Up Your Drawing Room or Table

Studios are magical places. They are not like other rooma imouse. While most rooms are
shared spaces, your studio is just for yeeven if it's just a corner of a room. Your studio
will be an intensely personal place, a retreat vehyou can express yourself in the sur-
roundings, as well as in what you create.

A studio can be a large, expansive space with sdweork areas, lots of storage, walls of
books, a computer, a sound system, and great li@hntit can be a sunny end of your
kitchen, the bay window of your dining room, a spdredroom, or any quiet corner where
you like to sit. Try for good light if you can; amer with a window and a blank wall will
do nicely. A small space can still be made intopadal place for you, and a drawing table,
or any table, is a beginning.

Studio Beautiful 101

The next question is how to furnish your studio. Wihext you recruit pieces gathering dust
in your attic or buy all new ones is up to you. Tiet that follows includes what we con-
sider essentials to a drawing studio, but you casilg get by with far less (at least in the

beginning).

» An adjustable drawing table and a comfortable offitgle chair
are a great start. You can work at an angle by ipgta drawing
board in your lap or propping it up with books, bydur own
table is a great help. This can help keep you froomthing
over your work. We doit want any sore backs!

» An extendable goosenecked architectural lamp witead the

Try Your Hand time you can work on overcast days and into thenéwg.
Allowing yourself a space and » Asmall freestanding bookshelf will hold your maitds, books,
some time is giving yourself a great magazines, and your portfolio.
gift. It's a way of valuing yourself, » Supply carts on wheels, called taborets, are a vesfud addi-
thinking seriously about your in- tion. They hold everything and you can move themrmases-
terest in drawing, and making an sary, which is particularly helpful if you have tmndense your
effort to encourage yourself. work area when youwe finished for the day.

» Atackboard is nice if you have a wall to use. Yail enjoy
putting up your work, postcards, photos, and othisual ideas.

» If you have a computer, it can live quite happily a nearby
table. It can be very handy, as we will discus<ihapter 25,
“Express Yourself.

» Abox, such as a file box, big tackle box, toolb@x,photo stor-
age box, will hold your beginning materials.

Artist’s Sketchbook » Aportfolio or two is a way to keep your work orgaed and
Artists’ studios range from con- your paper stored safely. Ideally, portfolios shatle kept flat.
verted closets to converted guest A set of paper storage drawers can go on your Miith
houses. Where you put your studio
depends on where you have room, The sky is the limit with studios, but a modest sp&cbetter than no
of course, but you can make it as space, and working small is far better than puttafigthe experience of
individualized as you choose. learning to see and draw because of a lack of sp@oenpromise where

you have to; the important thing is procuring a spaf your own.
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The Art of Drawing

We know you may be limited by your budget, so you should consider everything in this section
as suggestions. Even with a limited budget, however, a weekend at yard sales or even browsing

through your local thrift shops can yield some surprising bargains that you'll treasure because you
yourself found them.

Lauren drew these pictures of her studio so you can see it as she sees it. One drawing shows the painter’s
side of her studio, and the other, the high-tech side!

Just for fun, compare these photos of Lauren’s studio with her rendition of her high-tech studio above.
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The Best Time to Draw

The best time to draw is anytimeat least anytime you can manage to escape yourradie
sponsibilities for a while. Quiet helps, as doe#tde soft music. As you develop your ability
to focus on your work, distractions seem to vanisht try for a quiet time. Maybe ydll
have to get up an hour earlier than usual to fihdttquiet time, or maybe it will be the
hour or so in the evening when you can pass onsittems and do some drawing instead.

During the week, your lunch break at work can btnae to draw. A small sketchbook, one
pencil, and an eraser that you can carry with ypali you need-you never know what
will catch your attention. You can eat your lunclittvone hand, cah you?

Our weekends, such as they are, are often mordfillith activities and responsibilities
than the workweek, but try for an hour or so of éirfor yourself on weekends, too. That
hour before a Saturday night date night, for exaemghn be a great time to go off by your-
self and draw.

Vacations and business trips are other great drgwipportunities. Planes, trains, and buses
are filled with faces to try. Boats are filled withteresting places and shapes. If you are din-
ing alone, you can draw the dining room, ratherrthjast look out at it. Even a hotel room
may have something to draw.

Anywhere away from home is interesting in some whye flowers, plants, landscape, and
architecture of a foreign or exotic place are alwapmpelling. Drawing in a sketchbook or
journal will remind you of your trip in a differentmore personal way than photos from a
camera will.
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You can draw anything, anywhere, anytime, as these journal drawings show.

What About Drawing Classes?

Drawing classes, like any classes, are an additi@mpglortunity to le

arn. The commitment

you make to a class can help you focus your atantind prioritize your time.

Drawing classes are everywhere. High school conitiguieducation
classes, community college classes, art museunsetasnd small
privately organized classes with local artists soene of your op-
tions. If you develop an interest in a specific ned, a good class
can help a great deal, providing special instructmr access to dif-
ferent materials and techniques. Investigate yoptians, and ask
around to find out if a friend has enjoyed a partar class.

You can also organize your own group with or with@uteacher.
You and your friends can take turns running theugr@r you can
work independently. You can meet and work togetatsome-
on€s studio, a frien® garden, a park, a zoo, a public garden, or
a natural science or art museum. The camaradefienisthe com-
mitment you make to the group helps you to make tilmee, you
can all learn from each other, and, best of allsifree.

Beginning Materials You’ll Need

Good art materials are a tremendous pleasure, battdeel you ha
begin. You can start out with just a few basics. ékxuses here!

On Paper

Try Your Hand

The important thing is time
that’s all your own—no kids, no
phone, no spousal interruptions.
Make it clear to the others in
your household that this time is
yours, and they’ll soon be asking
for their special times as well!

ve to break the bank to

Your choice of paper is somewhat dictated by youdpet. Art stores and specialty paper
shops offer a dazzling array of choices, but a padwo of goodvellum surface drawing

paper is all you really need.

There are many other types of paper to choose frewell. Here a
and minuses of each.

re some of the plusses
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» Newsprint is thin, shiny, and not very rewardingsasfaces go.

» General drawing paper in pads or sketchbooks ietaeln surface, but not too precious.
You will go through a lot of it.

» Bristol board in pads is a bit heavier. The vellumish is pleasant to work on and it
can stand up to an ink line, ink wash, or water-bddupen cils.

» Watercolor paper, in pads, blocks (pads with adheesin all sides to keep it flat while
you are working), or individual sheets, is more ergive but worth it later on for your
finished work. A 90-Ib. or 140-Ib. hot-pressed paperigood choice.

Paper surface varies as well.

» Drawing paper comes in plate (shiny) and vellum ¢srith)
surfaces. The vellum surface is nicer for pen cilwdireg.

» Watercolor and print paper surfaces are hot preslsl press,
and rough. Think of an iron and you will rememberiah is
Artist’s Sketchbook which. A hot iron will press out more wrinkles, arsd it is with

paper. Hot press is smooth and silky, great forglelne and
has a velvety soft finish that feels tone. Cold-press papers have a texture (like wrigkénd take
good as you draw, and it can drawing material differently. Experimesdit’s the only way to
handle a fair amount of erasing. know which you like best. Rough-surfaced paper isyMeumpy
and will show itself through almost any drawing nad

Vellum surface drawing paper

The Art of Drawing

Paper’s thickness is labeled by its weight. Typing paper is 24 Ib.; good heavyweight computer
ink-jet paper is 30-36 Ib.; drawing paper and printer’s cover stock are about 60 Ib.; good draw-
ing, pastel, charcoal, and watercolor paper range from 70-Ib. all the way to 300-lb. paper that
can stand on end, with 90 to 140 Ib. being the mid-range.

Drawing Instruments

Pencils are best for beginning drawings; threyboth simple and correctable. As we dis-
cussed in Chapter 3Loosen Up’ pencils come in hardnesses from very hard techinica
pencils in the H range, to very soft, smudgy pesail the Brange. They are labeled at the
end of the pencil (4H, 3H, 2H, H, HB, B, 2B, 3B, ¥Bchool or regular pencils are 2HB,
rather on the smudgy side.

» Mechanical pencils, once used only for drafting aardhitectural drawing, are fine
tools. They maintain a consistent though variabheland never need sharpening.
The leads must match the pencil in thickness, arbdl®ds and pencils make fine
lines. As the pencil barrels are not labeled, yan dbuy a few colors and color code
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your choice of leads. They cost about $1.50 eachmsade sure you like the feel of the
barrel in your hand. Try to acquire at least 2H,HB, B, and 2B for a range of tonal
color.

» Erasers are important tools. A kneaded eraser catwisted and worked into small
points to get at a little cornerand they can be kept clean by stretching and faddin
for a new surface. They erase without scratchingl@maging the paper surface.
Experiment with the pink, white, and gum eraseos.t

» Charcoal pencils, charcoal, and conte crayons akentheir own tones and textures,
but the medium can be preoccupying at first. Imkpens, brushes, and water-soluble
pencils, we will leave for later.

» Boards are handy, but the stiff back of a drawing pa a sketchbook can take the
place of a board, if you ddnhave one. Boards can help keep your work at aglean
because you can put them in your lap with the papped at a good working height,
and they are more stable than cardboard. Plywédnch thick with sanded edges, is
easy to find. Art stores sell masonite boards imioas sizes. Buy a board somewhat
bigger than your paper.

Tools of the trade: draw-
ing boards and journals.

Storing Your Materials and Work

If you don't have that big studio with stacks of paper drawarfew simple portfolios will
do. Store your individual sheets of paper in on@ awour finished work in another. You can
make simple portfolios out of scored and foldedragated cardboard, or even incorporate
duct tape hinges.’® not necessary to sign each piece, but if youndake it small and

neat, in the lower right-hand corner, and straighlease. A date is more useful, so you can
see your progress. That pin-up board is a nice itea, for your own exhibit.

Beginning Techniques to Use

Practice makes perfect, butsitftun, too. Once yowe got your studio space organized, you
want to warm it up with some work as well. [®took at some beginning techniques that
will help you make your studio feel like your own.

The Marks That Can Make a Drawing

The warm-up exercises in Chapter 3 are always goorkefer to for artists, calligraphers,
forgers, and you. Take a moment and limber up yotawing hand with some circles,
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Practice making marks
that please both your
hand and your eye.

curves, spirals, sweeps, swoops, smooth lines,snudggles, just as you did in Chapter 3.
Then, try some dots, dashes, crosses, hatches,taipés Find out which marks you like.
Try to develop a vocabulary as you go along. Dragvis a language without woresbut it
does have a vocabulary we will be exploring in tatbapters, including terms likiene, tex-
ture, shape, and shadow.

In addition, you may want to try cross-hatching iangil. Try to practice making parallel
lines to tone a part of your drawing. Then, go otteem at an angle. Start with a 90-degree
angle, but try others as wel45, 30—and see which you like. Or, try a mixture of angles
over each other for a mdmpattern. Its less mechanical looking.

Simple Geometric Shapes to Practice

In the next chapters, you will begin to make chojasangements, and compositions. You
will see that the world is full of geometric shapasd that you can use the geometry to
draw things more easily. The more you draw, the myoe'll be trying to see objects in
your drawings as being based on geometric shapes, fat or in space.

For now, begin to collect a few simple shapes, sastspheres, cubes, cylinders, cones, and
pyramids. Household objects like cans, boxes, tinst, funnels, ice cream cones (empty),
or toy blocks are a few easy ones. See how thesb&mok when you look at them straight
on, then turn them at an angle so you see the aopssides.
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Practice looking at basic
geometric shapes from a
variety of angles, includ-
ing straight on, in space,
on a table, and in the
air.

Now, try to draw the basic shapes, first flat andnhin space. Draw them sitting on a table,
and then hold them up and draw them as if they Wier@ting in the air. This practice with

basic shapes will help you see the geometry indbhjcts youll choose to draw in the next
chapter.

Practice drawing the
(] . o shapes, too. See how the

same shape looks differ-

ent, depending on the
angle?

{o

\ S

3

)
~7
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Your Sketchbook Page

Try your hand at practicing the exercises fwaulearned in this chapter.
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The Least You Need to Know
» A studio is a special personal refuge, whether large or small.
» Setting aside time for drawing is a gift to yourself.
» Beginning materials can be simple and easy to collect.

» Practicing lines and basic shapes is a good warm-up anytime.
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Chapter 8

How to Get
Started

In This Chapter
» What to draw? What to draw?
» Picking your paper
» Making arrangements
» Seeing, siting, and sketching

» You're on your way!

In order to really see, to see ever deeper, ever more intensely, hence to be fully aware and alive,
that I draw what the Chinese call “The Ten Thousand Things” around me. Drawing is the
discipline by which I constantly rediscover the world.

—Frederick Frank, The Zen of SeeingNew York: Vintage/Random House, 1973).

Yikes, now what? All set up and nowhere to go? Narries here, l€s just pick an object or
two and begin to draw. Youe got to start somewhere. Look around your womdl aedis-
cover it—after all, its where yolre most likely to find things you want to draw.

What Are You Going to Draw?

Your house is full of choices, from simple to extrelm challenging. You want to start simply
because choosing, arranging, composing on the psegang, and drawing will keep you
busy enough for now.

Begin with a leisurely stroll through your housedk at it as you never have before, really
seeing the things that are there. Think about hoyeal might look together, like that an-
tigue vase you inherited from your great aunt oattpostmodern Italian clock left over
from your last relationship. Sometimes the simplelkjects can make the most interesting
compositions.
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Select Your Objects and Pick Your Subject

Pick a few objects as possibilities, and then yan select from the group. Try for interest-
ing shapes, but ones that are basic, geometric,madageable. Possibilities include
» Mugs.
» Cans.
> Boxes.
» Vases.
» A few pieces of fruit.
» Some veggies.
» Toy blocks.

Or, if you are feeling really confident, a toy anam a toy car, or an old
doll might be just the thing.

Make yourself a little collection of possibilitieBut two or three to-
Back to the Drawing Board gether. Then try another combination. Look for shapeat comple-

ment each other. Play around until you have maadb @ice.
Avoid shapeless objects or ob-

jects with cartoon or caricature
detail. Realistic, accurate detail is

Choose the Format and the Paper

better for learning. Save the ac- Next, pick a piece of paper to work on,»©12" or 11"x 14", and decide
tion figures and cartoon charac- on a horizontal or vertical orientation. Look atetshapes of the ob-
ters for another time. jects youve selected. Are they tall or short? Do they seeméed a

piece of paper that is vertical or horizontal is drientation?

You may be familiar
with the idea of vertical
or horizontal paper ori-
entation from your word — —
processing program,
where it’s called portrait
or landscape. A verti-
cally oriented page is
widest from top to bot-
tom (portrait), while a
horizontally oriented
page is widest across
(landscape).

How Will You Arrange the Objects?

There are always lots of ways to arrange things tandrand no one way is best, but you
want to make the best choice that you can. Ofteetpit is the simplest arrangement that
works best, especially if the objects have a lodefail. Sometimes, a jumble of things cre-
ates an interesting mix of shapes. Later on, in @tlea10,“ Toward the Finish Liné&, we'll
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pay more attention to tone and texture, but for n@egwill concentrate on arranging, see-

ing, and drawing shapes in relation to each other.

Seeing Arrangement and Composition

Arrangement and composition are the first steps iaking a good drawing out of your cho-
sen objects. As you play around and change the doatlbn and arrangement of your
chosen objects (feel free to change your mind)gettikne to look at your choice through
one of your viewfinder frames, picking the one ttbatst frames your composition. Turn it
horizontally or vertically to match your arrangenteand your paper orientation.

Make sure you have chosen your objects, arrangemeam position, paper size, paper
orientation, and viewfinder frame so that theywtrk together. Whew, th& a lot right
there, but you can do it! When youe got everything ready, follow these steps:

1. Lightly draw in the horizontal and vertical centleares on your paper.

W N

Draw a box that is proportionally equal to the vigwder
frame by measuring, or positioning it on the diagtmat
whatever size you wish.

Now you can look at your arrangement through yoiemfinder
frame and begin to draw it, in the same proporttonthe larger
box on your paper. You can also look at your compos through
a proportionally equal grid on a plastic pictureapé to gauge
where things are and where to start.

But the main work of positioning the objects in yodimawing
should be done by reallseeing your chosen objects as a small
group and then trying to imagine them sitting eweatross the
center lines of your paper. Yduwant to maintain a constant
view, looking at the same spot from the same heig@hftcourse, if
you've got to get up, you can draw a line around aneobjo
mark its place for later.

Look again through your viewfinder frame to see whéehe center
lines are. See what shapes are right there in tiddta. Lightly
sketch the main shapes relative to the center lines

Remember that objects need ‘tsit down” where they belong in
your drawing. One way to accomplish this is to inmeggthem in
the box they came in. Draw the box in space, anenhtfiit the ob-
ject into the box. This works for chairs, tablesabs—really, just
about anything.

See the View and the Distance

Once youve made your arrangement, take a look at it throtigé
viewfinder frame. Decide on the exact area you widw. How
you hold the viewfinder frame will determine whatwy draw and
from what vantage point and distance you draw itisTwill affect
the space in your work and around your objectstharange.

Extend the diagonals on the viewfinder frame onlte paper.

Place the viewfinder frame on the paper and linetlup center lines.

Try Your Hand

In more complicated arrange-
ments, you may want to exclude
some of the elements or some of
the detail. You can “filter out,”
or choose to eliminate what you
don’t want, in order to empha-
size what you do want. The
choice is up to you.

Artist’s Sketchbook

Range is the distance between
you and your objects: close-up
(objects), mid-range (still life), or
far away (landscape).
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Some of the ranges you may consider are:

» Close-up Range: Objects that fill the frame will look close to yoalmost in your face.

Objects in close-up will
fill the frame.

» Still Life or Mid-Range: Objects drawn smaller in the same frame will looknswh at
farther back, as if on a table.

Objects at mid-range -
will be set farther back. ™ ,_,-'f

» Deep or Landscape Space: Objects drawn smaller, still in the same frame, griaced
toward the top of the frame will seem far away,fads a landscape space.

Objects in deep space
will be seen in the
distance.
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The Art of Drawing

Most arrangements and still lifes are seen and drawn looking across and slightly down at the ob-
jects, but more radical views can be more interesting. They are also more challenging. Eventually,
you should try drawing at all the different vantage points that you can; you may find you are
particularly fond of an unusual way of seeing things.

These different senses of space are fun to play witht for now, les keep to a range some-
where between close-up and still life space anddetdme long views for later. Understand-
ing, seeing, and drawing from a particular view arahtage point is

a big step and can seem complicated, but it reiahit.

Whether you look across at your objects or down bem, and at
what angle, will greatly affect what you see. Thiskes the differ-
ence between looking at the side of a box or vasmaog and look-
ing into them.

On the Page To “see” means looking on the

First, just see your arrangement from where you aomsidering the | right side, without letting Old
following: Lefty help out, to see only what
is there—no thinking in ideas,
only in visual, relational terms.

Try Your Hand

» Can you tell where eye level is?

» Can you tell if you are looking across at it or dowt it?

» Can you see the tops of things?
» Orinto things?

Probably, you can see somewhat into or over thimggour
arrangement. We tend to see across and down attsbge a table,
for example, because we are sitting higher than tdide. If we sat
on a higher chair or stool we would be looking downto the ob-
jects even more.

Artist’s Sketchbook

If you look straight across at your objects, yoe &oking at eye

level. You will see just the sides or things, buitrthe tops or bot- Eye level is straight out from
toms. where you are, neither above

nor below the level of your view.
As you move up or down, your
eye level and view change.

And if the objects were on a high shelf and youlked up at them,
your view point would be lower than the middletlfe shelf were
glass, you would see the bottoms of things as well.
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Next Step: Establish Eye Level

So then, for starters, Istsay that the center horizontal line on your paigeye level. Hold
your viewfinder frame so that you are looking thghuthe middle of it at your arrange-
ment. Can you tell where the center horizontal lorethe viewfinder frame is in your
arrangement? That spot or line is at eye level frwlnere you are seeing your arrangement.

Site the Image on the Paper Using the Center Lines

Use the lines on your viewfinder frame to decide eye level in your view, which is called
siting the image. Know whether you are looking dagvamd try to know how much: a little,
some, more? If you are sitting in a chair, sit ostaol and see the difference, then stand up
and see more of a difference. You can even stangaur chair and look down for a bisd

eye view.

From a bird’s-eye view to a fly on the wall, the way you look at your arrangement will determine
how it looks on the page.

Making a Simple Contour Drawing

Whatever view you choose, see it through the viedénframe and find where the center
lines are, then imagine the view as you see it,teesd on the center lines of the box on
your paper.

Then, of course, you just lightly draw it, as yolese Nothing to it!
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The Lightest Sketch to Begin

So do it now. Use a light pencil, HB or H, and wséght touch. Try to see the basic shapes
in your objects and their relative placement, withwithout the aid of the viewfinder
frame or the picture plane.

Don’'t worry if you use either of these to check youfsalfor help as you practice. You will
use them less and trust yourself more the more drgsvyou do.

Either way, take the time to check yourself in theginning. Dort wait. See the arrange-
ment again through your viewfinder frame and on yduawing.

Check It Over

When youve finished, consider the following:

» Check that the image is centered on your paper wime help from the center lines.
» Check the view and the vantage point.
» Look for clues as to your view:

Can you see into or on top of your objects? You are looking down.

Can you see the tops or just the sides of things? You are looking across.

» Check that you have drawn the shapes of your objastyou see them.

Correct or change any problems you see before yoorm.

Correct It Now, Render It Later

Continue to add or refine the lines you draw to agynuch about the shape of your ob-
jects as you can. Look for little details in theagtes and make them part of your drawing.
See as much as you can and draw as much as yose=mn

When yodure finished, your drawing should be a reasonabpresentation of the simple
arrangement you chose. It should reflect the chotteat you made, including.

» The objects you picked.

The arrangement of them.

The frame and the format.

The distance from you.

The viewpoint and vantage point.

YYVYYVYY

Side view, above, below, or partway in between.

In addition, the basic shapes of your objects anéitplacement relative to each other
should be clear. The detail in the shapes of eacdukhbe there. And l&t throw in a bit of
your own personality, response, or uniqueness i@ wlay that you made the drawing.

Now youve completed your first real selection and draworgyour own. From here on,
the sky is quite literally the limit. Try a few dhese small, simple drawings. Try different
views and ways of framing the view.

In the next chapter, wk be taking a closer look at objects and stileldom position.
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Your Sketchbook Page

Try your hand at practicing the exercises fwaulearned in this chapter.
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The Least You Need to Know

» You begin a drawing by selecting your subject and deciding on the exact arrange-
ment.

» Your viewpoint, vantage point, and eye level all influence what you can see of your
arrangement and therefore what you will draw.

» Centering your view with the viewfinder frame and seeing the same view on your
paper gets you started correctly.

» Remember to see shapes and relations between your objects and to draw what you
see.
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Step Up to
a Still Life:
Composition,
Composition,
Composition
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In This Chapter
» All about still life
» Why artists love fruits and veggies
» Filtering and framing your still life

» Seeing your still life in space

Drawing seems to provide an extra measure of engagement.

—Hannah Hinchman

Artists love to draw the still life;and so will you. In this chapter, Webe exploring exactly
what a still life is, and how you can make this mpspular of artistic expressions your
own.

What Is a Still Life?

You began drawing your choice of a few basically ghé objects in a simple arrangement.
Drawing from astill life arrangement is an extension of those simple pa&ifthe space in a
still life is usually rather shallow and thantage point is fairly close in, while theiewpoint
(seeing from above, the side, or below) can varijtga bit, for surprising results.

Picking Objects: Classic, Contemporary, and Out There

Not all of the items in a still life need be exactlgad. You can include flowers (cut or pot-
ted), fruit and vegetables, sea shells, seeds, podtss, or leaves. You can include a féalas-
sic nature moftitems like butterflies, bugs, bones, fish, seafpskulls, and stuffed animals
(real ones, not your toddlsrbedmate). Human-made items (including pots andspan-
tiqgues, china, baskets, fabric for background co¢@mrden tools, the contents of a drawer,
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your shelf of plants, your bathroom shelf, and yeotlection of art supplies}basically
anything with an interesting shapés worth a look.

{:FP

Artist’s Sketchbook

still life, called nature mort (“dead natural things” in French), is a collection and arrangement
of things in a composition.

Vantage point is the place from which you view something, and just exactly what part of that
whole picture, you are choosing to see and draw. It is the place from which you pick your view

from the larger whole, rather like cropping a photograph. If you move, your exact vantage point
changes.

Viewpoint is similar, but think of it as specifically where your eyes are, whether you are looking
up, across, or down at something. Eye level is where you look straight out from that particular

viewpoint. Things in your view are above, at, or below eye level. If you move, your view and eye
level move, too.
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Your choice of still life

objects is limited by

only your imagination.

Try Your Hand

Still life items tend to be rather
domestic or household in nature,
but you can push the envelope
and start including unusual things.
Just make sure that you think they
are worth your time to draw.
There are as many possibilities as
you have ideas.

Back to the Drawing Board

Objects with unclear shapes or un-
realistic proportions are not the
best choices for a still life. The idea
is to learn about shape and pro-
portion, so opt for realism, even if
your taste is for the unusual.

104

You can add sentimental items, such as old lace @nida, a babyg
shoe, or an old hat with ribbons. Even old pictymglsotographsin an-
tigue frames, and vintage postcards work well il Bfes. You can go
wild and thematic with items from an exotic trip tbe Caribbean or
South America or out West. Or you can include a BrAdirondack
chair, a willow basket, some pinecones, oak leaaet®y cabin, and

a small carved bear. You can go high tech and meakemposition

of your Palm Pilot and your keyboard, or go the ggooute and
arrange your sneakers and your tennis racket.

You can reflect your favorite pastime; food, of ¢ee, is a great choice
and has been favored by artists over the centdoieshe wealth of
shape, color, and texture it provides. A food dif# can be classic or
surprising. Fishing tackle, a gardening arrangem éoibks and pens, a
collection of boxes-you name it, and you can draw it.

Why Artists Love to Draw Fruit and
Vegetables

Objects from nature have been favorites of artistes the early
Renaissance, when painters began paying more atterno their sur-
roundings in their largely religious paintings. Thuscious shapes,
vivid colors, and textures in fruit and vegetabées good reasons for
their appeal. They are also apt metaphors for Idaerally, and add to
any domestic scene.

A Few Thoughts on Composition

Composition is the way you arrange things for a diregy rather than
accepting them just the way you find them. It indtds where you posi-
tion yourself, how much you decide to see, from whpasition you de-
cide to see it, and how you decide to put the imagethe page. While
a lot has been written about composition, expereeiscstill the best
guide. Still, here are some of Laurerthoughts on the subject.



Chapter 9 > Step Up to a Still Life; Composition, Composition, Composition

Off Center Is Often Better

Arranging things slightly off center relative to yocenter lines can create a pleasing bal-
ance of elements. Use your viewfinder frame and ¢heter lines on your page. Position the
main objects to the side of center, rather thamtign the middle. See if you enjoy the
shapes and spaces this way. Remember to see thatinegpaces between things as part of
your composition.

Centering on Purpose

Char ming Diagonals Try to see the compositional

You can choose to center something for emphasidjqdarly if it
is also a close-up view. Other times, the symmetrtapes of
things can be striking if arranged in the centastdnake sure your

choice of objects warrants that decision.
Try Your Hand

structure when you look at a
painting that you like and try
the same balance in one of your
drawings.

You'll want to look for diagonals-in life, in landscapes, in other
drawings, in compositions, and, of course, in yown drawings.
Try to see an imaginary triangular shape or twahme relationship
between things in the composition. You will likeglthange in
your drawing.

Other Shapes to See in the Shapes of Things

As well as seeing triangles in your compositions,igthmeans you have established some
strong diagonals, try to arrange some of your cosifgons around a strong curve or ellipse.
Note which side of the paper you favor for a stragogn positional line or curve. Many of us
are happier with an emphasis on the left side, heeanany of us are right-handed and so
is our written tradition. Many Eastern compositioar® balanced differently.

The Art of Drawing

Euclid, a Greek mathematician from the third century, was the author of Elements, a treatise on
early geometry and the concepts of point, line, and plane. His thoughts on design are called the
“Golden Section,” to establish where the central point in a composition should be. He wrote:

"So that the space divided into unequal areas be aesthetically pleasing, one must establish the
same relationship between the smallest part and the largest part, as exists between the largest
part and the whole.”

Basically, this means that a horizontal that is a bit off center and a vertical that is a bit off cen-
ter and the place where they cross that is off center, but in a pleasing amount, is what the eye
seeks. Try it for yourself!
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Composing a Still Life

Composition is really a way to think about your arggment so that it is as pleasing as pos-
sible after you have gone to the trouble to draw it

Collect more objects than you did in ChapterBow to Get Started.Play around with
them until you have narrowed down your options.

Decide on a horizontal or vertical format, usingthiewfinder frame if you wish.

Choosing from a Group of Possibilities

Arrange and rearrange the final players until yoa pleased. Dot hesitate to chuck out or
change at the last minute;dtyour choice here.

Filtering and Framing for the View You Want

You can decide to use a jumble of things, but yoighm want to eliminate or just suggest
some of them. You will get the effect, say, of ader full of tools or toys, but call attention
to only some of them.

See your composition through the viewfinder framattibest frames your arrangement.

Space in a Still Life

A good drawing reflects the single view put on pap@u need to see and establish, in your
own minds eye, the vantage point and viewpoint from whiduyare seeing and therefore
drawing your composition.

Vantage and View

Before you begin, yoll want to explore both theantage point and
viewpoint. Remember, the vantage point refers to your distaameay
from the subject, while the viewpoint refers to targle at which you
see the subject.

Still life space is usually shallow, so the vantggent is usually in the

Try Your Hand mid-range. As you draw more, you can alter your \aayetor viewpoint
Cubist artists departed from the as you wish. For now, though, Ietstay in middle ground, and save the
idea of a single view and began bird’s eye views for a little later.
the process of seeing and draw-
ing multiple views as one image. More Work on Eye Level

You can, too, but only after you
can see and draw that single
view.

Eye level is important. Since drawing is putting trsengle view on
paper, you need to keep a consistent vantage aeawpaint and main-
tain eye level as you work. Check that you can waere eye level is in
your arrangement and on your paper.
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Objects look different de-
pending on how you look
at them—ifrom above,

at, or below eye level.
Examine these shapes
(eye level is at center)
and you’ll see what we
mean.

Above eye level

Eye level —————— /"
& ﬁ
Below eye level I
= - -

by,

Making Things Sit Down, or Roll Over, and Stay

Your dog may sit and stay, but when it comes towdnagy, you have tanake things sit and
stay sitting. Objects in a still life have a funmway of not staying quite where you want
them. They seem to slant or tilt, or look crookedasymmetrical. They fall off the table or
jump out into the air where they ddrbelong. You can fix all that with a working knowl
edge of simple viewpoint and perspective. Accuratttlawing objects at the view that you
see them is the way to keep them sitting down.

Ellipses Are Your Friends

Alot of things that you might have chosen to drare circular, such as cups, mugs, bowls,
vases, plates, and parts of other things. Circé&nsin space beconmedlipses. The relative
fullness or flatness of the ellipse is a functiohhmw high above or how much below the
object you are, whether you can see into it or remtd whether you can see the bottesor
could, if the table or shelf were glass. Drawingthasic shapes you see in light circles and
ellipses can establish eye level and some roundtresse object from the beginning.

Circles become ellipses
when viewed from above
or below eye levels.

Above eye level

%%Af\

WWW$ W\'/W\\J

Eye level

Below eye level

O
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Artist’s Sketchbook

An ellipse is a curved geometric shape, different from a circle.

A circle has one central point, from which can be measured its radius, or all the way across for its
diameter. An ellipse has two points that determine its shape and proportion, the farther away
from center the two points are, the flatter the ellipse is.

A 3-D ellipse is called an ellipsoid (something to remember for advantage in Scrabble games)
and is a shape to use when sketching in the fullness of things.

Your practice in warm-up drawings of basic shapes godr practice in drawing basic geo-

metric shapes should have acquainted you with sdlip Practice more if you need to. Note

how they are flattest near eye level, whether abovbelow. They get fuller and fuller as

they are further from eye level, so that when yoa oking completely into a round ob-
can see how their ap-

ject, it appears round, too.
R
pearance changes. First, ‘

in sketch form; then, as Above eye level Above eye level
polished contour draw-

ings. e tﬁ:\‘ L ——” B
L i ::[4 j NS @

Here are a few simple
objects that Lauren has
drawn above, at, and
below eye level, so you

ey
j \
y
<
,
/
y,

Eye level
€ _
‘ ' V
— NS
Below eye level Below eye level

When a Cube Is a Cube, in Space

Rectangular objects do their own thing in space. Noty are they affected by eye level
(above, at, or below), but they also change as g@@ithem from an angle other than
straight on. As you see a rectangle from an antjie,face or plane that is slanting away

108



Chapter 9 > Step Up to a Still Life; Composition, Composition, Composition

from you starts to diminish or vanish. So a planespace needs to reflect that vanishing as
well as its place relative to eye level.

This is not as hard as it sounds. Again, your pictn drawing basic geometric shapes
should help. Draw more at angles and different keyels to practice.

Note how this cube in
space starts to diminish
or vanish.

When a Cylinder Is a Rectangle, with Curves

Try seeing and drawing a cylinder as if it were ategle in space. Get the angle and eye
level right and then adjust the shape inside. Amyér has round ends, in space they are

ellipses. You can get the right ellipse by fittiignto the end of the rectangle at the same
angle and eye level.

Lauren (upper) and one
of her students (lower)
draw a cylinder as if it
were a rectangle in space.
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Fitting Other Shapes into the Boxes They Came In

Most things in your life came in a box. That box sait the table or the floor before the ob-
ject was taken out of it. It might take a little ghing or prodding, but that object would fit
back inside. Visualize your object inside a boxuYoean even draw the box in lightly to
make sure it is sitting at the correct angle. Themply draw the object inside the box and
you will have it where you want it. Try it!

Try drawing your object in its original box to get it where you want it.

Drawing That Still Life

You already have all the tools to draw your stifeliyou just need to use them. This more
complicated composition will take more patiencen &, and clear seeing, but these are skills
that you now have, right?

See Your Still Life in Space

Sit and see your composition in space, with or with the viewfinder
frame or the plastic picture plane.

Site the Arrangement on the Page

Try Your Hand Draw the horizontal and vertical center lines on y@aper. You can
use the diagonals of your viewfinder frame to makkeox on your
paper that is proportionally equal to the frameeShe arrangement in
that box on your paper. Then pick a place to stard draw the first
shape.

Patience is a virtue, especially in
drawing.
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Start out with some planning lines in addition toetcenter hori-
zontal and vertical lines. Make a light set of skeamnd lines that
establish placement on the page, position of olsjeahd amount
of overlap. Try drawing a light set of lines that@dose your com-
position. You can use these lines to judge shamesspaces
against.

In addition, you may want to check relative heiglated widths
against each other. To do this, select a baselinm@asurement
that you can consider having a length“af’ Then, use that meas{ The planning lines in your work

Try Your Hand

urement to gauge other lengths, widths, curvespsisaand should be light, and need not be
spaces. Establish the ratio between the base aydime you erased later. They can add a vital-
measure against it, such as 1:2, 1:4, 1:5, etc. ity and they show the process that

you have been through, too.

Start with a Light Sketch to Position

As usual, you should begin with the lightest liryeur H or HB pencil, and a light touch to
draw in the basic shapes and angles and relati@twden things. Take your time. Dbn
rush. A complicated arrangement takes more timen<ider the following as you begin:

» Start with the lightest of directional lines foradaobject.

» See how they overlap.

» Try to see each one in its own spot, but relatiwegte others.

» Imagine that you have x-ray vision and can see taekb of your objects, where they
touch or are close to one another.

» Make sure you have left enough space for each.

Check Your Spacing

Don’'t go on until you are sure of everything and evaiigtg is in its place, and that you
have a place for everything. An object with a shapel size has to have the space in your
drawing that it needs to look three-dimensionakwb objects are in the same three-
dimensional spot in your drawing, they will bothollo flat. Give them the room they need
to look full.

God is in the details.

—Buckminster Fuller (And he was right.)

See the Detail in Each Object and Draw What You See

When you have located and drawn the shape of edogbcbin your composition, the rest is
clear seeing and drawing of the remaining detail.

Your finished drawing should reflect all the worky have done lately. An arrangement
that you would have thought impossible to draw @wnwithin your grasp. It is a great
feeling.

In the next chapter, we will look at getting thinggslook a little more full of volume and
detail. We will look at volume, weight, light, anghadow, and how to draw them by adding
a bit of tone to your line drawing. Detail and bktilore detail will give your work the com-
plexity that makes it special.
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Your Sketchbook Page

Try your hand at practicing the exercises fwaulearned in this chapter.
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The Least You Need to Know

A still life is a composition of objects chosen and arranged for interesting shapes,
spaces, and some special sense of you and your choices.

Composition is based on some classic rules, but is basically working until you have a
pleasant arrangement of your objects in space.

Vantage point and viewpoint are important considerations in composition.

Once you have decided on your composition, see what you arranged and draw what
you see.
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Chapter 10

Toward the
Finish Line

In This Chapter
» Establishing volume and tone
» Using light and shadow
» Creating a balance between line and tone

» Knowing when you are finished

The most obvious reason for drawing disciplines is to train the eye and the hand to instanta-
neous coordinated activity. Artists of the past and present have made countless drawings, not
only as students, but all through their lives.

—Harry Sternberg

You've heard the phrasdt’s all in the details, and when it comes to drawing, those details
include volume and tone, line and shape, and lighd shadow. How do you add those fin-
ishing touches? In this chapter, yddind out.

Line and Shape Are in the Lead, Form Follows Close
Behind

For many drawings, a clear, sensitive contour loa@ say as much as you need to say. You
may enjoy the line quality as it is, feel the sham@d spaces between shapes to be accurate,
and have enough detail to feel your drawing is$mad.

In other drawings, it helps to define the form ailfiess of things by rendering them with
tone. Light and shade come into play here, anddhection from which an object is light-
ed will determine the play of light upon it, therdéction of the shadow it casts, and
whether that shadow is on the object next to it drodv much.
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Artist’s Sketchbook

Tone refers to shades between
light and dark, or white and
black, that can be used in draw-
ing to define areas of light and
shadow or render the fullness of
an object.

Making a set of boxes
for a tonal chart.

Back to the Drawing Board

If you get ahead of yourself and
get confused between shape and
the detail on the surface, or
confused about what makes vol-
ume and what makes texture,
just take a step back. Sit until
you can see where you are and
what you should do next, includ-
ing a good erasing.

116

Light and shadow can create strong patterns thatpart of your com-
position and can make an object seem more fulldfime and weight.
Detail and texture are on the surface of an objkotther defining it.
Sometimes they can be confusing when they'tdéallow the form. It is
better to concentrate on shape and space firsymel and weight sec-
ond, and light and shadow next, and then detail sexdure can follow
along later.

You'll want to make a graded chart for yourself as adgufor your
range oftones to establish light, shadow, and volume.

1. Measure and draw a box 6" wide and 1" high.

2. Draw a horizontal center line to make two long bsxX&" high.

3. Measure and draw vertical lines at 1" intervalsntake six
boxes on the top row and six on the bottom row.

4. Label the first box on the upper left-hand corrigd.” (Lefties
can begin in the upper right-hand corner and wofk)le

5. Box #1 will stay white.
6. Label the next box #2.

7. Starting with box #2, lightly and evenly shade ttest of the
top line of boxes.

8. Label the next box #3.

9. Start with #3 and evenly shade over the rest feshade darker
than box #2.

10. Label the next box #4.

11. Begin with it and make another layer of shading otlee re-
maining three boxes.

12. Label the next box #5.

13. Begin with it and make another layer of shading.
14. Label the last box #6.

15. Make the final layer of shading in it.
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Here is a filled-in tonal
chart.

You can do this for a six-box tonal scale, or youn aaake it nine boxes or twelve boxes, as
many as you want. Start with six boxes for now. Yoave a range from white to light to
medium to dark.

Now, on the lower row, practice matching the vasaones you made on the top of the
chart. Start by trying to match the darkest toneeK shading it in until it matches the
upper box. Then, try to match one of the light tontken try to match one of the mid-
tones. Continue until you have matched all the tonkthe scale and filled in the bottom
part of the chart.

In this tonal chart,
we’ve filled in the bot-

tom row of tones to
match the top row.

Your tonal chart gives you an idea of the tonal rartigat you can use when you are look-
ing at your drawing and deciding how to add tondtto

The Art of Drawing

You can make tonal charts using a selection of pencils, different hardnesses, particularly if you
like very rich tones. It is important to jot down how you got each set of tones and with which
pencils so that you will be able to use the same technique for building up tone on a drawing.
Try a chart or two with a different range, a light one or a dark one that might not even begin
with white.
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Here is a dark tonal
scale.

You can make a tonal scale with different texturedrks instead of solid tones. Try making
a tonal chart that is made up of different texturedrks, keeping them all the same for
each tonal chart so you can see the range of tasidye Eventually, you will be able to
jump from tone to textural tone and back again whatlding whatever tonal value you
want because you willse€ them in your miné eye.

Here are some circles
with different textural
marks to make the range

of tones. Your own tone
boxes can be in rows of a
boxes or looser shapes

filled in with a range of
tone in one texture.

Here are some additional tonal tips to consider:

>» Keep looking at your composition and your tonallscé&ee the
shapes that each tone fits into. Yddnave different tones for
highlights on things, the light sides of thingsetmid-tones,
the darker sides of things, shadows, shadows adioegs, and
the darkest cracks and spaces between things.

Try Your Hand

» Get up, walk away, and then come back and look atrywork
The more you practice seeing with fresh eyes. You may see things you missed when were
and adding tone to an accurate sitting right on top of your drawing. Correct anyoplems you
contour line drawing, you will see
begl'n to do it sooner, as you '
move from the planning lines to » You may want to darken the shade of your darkestetbo in-
the drawing of the shapes, be- crease the contrast between your lights and darks.
cause you will be able to see line » Half-close your eyes, or let them go out of focusisTean help
and tone together. you see tone, and then you can work on detail.

» For practice in form, light, and shadow, try drawieggs, rocks,
shells, or even mushrooms.
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Weight Is in the Rear, but Coming Up Fast

Let's go back to those basic shapes you collected aadtiged drawing in space. In Chap-
ter 9,“Step Up to a Still Life: Composition, CompositioBpm position’; you drew them as
contour line drawings. Now, try them as toned 3-Oewls. Pick objects that are simple and
not too richly colored or patterned for starters.

1. Establish a light source and direction. See how liglet plays on the objects. See the
gradation of tone relative to your chart of tonahge.

2. Squint at your arrangement, you will find it eastersee the lights and darks.
Squinting makes it easier to see the tones. Itesodtdetail and blurs the mid-tone so
that you can see the extremes on your tonal scale.

3. Pick the lightest spots like highlights on fruit tire lighted side of a cube or mug.
These areas will be at the light end of your toreal ge.

4. Decide on the darkest spots, like spaces betweémgthor a
darker object. These areas will be on the darker ehgour
scale of darks. How dark do you want the darks¢@ g

5. Pick the middle tone between the lightest one andrychoice
of the darkest. Try to see that tonal color in yaurangement,
what is halfway between light and dark. This playlight and
dark has a name, naturallyhiaroscuro. Artist’s Sketchbook

No amount of tonal rendering will make for a sen$aveight and Chiaroscuro is Italian for light
volume if the object drawn doedrhave enough space to be three{ and shadow. It refers here to a
dimensional. Your careful seeing and drawing of #hepe and the | system of tonal shading to render
relationships between things must come first. Th@mntour line on | an object so it appears three-
flatter items and tone on things with greater weigan suggest the| dimensional.

differences in volume.

First Things First: Shape and Space

As with tone, light, and shadow, no amount of detmiltexture will help a drawing when
the basic shapes and the spatial relationshipsateseen and drawn well. When this is the
case, you will waste your time adding detail whewuyshould be correcting the shapes and
spaces.

Similarly, all the rendering in the world will naohake an asymmetrical vase symmetrical,
make a bowl sit on the table if it is jumping up, make two apples look round if they are
so close as to occupy the same space on your page.

Sometimes, the best thing to do is start overaffer a while, it seems that everything you
add detracts from your drawing rather than enharntcdsy, try again may be the route to
take.

Now Start Again

Pick another arrangement to draw. Choose a few dabjdtat seem to require tone to make
them appear as full as they are. Keep them simgdemetric shapes like fruit, plain boxes,
a cup or mug, or some toy blocks. Try to pick olgethat are close in color so the color
won't be confusing you. Later you can pick objects thedquire your ability to establish true
color differences using tone.
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Back to the Drawing Board

You can work on line and tone
simultaneously as long as you re-
member to keep checking and
don’t get bogged down adding
tone to a drawing that still needs
work on basic shapes or spaces.

Try Your Hand

Remember, squinting helps here,
regardless of what you mother
told you about making faces.

Try Your Hand

You don’t have to fill in every-
thing on a drawing; you can get
more mileage by just suggesting
light, tone, shadow, or volume
with some tone, but retain the
contrast and sparkle in your
drawing. What you leave out can
be just as important as what you
put in.
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Make your arrangement and composition. See your gosi+
tion through your viewfinder frame. Decide on yopaper and
format—horizontal or vertical. Draw a proportionally equadx
on your paper, with very lightly drawn center lineshelp site
your composition on the page.

Arrange a light source. Look at what it does. Trpwing the
light to the other side, the front, or the backdasee what the
light does in each case. Decide which you prefer.

Site your view in space and on your paper. Ddorget the cen-
ter lines, the viewfinder frame, and plastic picyrlane as
guides.

Make some beginning planning lines, then draw thepdest
shapes, directions, and angles. Measure them agthressides
of your viewfinder frame to see the angles. Lighdlsaw in the
basic shapes.

Check yourself against your composition with thewifinder
frame and adjust. Work on seeing shapes as spaces.

Pay attention to the negative space shapes. Theyhelm a
great deal in positioning everything correctly. Chkeagain.

6. Work on it; redraw until all of the objects are cectly placed.

7. Refine the shapes and lines to be more expreskivek at each

10.

11.

12.

item in your composition and say as much about easlyou
can.

Make a tonal chart on the side of your drawing oraseparate
piece of scrap paper.

Try to see each part of your drawing as having matlovalue,
relatively speaking, from the lightest spots to tharkest ones.

Look at the light and shadows. Decide on a tonalgmathat
you will use. Know which pencil will make which ten(this is
where the tonal chart helps). Establish the lighttp and the
dark parts.

Draw in the shapes of the highlights and the midesmand the
shadows. Pay particular attention to how a shadeowshaped
when it falls on another object. Add the tone tauyarawing,
as you see it.

Develop the tone on your composition from less torendased
on your tonal range chart and what you can see.Wor the
drawing as a whole, not just one part at a timeilBup tones
gradually.

You may see problems as you draw, some inconsistéhay you
missed. Dort hesitate to go back and fix it. Remember thatwyou
viewfinder frame and plastic picture plane can hgtu see your way
through a difficult part.
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Back to the Drawing Board

Sometimes, as you add a lot of detail, you have to go back and darken the darks for richer con-
trast, or lighten the mid-tones, or enrich the contour lines. Experience is the best guide here.
Building up tone is easy; just keep at it. You can lighten a tone or area that has gotten too dark
by erasing lightly. You can use the eraser as a “"blotter” and pick up just a bit of tone without
disturbing the line. The more you draw, the more you will develop a personal sense of style—and
a sense of what suits you and the situation.

Here are some examples of drawings with tone.
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Getting to That Finish Line

Do you see how your shapes now have a sense of velanmd they seem to really be there
in space?

As you practice adding tone to an accurate contfowe drawing, you will begin to add
it sooner, after the first planning lines are thesedefine the shapes and spaces of the com-
position.

Take your time building up tone and balancing tbbaé¢s in your drawing. It takes patience
and discipline, but you can do it.

You will be pleased with the result, and your drags will have the added dimension of
volume and weight.

You can use tone as much or as little as you wisls your choice, as it is your choice as
to how much to render, how dark to go, and how &babce the tone and line in your
drawing.

Then, of course, there is the matter of deciding wlyeu are done. You are done when you
have drawn the shapes, spaces, highlights, mid-todadks, and shadows in your composi-
tion and balanced all of them for a drawing thaseté&es your arrangement in space. Are
you pleased with your tonal drawing?

As Michelangelo said to the Pope when asked aboetddiling painting for the Sistine
Chapel,”l will be done when | am finishel Like Michelangelo, you are done when you
are pleased.

In Chapter 11;At the Finish Line: Are You Ready for Moré®e will look at detail and tex-
ture, surface elements that can tell still more @bthe objects that you draw.
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Your Sketchbook Page

Try your hand at practicing the exercises oulearned in this chapter.
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The Least You Need to Know

You can establish volume by adding tone to a line drawing, but adding tone or tex-
ture is useless if the shapes and spaces and relationships in your drawing are in need
of work first. All that rendering won’t help.

Making and using a tonal scale helps you decide on your chosen range from light to
dark.

Learn to see the shapes of tones, where they are, and draw them there.

Light and shadow, cast from an established light source, are important to see and
draw accurately.

A balance of line, shape, space, tone, light, dark, and shadow is the goal of a tonal
drawing, to see and draw the objects in three-dimensional space and volume.




Part 4
Developing Drawing Skills

Don’t be shocked if your drawings truly surprise you. By now, you’ve developed basic drawing
skills and are eager to practice what you've learned.

Before you do, though, we’ll be looking at journals and sketchbooks—yours and those of a few
other artists. Then, because you will need a portable drawing kit to take on the road, we’ll sug-
gest both essentials and nonessentials to pack. We’'ll also peer into some working artists’ studios
and see what’s behind those light-filled windows and how they feel about their work.

We've put a review chapter next, as a reference. And, we’ll poke around your house and your
garden (and ours) to find some good subjects for your new sketchbook.







Chapter 11

At the Finish Line:

Are You Ready
for More?

In this Chapter
» New materials
» New techniques
» Seeing detail and texture as information
» Seeing the wealth of detail in nature

» Balancing all the elements of a drawing

After having arranged all things about me in proper order, it is only then that my hand and
my mind respond to one another and move about with perfect freedom.

—A Sung Dynasty Artist, explaining his method

Congratulations! You have moved from early simpéntour line drawings that correctly
reflect the shapes and spaces in an arrangementthnd realm of tone, value, light, and
shadow.

As you try more complicated, finished drawings, yoan experiment with new materials,
too. Your first work was mostly in the form of exéses. Now, take the time with these more
involved pieces to sample some new, heavier paper mew drawing tool.

New Materials

Artists are junkies for supplies. Many have a lifieg habit—we collect them, organize them,
play with them, and hoard them. Alternately, wektabout them, share them, and ex-
change ideas about them. Whetheés gaper or drawing tools, half the fun of beingantist
is the“stuff.” In this chapter, wee going to share some of that fun with you.
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New Papers

Who knew there were so many varieties of somethdsgimple as paper? Artists, tfsat
who! It’'s time for another trip to your local artistsupply store-this time, to explore the
wonders of paper.

» Watercolor paper is the stuff that dreams are mafdét's smooth, heavy, resilient,
able to stand up to almost anything including ahbatd a scrub out if necessarit’s
well worth the investment ydli make in it. Watercolor paper comes in varyingadk-
nesses, from 90 Ib. to 140 Ib. to mega-heavy 300rte surfaces are hot press
(smooth), cold press (rather a pebbled surfaced, emugh (very).

You can buy watercolor paper in blocks, pads, orividtual
sheets. Take care in cutting down the full she€bsy should
be carefully folded and the folded edge creasedilymiu can
tear at the fold, leaving a soft torn edge.

» Etching or print paper follows rather the same imds as wa-
tercolor paper and is another lovely surface, altglo some-

what softer and more fragile.
Try Your Hand g

» Charcoal and pastel papers come in pads or shBeth. types
come in tones and colors, which can be seen agsrtiletone in
shaded drawings.

You can use charcoal to create a
mid-tone, also called a ground

tone, on a sheet of paper by ap-
plying it evenly across the entire

surface. You can then make More Drawing Tools
darker tones by adding charcoal, . ) )
and make lighter tones by eras- Earliest man used pieces of cinder or charred sttokdraw on cave
ing out the ground tone. walls—and things havem changed all that much. Artists today rely on

charcoal in a variety of forms, as well as moreddnof pens and pencils

than you can shake a stick at. Some of Lalgdavorites include:

.-_."'. .
'] L _Ir- -
— o

Assorted artist’s materials.
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» Charcoal pencils, charcoal, paper stomp, and conte crayons all make their own
marks and tones. Each comes in different thickngssem stubby and thick to thin
and fine, and each comes in different hardnessagedfls from rather hard (for a soft
medium) to very soft and smudgy.

» Fixative is sprayed on the surface of an unstable drawingratect it from unwanted
smudging. It can be worked on after applicationdan some extent is reworkable
(you can get under it to change something).

» Ink, pens, andbrushes are very old media, taking over where
charcoal left off. A stick or a clump of animal maiipped in a
pot of pigmented liquid (including blood, mud, oetbal dye)
made an ink line, while a piece of grass probaleisved as an
early brush. Today, ink comes water soluble andhparent.
Either can be diluted to make washes of varyingdiand
shades.

Artist’s Sketchbook

» Pens are as personal as the hand that holds them, freex r
and bamboo pens that you can shape to make a patic A paper stomp, whether simply
line, to crow- and hawk-quill pens, to technical pdasa a clumped up paper towel or a
very fine line, to all the new micro-point and felptvarieties. | sPecilly purchased one, a Q-tip,

You will only know what you like if you buy it, trjt, and see | ©F even 2 finger can make inter-
what it does esting tones and blurred areas.

Harder lines can be drawn or

» Water-soluble pencils are wonderful to use; they go any- redrawn on top for more defini-
where and can handle anything. You can use themafdry tion. Any unstable surface that
drawing, or for a watercolor effect. Built-up layes§color or could be smeared if touched must
tone produce rich and sometimes surprising colors. be protected with a fixative,

which is sprayed on a completed
A pencil sharpener is handy to acquire now if yowérit already. drawing to protect it after you've
A battery-operated one is great for going out inhe ffield (or finished.

stream). If you develop a fondness for water-solupda cils, a
sharpener will be invaluable, because the pointsdnt® be sharp to
make good lines, and stopping to manually sharpacheone slows
you down.

The Art of Drawing

Brushes are just as personal in preference and use. There are wonderful Chinese brushes that
hold a lot of liquid down to fine camel hair that makes the thinnest of lines. Be careful with any
brush. Don’t leave it sitting in water on its bristles. Wash brushes frequently as you use them, and
always keep them flat next to you. If you use a brush for permanent ink, be very sure that you
have cleaned it, or there will be a build-up of ink at the base which will affect its shape. Brushes
are expensive, but buy the best ones you can. By the way, they make great birthday presents for
an artist (hint, hint).
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You can make a page of
marks or a tonal scale
from any new medium
to test its uses and range
of possibilities.

Back to the Drawing Board

Fancier materials can make a
fancier drawing, but not neces-
sarily a better one. Experiment,
but be sure you remember to see
and draw before you start in
with new tones and textures.
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More Techniques

Okay, weéve talked about supplies. Now, letry a few additional tech-
nigues that will improve your ability to see anda#rthe shapes and
spaces in a composition as you add either toneetailand texture.

Drawing in Circles Is not Going in Circles

Circles and ellipses can be seen as building blaadkisasic shapes for a
lot of objects in composition, because the shapesliahe parts are
what make the whole.

Use circles and ellipses to draw space into thirgst from the start.
This will help in making sure that you have left argh room for
things. A circle in space is a sphere, or a bafl. dlipse is space is an
ellipsoid, rather like a rounded-off cylinder. Prizet drawing them as a
warm-up and practice seeing them in the objectscasgraw in the
basic shapes.
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@

CIRCLE SQUARE RECTANGLE PARALLELOGRAM
ELLIPSE EQUILATERAL RIGHT ANGLE ISOSCELES
TRIANGLE TRIANGLE TRIANGLE
PENTAGON HEXAGON OCTAGON TRAPEZOID

Scale Is Sizing Things in Space

Our eyes are wonderful, subtle lenses that worletber to give us

Every shape has its own
unique geometric equa-
tion.

binocular vision and the

ability to see three-dimensional space. With oursgyee can gauge how far away things are
when we look at them in space, and see the diffeeein scale. Even across a room, an ob-

ject is smaller than the same object seen up clgse.can see this
rolled up. Try it:

1. Set an object close to you and another similar otb¢d the
same size across the room.

2. Roll up a piece of paper and look through it at gigect
close to you.

3. Adjust the diameter of the roll until it just ensles the ob-
ject.

4. Now, look at the object across the room. Smallér? & is
this difference in scale that you must see and dirawn ake
three-dimensional space and scale on your two-dimoaredi
paper.

Remember to draw what you see and that alone.’Ddraw wh at
you carit see. Dort even draw what you think you se®r what
you think you know.

Measuring Angles in Space

Remember that the plastic picture plane is an imagynplane par-
allel to your eyes through which you see the wofxhjects that
are parallel to your plastic picture plane appdat;fyou are look-
ing straight at a side.

If an object is turned away from you and your plagticture
plane, it appears to recede into space. The endlseplane that
slant away from you are smaller than the ends ctosgou. Those

with a piece of paper

Try Your Hand

Drawing in circles and ellipses
can make shape, space, and vol-
ume in your drawing from the
very beginning.

Try Your Hand

Seeing the difference in size and
scale is the first step toward
drawing space into your work.
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planes are vanishing in space and must be seendaawn that way. In Chapter 15Into

the Garden with Pencils, not Shovélsye will explain the more formal rules of perspeeti
For now, seeing, measuring, and drawing the angfastings will help you put them where
they belong—in space.

You can measure the angles of receding planes against true horizontal or vertical, without using
formal perspective rules.

Hold up your viewfinder frame and see the angle that you need to draw against one of the sides
of the frame. See the slant relative to the horizontal or vertical of the frame and draw the same
relative angle on your drawing. Or, you can hold your pencil up at horizontal or vertical. Look
at the angle you want to draw relative to your pencil, decide on the relative difference between
your pencil and the line you want to draw, and draw it in.

The Art of Drawing

Back to That Race to the Finish Line

Additional elements that define objects as you sgeing and drawing them are surface de-
tail and texture. Some detail is actually part af @bject, structurally or proportionally, but

The Art of Drawing

Detail and texture are added in-
formation, more or less on the
surface. Detail may have more to
do with the refined shapes in
your objects, while texture may
be critical to really explaining
what you see on your objects.
But the simple shapes come as
spaces first. Until you can draw
them simultaneously and see
line, shape, space, and form, all
of them together, you won't
truly be drawing.

132

other detail is more on the surface. Texture iseébement that is prima-
rily on the surface and follows the shapes and oams$ of an object.

Sometimes, the pattern of detail or texture can emiakhard to see or
distinguish tonal values that make the object hawkime, so it can be
better to get the shapes first, the volume, lightiashadow next, and
save the surface detail and texture for last.

When you can see and draw an arrangement and baldrecvarious
elements, you can really begin to draw anything yoant, any way
you want.

And It’s Details in the End—by a Hair

Our world is filled with detal—good, bad, and indifferent. Sometimes,
there is so much extraneous detail in our livestthha need to get away
or simplify it. But in drawing, detail tells morebaut the objects that
you have chosen to draw.

Choose some objects with surface detail and texthed define them.
Pick objects that appeal to you because of theind®r texture—
remember though, you will have to draw them, so d@gwo overboard
at first. Human-made objects are full of interestietail and texture,
but you cant beat Mother Nature for pure inventiveness andetgr
Choose a natural object or two that will requireuymaturalists eye.
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Take a Closer Look and See the Detail

When the shapes and spaces in your compositiordeaen correctly and you have estab-
lished a tonal range for dealing with the lightsdadarks that you can see, you can also add
surface detail in line, tone, or texture, or a noixall three.

Some of your object choices will be rich with suréatexture and
detail. To accurately describe that specific qualibout an object,
you will need that vocabulary of marks, but onlyr@sponse to a

real seeing of what is there.

Practice a page of marks similar to the page yaated in Chapter
7,“A Room of Your Own” You can create a tonal chart with any

new mark or texture to see how you can use it tadla tonal

variations or detail that is in both light and sload

Nature’s Detail Is Unending

Why not be a botanist for a day? Pick a branch framouseplant,
a flowering plant, a flower, something from therikt, or some-

thing from your own garden or backyard.

Try Your Hand

Detail is part of why you pick an
object, why it seems to go nicely
with another object. Texture is
the pattern or surface of an ob-
ject and further defines it.

1. Sit and see the branch or flower as you may hawenseen it before.

2. Look at the direction, length, and width of therste

3. Look at the arrangement of the leaves on the stléra they opposite (across from
each other on the stem) or alternate (one on ode sf the stem, one on the other

side of the stem, up the stem)?

4. Look at the shape of the leaves. Think in visuahterwhat basic geometric shapes

are similar to the shape of your leaves?

e
.|'-_. -
H .I . ..\..II
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i b
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A flowering branch has its own proportion, angles, shapes, and relationships, in
the parts and as a whole, so there is a lot to see and draw.

#(®

Practice in seeing proportion in nature is practice in seeing it for anything—as
well as just good practice.
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5. Look at how the flowers sit on or hang off theiests.
» How are they arranged?
» How big are the blooms relative to the leaves?

» What general basic shape do the flowers remind g&uTrumpets, flat spheres,
little balls, cones, or what?

6. Flowers are the reproductive organs of their pldhan’t ignore that, exploit it. See all
the shapes and draw them.

Flower shapes and detail
all have a purpose—
procreation and the at-
traction of those bees,
insects, and humming-
birds that do the work of
pollinating the flower;
drawing the detail tells
us about each individual
purpose as well.

7. Consider the base of the flower in your decisiorovHdo the back and front of the
flower meet?

8. Look at the shapes and sizes of the petals.
» Are they all alike?
» Are there pairs of petals? Pairs of three? Maybe fietals, but not all alike?
» Where do they join the base of the flower?

» Do they overlap? How much?

The shapes and angles
of petals are as expres-
R sive as the parts of the
Ny . figure.
Y
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L/\ \/\/'ﬂ
- luj 2, 7.,4) 5
C\f FE i/
A
J

135



Part 4 » Developing Drawing Skills

At the Finish Line Again

As you draw, see the botanical detail and the kdalal detail in your objects from nature.
Consider the following:

» Think visually, mostly of shape and the relationsloipthe details to each other. Draw
the detail as you see it.

» Continue to balance your drawing in line, tone, aedture.

The Art of Drawing

The balance of line, shape, space, form, volume, tone, texture, and God’s own detail is ulti-
mately completely personal. No one can tell you what you like and how you should work or
what you should go after. Even we can only suggest what you might still need to work on to be
able to express yourself in drawing without hesitation.
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You may prefer a heavily tonal drawing with lesgaieor you may love the line aspect and
not care about a heavily toned drawing. Experimand find a balance that is challenging
but personal. Look back frequently at your com piositto see if you are capturing the
essence that you were intending.

The finish line is of your own making.
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You decide where the finish line is!

Onwards and Outwards

So, are you ready for that unending string of iddaat await you? Subjects are everywhere,
just waiting for you to take the time to see ancwlr

The next three chapters cover sketchbooks, as weallrawing in and around your house.
Then, in Part 5¥Out and About with Your Sketchbodkwe will move outside, with a clos-

er look at perspective so that you have all theltogmu need to draw anything that you en-
counter on your travels.
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Your Sketchbook Page

Try your hand at practicing the exercises oulearned in this chapter.
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The Least You Need to Know

Surface detail and texture tell more about the objects in your drawing, but are sec-
ondary to an accurate seeing and drawing of the shapes, spaces, volume, light, and
shadow.

See the botanical detail and the biological detail in your objects from nature. Think
visually, mostly of shape and the relationship of details to each other. Draw the de-
tail as you see it.

Continue to balance your drawing in line and tone as you add detail and texture. As
always, take your time and work hard to really see what you are drawing.

The finish line is of your own making.




Chapter 12

The Journal
As a Path

In This Chapter
» Why keep a sketchbook journal?
» A journal of your own
» Different kinds of journals
» The Zen of meditative drawing

To capture the unmeasurable, you must learn to notice it.

—Hannah Hinchman, A Trail Through Leaves: The Journal as a Path to @{aew York:
W.W. Norton, 1999).

The journal as a path, a sense of place, and thenpyuto get there are paraphrases from
the title of a lovely book by Hannah Hinchman. Kergia journal is a great way to record
your thoughts and feelings, your responses, yowlgoaand your dreams. And a sketchbook
journal is a place to record, describe, or justdotwn—in drawings as well as wordswhere
you have been, are now, and want to go.

In this chapter, wd explore the pleasures of keeping a journal oblyown, from the why
to the wherefore. In addition, Wikbe sneaking a peek at the journals of workintsts,
from Georgia OKeeffe to some of our friends and neighbors.

Why Keep a Sketchbook Journal?

You can make your journal anything from a mixed bdgcluding shopping and to-do lists,
if you want—to a separate sketchbook for drawing. Even then, gan annotate your draw-
ings to remind you of details or the feelings yoadhas you were drawing, or why you
picked the subject you picked. What you were thinkior feeling can get lost in the rush of
busy days, after all, and a journal provides theamsto keep those moments with you and
be able to go back to them for inspiration or selaor to simply remember.
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If you decide to keep a sketchbook journal, }lbbe in good company. In the section
below, wéve gathered the words of some well-known artistsnfrth eir sketchbook journals.

Artists on Their Work

I have always been willing to bet on myself—to stand on what I am and can do even when
the world isn’t much with me.

—Georgia O’Keeffe

We're fortunate that many of the worttdbest-knowr—and best-loved-artists kept journals,
because that means we can let them speak for thlgessabout how they feel about their
tools, their studios, and their work. Artists, iact, are quite eloquent when thHeywriting
about their passions.

How They Feel About Their Studios and Tools

Perhaps no orgstudio says so much about the aisistork as that of Georgia’'Reeffe.
Her studio is so large’# like being outside, which is exactly the feelinge gets from her
works as well. Many of Keeffe's better-known canvasses are quite large, as—amllich
larger than life, as was the artist herself.

Corrales, New Mexico, artist Marianna Roussel-Gastgar notes that her studio is easy to
find: “Just follow the pottery shards to the ddojust down the road, another Corrales
artist, Cindy Carnes, has situated her studio tpteee the ever-changing face and light on
the Sandia Mountains to the east. (And just dowa tbhad from Roussel-Gastemeyer and
Carnes, Lisa types these lines.)

When it comes to tools, artist Frank M. Rines noite®rawing in Lead Pencil (New York:
Bridgeman Publishing, 1943):

It has been said that a good workman never complains of his tools. Very true, but have you

ever noticed that a good workman never needs to complain, that he always has good tools.

As you'll recall from previous chapters, we couldragree more: Having the right tools is
half the fun.

How They Feel About Drawing

Writers are at the forefront of those who appreeidtawing. D.H. Lawrence, for example,
once noted;Art is a form of supremely delicate awareness magnat oneness, the state of
being at one with the objeétBut artists themselves have much to say as wedkeHare
some wonderful quotes from artists about the atisrocess:

The long, arduous and often painful struggle in seeking truth and beauty requires not only a
deep and passionate love for art, but also a deep and passionate love for life.

—Harry Sternberg, Realistic/ Abstract ArtPittman Pub., 1959)

The goal of the artist is the achievement of the truly creative spirit. It must be earned through
discipline and work. Among other disciplines, drawing is basic.

—Harry Sternberg
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I do not like the idea of happiness—it is too momentary—I would say I was always busy and
interested in something—interest has more meaning than the idea of happiness.

There is nothing—no color, no emotion, no idea—that the true artist cannot find a form to ex-
press.

The process, not the end work, is the most important thing for the artist.

To fill a space in a beautiful way—after all everyone has to do just this—make choices in his
daily life, when only buying a cup and saucer.

—Georgia O’Keeffe

Care should be taken to not have more than one center of interest. Extremely important too is
the leaving of white paper. The parts of a drawing that are left white, or in other words, not
rendered, are just as necessary as are the parts that are drawn.

—Frank M. Rines

These—artists of the world—are akin to the scientists only in that their effort is to bring things
near, but even there they part, for the scientist must need to use the telescope or the microscope,
whereas the artist brings them near in sympathy.

—John Marin

Here are Frederick Frank’s *10 Commandments” of drawing;:

The Art of Drawing

Source: The Awakened Eye, (New York: Vintage/Random House, 1979).

1. You shall draw everything and every day.

2. You shall not wait for inspiration, for it comes not while you wait but while you work.
3. You shall forget all you think you know and, even more, all you have been taught.
4. You shall not adore your good drawings and promptly forget your bad ones.

5. You shall not draw with exhibitions in mind, nor to please any critic but yourself.

6. You shall trust none but your own eye, and make your hand follow it.

7. You shall consider the mouse you draw as more important than the content of all the
museums in the world, for ...

8. You shall love the ten thousand things with all your heart and a blade of grass as
yourself.

9. Let each drawing be your first: a celebration of the eye awakened.

10. You shall worry not about “being of your time,” for you are your time, and it is brief.
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The eye that sees is the I experiencing itself in what it sees. It becomes self aware and realizes
that it is an integral part of the great continuum of all that is. It sees things such as they are.

—Frederick Frank

Different Kinds of Journals

Chances are you will end up with a few differentijoals. Lisa, a writer, keeps one journal in
her nightstand for those random middle-of-the-niglasfies of brilliance, another on her
desk to jot down thoughts that have nothing to dithwhat shé working on at the mo-
ment, a third by her reading chair, and anothehar car (you probably dohwant to be

on I-25 when Lis& recording one of her inspirations in the nextdanAnd then she has an
additional journal where she copies down great gsahé& come across in her reading,
snatches of (or entire) poems, and thoughts frofmeotwriters she tries to collect in one
place.

When it comes to drawing journals, you may wantrmya similar approach. Here are some
of the possibilities.

Travel Journals

You can take a travel sketchbook with you on a ifig’'s small enough to carry easily. In

fact,

>

YYVYYVYY

>

think of all your traveling art supplies akia, which may include

A sketchbook.

A few pencils and packs of leads (leave the shagrdrome).
Two erasers (just in case).

Small clips to hold your paper in place ifsitwindy.

Maybe some tape or rubber bands.

A few sheets of heavier paper cut to a good size.

A lightweight board.

Add things to your travel kit as you see fit, bubrember that you will have to carry it to be
able to use it.

and be prepared.

If you are going farther out in
search of yourself, take water

Closer to Home

You will want a larger sketchbook or supply of l@osheets in a port-
folio for drawing close to home. Most of your leamg drawing will be
done in these.

If you remember your dreams or have frequent flgbf fancy, you

Try Your Hand may want to keep a separate expressive journalt@mnake a drawing

that captures or reflects your memory, and writevdowhat you re-
member. You may be surprised at the direction ywork takes.

and some food, a jacket, and Nonfiction and drawing in a journal combine differdy, usually re-
maybe a phone. Don't hesitate quiring a realistic drawing. They can include a metaborate travel
to push the envelope of your journal for a special trip, or a recipe book with your favorite dishes
world. Just be a scout about it, and some how-to drawings to explain what you meam@w to

arrange everythinga cookbook in the making.
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The Art of Drawing

Poetry, fiction, and drawing could occupy another sketchbook or be one of the ways you use
your general one. Poetry and short fiction (your own or someone else’s) can balance or expand
on a drawing—or the other way around. Entries can be illuminated with realistic or imaginary
and expressive drawings. Early on, you may stick to the business of learning how to draw, but
later you may find that expressive drawing suits you best.

A gardening journal can be a great sketchbook, whgru can record that seassmexperi-
ments, problems, triumphs, and notes for next yaanvell as all the glorious detail of the
growing season in your special garden.

Other journals could include a fishing journal,eren an exercise or diet journal (draw
what you want to eat, but waott).

Two pages from a gardening journal: A gardening journal can include sketches of your garden—or dreams
for next year’s garden.
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The Art of Drawing

A journal recording the joys of motherhood—what happened during the nine months of waiting,
certain details about the birth, and early drawings of your newest family member—will be treas-
ured later on, by both you and the child. You could also do the same for a new pet. After all,

like babies, they will provide you with lots of material.

Your Journal Is All About You

Therés nothing like a journal for being yourself. Appaaa journal with the understand-
ing that it is yours alonégpr you as well ady you. You dorit have to put it under lock and
key, but do let other family members know that ydon't want them to look there. Some
may have trouble with curiosity, of course, so ymay want to keep your journal some-
where safe, if yold rather they didtt look.

Among the many good things a journal can provide ar

» A sense of self.

» A sense of place.

» A sense of purpose.

» A sense of time.

» Aplace to explore ideas and save them for later.
» Averbal and visual vocabulary.

» A place to get past first solutions.

» Aplace to see the detail past what is predictable.

Back to the Drawing Board Using Your_]ournal

In The Artist’s Way (New York: You will learn the most about drawing in your jowrinby working
Jeremy P. Tarcher, 1992), Julia from life. You dorit have to follow these steps exactly or even at all
Cameron suggests writing three but we provide them just in case you do want a fearork to follow as
“morning pages” every single you begin to use journals.

day! While you don’t have to do

something quite this structured 1. Decide on a subject, a composition, a view, a vgetpoint, a

knowing that you can use a jour- frame, and a format, even if roughly drawn on ygage and
nal to get rid of the extraneous viewed only with your two hands.

details of life can be a very free- 2. See and draw in your sketchbook journal as cargfadl you
ing experience. Try it, and you'll have in the preceding exercises.

see what we mean. You can also
draw those three pages or try for
a mixture of the two.

3. Consider how much time ydllihave to make an entry so you
don't rush.

4. Try to draw every day-practice is the key.
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The Art of Drawing

Make lots of notes on your drawings as to color, shape, weather, temperature, shadows, and
anything else you want, to remind you for later. You can use the detail notes for drawing, or just
to remind you of where you were that day. Record and enjoy the details that are different or
unusual. It will get you past your usual observations and opinions of things. Write to enjoy and
remember—but don’t let your mind drift away from the job of seeing visually.

Expressive Drawing

Expressive drawing can be a release for some of yoner feelings and thoughts, and you
can experiment with color if you like.

Bear in mind that different cultures view color disctions differently. For the Japanese, for
example, white is the color of mourning and blasKar celebration, rather than the reverse
in our western traditiop~unless, of course, you live in New York City, whereu “must’

wear black. When it comes to color, let your owrlfegs guide you.

Color Western Thought Eastern Thought
white innocence mourning

black depression strength

green jealousy growth

blue despondency truth

yellow treason nobility

red sin, anger love and passion
purple royalty, religion

Research has shown that certain colors are associated with certain feelings. Take a look at this chart. Do
you agree? If not, you may want to make a chart of your own (you could use one of your journals), docu-
menting what various colors mean to you.

Drawing as a Form of Healing

Healing takes lots of forms. Often, giving yourstife present of time and solace, and even
silence and solitude, can be a healing gift. Whety)au use drawing as a therapeutic ad-
junct or as a therapy of its own, its healing adpeare one side effect th'atworth pursuing.

Like anything that takes you out of yourself, dragican be a way of channeling negative
energy in a more positive direction. Why throw thett at your beloved when you can
draw a picture of how youe feeling instead? Even if you feel your drawintgjlay is still in
its infant stage, you can draw a nasty picturearhgone yolre angry with—and laugh
yourself right out of your snit.

147



Part 4 » Developing Drawing Skills

Therapeutic Drawing

Cut down on those shrink sessions and bills andthetself-help books in a closet. The
time you spend drawing and expressing yourself apgr can be surprisingly therapeutic.
You could feel elation and peace from setting adidee just for you. You could begin to
value yourself more. You could feel very real acqulimhment at learning how to draw
when you thought you couldh You may use that feeling to tackle other thiryga
thought you couldhi do, like stopping smoking, losing weight, orgaimig your time more
efficiently, learning a new computer program, oeavchanging your job to something
more satisfying and creativelike drawing!

A drawing a day keeps the doctor away.
—Dan Welden

Spontaneous Drawing

You can try some of those beginning exercises agparticularly the drawing without
looking and drawing negative space, two of the miogat-brained exercises, to see what
responses you have now. They might unleash a diffeceeativity or an interest in
abstraction, or a new experience in using textWé.ats important here is spontaneity;
don't think, Old Lefty, just do it!

Zen and Drawing

Zen in drawing is actually what this is all about, gatg to a meditative,
intuitive place (the right side) and letting go #ile disturbance (Old
Lefty) in order to just be, see, and draw.

When it comes to drawing, having a Zen approach msealowing
things to develop as they will, without the need émntrol that marks

Artist’s Sketchbook so much of our lives.
Zen is more than a religious A Zen way of life incorporates everything from meation to ordered
practice, it’s a philosophy and simplicity in order to better appreciate the intemnoectedness of all
way of life that comes from things. It follows, then, that a Zen way of drawingght be one simple
Japanese Zen Buddhism. At its line which points in a surprising new direction.

most basic, Zen can be thought
of as a holistic approach to being
that takes for granted the inter-
connectedness of all things and
encourages simplicity in living in So, armed with some new materials and techniquedpgth into your
order to live with the complex. everyday surroundings with a fresh vision of whatysee.

Whether its Zen, spontaneous drawing, therapeutic drawingustr
plain old revenge drawing, keeping track of youraus in a sketch-
book journal can be a surprisingly simple way odiszovering yourself.

Your house and immediate surroundings are filledhwthings to see
and draw... and then there is the wild blue yonder.
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Your Sketchbook Page

Try your hand at practicing the exercises oulearned in this chapter.
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The Least You Need to Know

» A sketchbook or illuminated journal is a place for you, your thoughts, dreams, exper-
iments, tests, notes, remembrances, hopes, musings ... and drawing practice.

» You can have as many sketchbook journals as you have reasons for having them, or
just because you couldn’t resist.

» Setting aside the time to draw can be a great gift to give to yourself or someone you
love.

» Peace and serenity are hard to come by in our world. Drawing as a meditation can
be the path to spiritual release and learning.
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Chapter 13

This Is a Review—
There Will Be a Test

In This Chapter
» Look how far you’ve come
» Reviewing what you already know

» Slowly you draw, step-by-step

» Taking stock and moving on

The goal of the artist is the achievement of the truly creative spirit. It must be earned through
discipline and work. Among other disciplines, drawing is basic.

—Harry Sternberg

Since youve come with us this far, yowe probably got quite a collection of drawings by
now. Part of what scares peoplespecially adults-about learning to draw is the fear of not
being good. But you know what? THald Lefty, rearing his ugly head yet again. Your
right brain knows that you canget to the good stuff without making a few mesaas

more than a few mistakes. But donnake our word for it. Lés go back through your draw-
ings, so you can see for yourself just how far \Wweucome.

Through the Looking Glass

Going back through your drawings can be a reveabrperience, even if you only started
them a few weeks ago. Your first surprise will lust how much progress youe made in
your technical skill. Thds because just drawing something every day meamn&gg@ractic-
ing, and practice will improve any skKill.

Before you start judging your work too harshly (dolet Old Lefty have any say!), why not
use the checklists in this chapter to see what'yelearned. You may even want to tab this
chapter for future reference, becauseéweepulled in every lesson youe learned up until
now in one convenient location.
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Seeing as a Child

In Chapter 2, Toward Seeing for Drawiny,you took your first tentative baby steps toward
seeing as an artist doesvith your right brain. By now, yowe heard us saying this for so
long, it's something thad as basic to you as breathing.

Still, remembering to see everything with the opessand creativity of a chidwith your
right brain—is one of the most important things you can doyour drawing.

Look/Don’t Look

In Chapter 3;'Loosen Up’ you tried several drawings without looking at thage after
you'd set your pencil to draw. Drawing without lookimg what youre drawing helps you
banish Old Lefty to his tidy, ordered corner, whére belongs.

You may want to try a new drawing-without-looking egise now, just for practice.

Guides Are What You Make Them

Whether you use a guide like a plastic picture glar a viewfinder frame, or draw freehand,
the first step in drawing is seeing. To help yowidle which is the best way for you to begin,
we've prepared a review of these three approachese¢mmg what you draw.

Plastic Picture Plane Practice

In Chapter 4,'The Picture Plan&,we introduced you to the plastic picture plane. Véere-

ferred to it since, but i possible you havénhused yours again since Chapter 4. If tedhe
case (or even if is not), why not get out your plastic picture plaared
practice with it? (Say that 10 times fast.)

1. Pick a subject for your drawing.

2. Line up your plastic picture plane with your eyksgeping it per-
fectly still. Rest it on a table, or hold it strdigup and down at

a level that you can see through and draw on atsdmee time.

Try Your Hand 3. Close one eye and take a good long look through ymiature

Take some time now to go back plane. See what you can see, not what you think.
through your drawings and see

, 4. See the image through the lines that you put ongicéure
how far you've come.

plane, but try to note where things are relativehe lines:

» What part of the image is in the middle?

» What part is near the diagonal?
» What part is halfway across?
» On which side of each grid is each part?
» Does a particular line go from top to bottom or@s3?
» Does a curve start in one box and travel to anothefore
Try Your Hand it disappears?
No matter where you look, or » And then what?

what you’re looking at, see it
with the wonder and first-time
awe of a child.

5. Uncap your marker and decide on a place to start.

6. Start to draw your subject, line by line.

7. Keep drawing.
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Isolating an object with
a plastic picture plane.

When you have put in all that you see in your objéake a moment and observe the accu
racy with which you have drawn a complicated draguifiry to see where the plastic piceur
plane made it easy for you to draw a difficult pdike a table in perspective, or the scale of
two objects, or the detail on the side of a boxtlve pattern of a fabric that was in folds.

These potential prblems are no longer pblems, once you really see and draw what you

see.

A View Through Your Viewfinder Frame

In Chapter 5;Finding the View, you were first introduced to the viewfinder framje.st for
practice, why not get out your viewfinder frame aga

1.
2.

Decide on something to draw. You can keep it simple

Position yourself, your drawing materials in frootyou, and the object out in front of
you at an angle (45 degrees) where you can see ywhwle subject.

Pick a viewfinder frame that surrounds the subjggette
closely on all sides.

4. Draw a proportionally equal rectangle on your paper

Reposition the viewfinder frame until your subjastnicely
framed within the window and spend some time reabe-
ing your subject through it.

. Close one eye and do the following:

» Observe the diagonals and center marks on the
viewfinder frame.

» See where your subject fits against the sides ef th
frame.

Back to the Drawing Board

Use your viewfinder frame to
know where a particular piece of
your subject belongs. Be sure to
draw only what you can see in
the frame, and nothing else.
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» See where your subject touches the floor or table.
» See where its top is.
» Look at the angles.
7. Begin to draw your subject on your paper in the samace as you see it in the frame.

8. Using an imaginary vertical line, check all the &sgyouve drawn to see how they
stack up.

9. Add details, as you can really see them and relatnt to what you have drawfake
your time.

Using the viewfinder ‘
frame. N S—

Or, Let Your Conscience Be Your Guide

As you work the drawings throughout the rest ofsthbok, you can use any, all, or none of
the guides, from your plastic picture plane to yamiewfinder frame. It all depends on how
confident you feel. If you are not actually usinlgetguides, is because you are using them
automatically, in your mind eye (or is it your eye mind—it's so hard to keep them
straight...).

If you lose your place, use a guide; tlsatvhat they are there for. We will remind you of
them from time to time, but from now on, ydluchoose how to use them and whether
you can, even part of the time, just see and draw.

Accentuate the Negative

In Chapter 6,'Negative Space as a Positive Tdoypu learned how to draw negative space.
Heres an exercise to help you review what you learnteeré.

1. Divide your paper into four equal quadrants.
2. Hold the viewfinder frame very still and frame yosubject in a window.
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3. Pick a“spot of spacesomewhere inside your subject to start, and resely it. Close
one eye andse€ that spot until it becomes more real than the sabjtself. You will
know when this has happened because it will popvod as a spot of space while the
subject itself will fade or recede.

4. See where that spot is relative to the grid linesymur viewfinder frame. You can also
look at the spot through your plastic picture plawesolate just where it is relative to
the grid.

5. Use the grid on your paper to draw the first spbsmace on the paper.

6. Think relatively and relationally. Try to see whereur spot is relative to the marks on
the frame, the grid on the plastic, and the ligintek on the paper.

The Art of Drawing

The most important thing about drawing negative space is to stay focused on the space. Forget
about the actual subject; pretend it’s not even there. Remember to keep one eye closed each
time you find your next spot of space. Find the shape of that spot by seeing it relative to your
grid marks. Think about comparing the shapes of the negative space and the edges of those
shapes. Are the lines horizontal or vertical? If they are neither, try to see the angle relative to
horizontal or vertical and draw what you see. The trick to drawing negative space is drawing the
holes, not the thing.

As you draw more and more of the negative spacesebait will be easier and easier to fit
in the remaining ones. The spaces around your stiljécactually define your subject.

When you have drawn all the negative spaces on ylbawing, check each one in turn
against the subject itself. Make small correctidnghe shapes of the negative spaces as you
see them. You can lightly shade the negative sph@apes as you refine them, if ydulike.

Your subject will take turns with the space arouit-e-one will appear positive and the

other negative, then they will flip.

When you are finished, your drawing will be a vetifferent record of seeing. Your subject
will come out of the space you have drawn arourd it

Making Arrangements

In Chapter 9 you made your first arrangement ofeecbg to create a still life. You learned
about vantage point and viewpoint, and how lookatgbjects from different angles could
change their appearance. Nowsitime to practice drawing an arrangement again.
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Lauren (upper) and one
of her students (lower)
arrange a few objects in
a pleasing way, and
then draw by the guide-
lines—step-by-step.

Slowly You Draw, Step-by-Step

Just for practice (and isnthat what this is all about?), make another agament of ob-
jects or furniture to draw now. Yol follow the same steps as always, using the gaide
much or as little as you need them.

Try Your Hand

Put things flat or at angles to see
how they vanish, or become
smaller as they recede, or turn
away from you. Circular shapes,
like tops of cups, mugs, or vases,
get flatter as they are turned
away from your view.
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1.

Arrange yourself comfortably.

2. Select your objects or your view.

w

NS o

Arrange your objects, still life composition, or m@the furni-
ture to suit you.

Decide on your viewpoint and eye level.
Adjust the lighting if necessary.
Establish a format and size of drawing.

Take a moment to decide on your probable medium papgler.
If you are not sure, go for a high-quality piecep&per; you
never know....

Use the viewfinder frame to see your choice.

Make a box on your paper that is proportionally afto your
viewfinder frame at any size. Remember the diagenalkeep
the box and the frame in proportion.
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10. Use your plastic picture plane or your viewfindearhe to see the arrangement or view
in space.

11. Site what you see on your page.

12. Start with light planning lines for the simple shep lines, angles, and the general
outline.

The Art of Drawing

Try to see objects as if they were transparent. See their space; imagine a dotted line at the back
of where they are to ensure there is enough space for the objects to really be there in space. If
an object is too close, it cannot really be there in the same spot with another object. You can
look straight down on your arrangement, even diagram it to help you see the space that you
have to create for each object.

Making a List and Checking It Twice
As you draw, youl want to consider the following:

1. Check your initial light drawing for accuracy.

2. Check the shapes, the spaces, and look at the ivegat
spaces, how things overlap, and which way the angtle.
See the basic geometric shapes in space. Try Your Hand

3. Use your viewfinder frame to gauge any angle rekatio hor- If you have a problem, use the
izontal or vertical, and the grid marks on the eddehe plastic picture plane and transfer
frame. what you see to your drawing.

4. Use your pencil to do the same. Hold it at horizalndr
vertical next to an angle and see the difference.

5. You can use a carpenterangle measure to see an angle and transferyio tio
drawing.

6. Draw a box for something that is hard to draw. Pu¢ box in space, then draw the
thing in the box.

7. See relationally. As you are sure of one shapateethe others to it. Keep checking
and adjusting until you are happy with your drawing

Form and Function
Now, begin to work on form.

» You can add tone, or try to define the form withdi or you can leave it a contour
line drawing.
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A\

If you choose to add form, adjust your lightingniécessary.

A\

Make a tonal chart for the values in your arrangeme

\

Squint to see the extremes of value in you arrangetrand subdue the detail and
mid-tones.

Pick out the lightest spots and the darkest.

Add some tone to the middle shades, from the liglotees to the darker ones.

Try to see tones as having shapes on your subjects.

Look at shadows next to things and under thingwek as shadows on other things.

YyYvYyVvYy

You can work toward a very tonal drawing or you carerely suggest volume, perhaps just
with shadows. Add detail and texture as you searth®se those naturalisteyes of yours
for a clear seeing of detail.

The Art of Drawing

Rendering texture requires a mark that is appropriate for describing the texture. Experiment on a

separate piece of paper.

Detail and texture may also require a lot of planning and measuring, especially if there is a pat-
tern on china, a fabric print, or fine detail on seashells.

Getting Some Distance on Your Work

Get up and look at your work from a distance, witbsh eyes. Dot hesitate to go back
and fix something. Work patienthyit is your drawing.

As you work, be alert (the world needs more aler&e the lines, tones, textures, and detail
begin to work together.

Determine if your work is getting to be all one ®with little contrast. You can change
your tonal range in a number of ways, including:

» Lightening the lights

» Darkening the darks

» Darkening the main lines in the contour line

» Erasing out part of the texture or tone to justgesy it

Your Learning-to-Draw Cheat Sheet

We thought it might be helpful to have a cheat shagth all the“rules in one place,
so we created this Learning to Draw Cheat Sheetichvtalso appears on the tear-out card
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inside the front cover of this book. You can pa#iés list inside the cover of your sketch-
book or tack it up on the wall near your drawindlies referring to it as you work.
Meanwhile, youll always be able to find it right here, in caseathtear card gets too dog-
eared from constant use!

1. Take yourself and your work seriously. Make youfseplace to work that is just for

NS ok WD

you.
Set a time to work. Make a date with yourself.

Look around for some first subjects as ideas.

Arrange yourself comfortably so you can see youlsjeat and your paper easily.
Select your objects or your view.

Arrange your objects, still life composition, or methe furniture to suit.

Look at things flat or at angles to see how thepigh—that is, become smalleras
they recede. Ellipses get smaller or flatter as ofbgect is turned away. Look at the
main angles in your view.

8. Decide on your viewpoint and eye level.

9. Adjust the lighting if necessary.

10. Establish a format and size of drawing.
11. Decide on your medium and paper.
12. Use the viewfinder frame to see your choice.
13. Make a box on your paper that is proportionally efjto your
viewfinder frame at your chosen size.
14. Remember the diagonals keep the box and frame ap @r- Back to the Drawing Board
tion. If an object appears too close, it
15. Use your plastic picture plane or your viewfindearh e to see cannot really be there in the
the arrangement or view in space. same spot with the other object.
16. Site what you see on your page. You can look straight down at
) X ) X ) X your arrangement, even dl'agram
17. Start with light planning I|_nes for the simple shee lines, an- it to help you see the space that
gles, and the general outline. you have to draw in.
18. Check your initial light drawing for accuracy.
19. Check the shapes and the spaces. Look at the negspiaces,
how things overlap, which way the angles are. $e® ltasic
geometric shapes in space.
20. Look to see objects as if they were transpareng. tBeir space.
Imagine a dotted line at the back of where theytarensure
there is enough space for the object to really lberé in space.
21. Use your V|ewf|nder frame tq gauge any angle rekatio hori- Try Your Hand
zontal or vertical and the grid marks on the edf¢he frame.
Use your pencil to do the same. Hold it at horizalndar verti- Remember, for fun or for help,
cal next to an angle and see the difference. use your patio or sliding glass
door as a big plastic picture
22. Use your carpenté&r angle measure to see an angle and tran plane
fer it to your drawing. '
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23.

24.

25.

If you have a problem, use the plastic picture mlaand transfer what you see to your
drawing.

Draw a box for something that is hard to draw. Pu¢ box in space, then draw the
thing in the box.

See relationally. As you are sure of one shapeateethe others to it. Keep checking
and adjusting until you are happy with your drawing

A Form for Form

Now, begin to work on form. You can add tone, or toydefine the form with line, or you
can leave it a contour line drawing.

1.
2.
3.

P N Qe

10.
11.

12.

13.

14.
15.

If you choose to add form, adjust your lightingniécessary.
Make a tonal chart for the values in your arrangeme

Squint to see the extremes of value in your arramget and subdue the detail and
mid-tones.

Pick out the lightest spots and the darkest.

Add some tone to the middle shades, from the liglotees to the darker ones.
Try to see tones as having shapes on your subjects.

Look at shadows next to things and under things anddther things.

You can work toward a very tonal drawing or you carerely suggest volume, perhaps
just with shadows.

Add detail and texture after you see the shapesthredform.
Use those naturalist eyes of yours for a clear seeing of detail.

Rendering texture requires a mark that is apprdprfar describing the texture.
Experiment on a separate piece of paper.

Detail and texture may also require a lot of plamgiand measuring if there is a pat-
tern on china, a fabric print, or fine detail onashells.

Get up and look at your work from a distance. Lowmikh fresh eyes. Dot hesitate to
go back and fix something. Try the reverse end p&#& of binoculars. Consider the
view from a mirror.

Work patiently—it is your drawing.
As you work, see the lines, tones, textures, anthileegin to work together.

The finish point, as always, is your choice.
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The Art of Drawing

See if your work is getting to be all one tone with little contrast. You can change your tonal
range by lightening the lights or darkening the darks or darkening the main lines in the contour
line, or erasing out part of the texture or tone to merely suggest it.

Exercising Your Rights

As you may have realized by now, none of the e)se=iin this book is a one-nighter. Ydu
want to go back to each of them again and agaicabse each of them has something
unique to teach you that practicing can only improon't forget, practice makes perfect,
and thatls part of what learning to draw is all about!

In the rest of this book, ydte going to be drawing everything from pots and paa land-

scapes to animals to people, so you may want teevevhe exercises in this chapter a few
more times before you take that big step. Or, ifiye like us, yotre ready to get out there
and start drawing!
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Your Sketchbook Page

Try your hand at practicing the exercises faulearned in this chapter.
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The Least You Need to Know

Looking back through your drawings will help you see just how far you've come al-
ready.

You’ll want to go back to all of the exercises in this book more than once. Each of
them has something unique to offer. Use the crib list to remind you of how to go
about it.

Use the checklist to remind you of steps toward seeing and drawing.

Practice makes perfect!
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Chapter 14

All Around the
House: A Few
New Drawing
Ideas to Try

In This Chapter
» Finding subjects to draw
» Avoiding distraction and making time for your work

» Touring your house from top to bottom

» Making personal choices—your drawings will be as individual as you are

I have probably drawn as many chairs and desks and corners and interior objects as I have
landscapes.

—Hannah Hinchman, Bloomsbury Reviewlnterview, Jan/Feb 2000.

The skills for drawing all that follows are yowr, at least, within your graspif you pro-
ceed step-by-step. Each of the next seven chapteratiasme area for you to explore: from
inside your house to your garden, or out and ahiauthe countryside, on a village street, at
a boatyard, on a farm, at the zeanywhere you choose to go with your sketchbook or a
full drawing set-up.

Your House Is Full of Ideas for Drawing Practice

In this chapter, yoUul begin by taking a walk through your own housedaseeing what
you've already got, just waiting to be drawn. Chances gouve got a wealth of material.

You can try any subject as a sketchbook/journalgndr you can set up to try a larger,
more finished drawing that you will work on a fewntes. If so, pick a nice piece of paper
and spend the first session planning, arrangirghting, and siting your arrangement on
the page.
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Time Is of the Essence

On the plus side, your house has all your favostteff. On the minus side, it has most of
your distractions right there, too. Of course, hlighisciplined professionals like Lauren
and Lisa long ago came to terms with these distoad. (And if you believe that one, we
have a bridge that you could buy)

Seriously, though, being earnest about your tim#his first step. Maybe you have had
enough success with this book to be more committeglour own work. If thas the case,
keep it up!

Once youve found some stuff around the house you want wdiyoull want to set a time
to work. Do enough of your daily chores to get byt only just. This is the hard part, leav-
ing those dishes so you can draw. You may hear yonothefs voice in your head, telling
you youre being self-indulgent or childish. Lesson One:dge her.

Get your coffee, your lunch, whatever you need, @ime yourself a time slot to work.
Some people find actually writing the time on thealendar is enough to make them arrive
in their studio, ready to work.

Turn on the answering machine, turn off the compuTarn on some music, turn off the
TV. Put out the dog and let in the cat.

The Art of Drawing

The most important thing is to make this time your own. That means that if the UPS man rings
the bell, you won’t answer; he’ll leave the package on your stoop or with a neighbor. It means
that even if you hear your long-lost lover’s voice on the answering machine, you won’t give in
to the urge to pick up the phone. You won’t go to see what the dog is barking at now, even if
the coyotes are howling, too. Uninterrupted time is what we're talking about here. Make a date
with yourself—and then keep it.

Your Kitchen Is a Storehouse

A good place to start is right in your kitchefyou'll be near the cof-
feemaker. However, ydli want to avoid the refrigerator, for obvious
reasons-you’ll end up snacking instead of sketching. What yoill w
choose to draw in the kitcheror anywhere around the house, for that
matter—will fall into three categories:

Back to the Drawing Board

L. . 1. Objects seen up close and personal
Rearranging is one thing, but

major renovation takes time 2. Acomposed still life arrangement
away from drawing. Don’t use it 3. Acorner of aroom-as is, or you can rearrange the
as an excuse for not drawing! furniture
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Anything from around
your house is fair game
as a drawing subject.

You will learn by trying all of these things. Penhs after you have tried to see it and draw
it, you will also begin to see your house differBnand end up rearranging it (unless, like
Lisa, you do this all the time already).

But now, since yolre all settled with your coffee and your drawingdpia your kitchen
anyway, lets poke around and see what we can find to draw.

Silverware

Forks, spoons, and knives can make the most intierg®f subjects for a drawing. Reach
over and open your silverware drawer and pull one®f each... or three of one. Arrange
them on a placemat, or set up an entire placersgtttomplete with a vase and fresh-picked
flower, and draw that.

Silverware and place settings are just the begigni@pen your cupboards, too.

Set your table and draw
it, too!
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Pitchers and Bowls

When you wander through your local art museum dtegi@s, yodll probably notice that
pitchers and bowls abound in still lifes. These @hbgeare artistsfavorites for good reason;
they have lovely curved lines that are fun to drawgd their varying shapes and sizes can
add interest, too.

If you decide to draw a pitcher or a bowl (or botlgpu may want to use some other objects
in the kitchen for your arrangement as well. A teavel arranged at the base of a pitcher
can add both dimension and shading. Some applesarges placed in a bowl can add
color (even when youe drawing in black and white) and tone.

’ D )

”v!i

e,
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ot .

Make a simple still life by setting some fruit in a bowl and then drawing it. Or just draw your plate
rack—dishes included, of course. Then, bring it all together.

The truth is, just about anything in your kitchenaipotential drawing subject. So whether
it's a loaf of bread, a jug of lemonade, or thou, thede to a drawing pad.

Not Just for Sleeping Anymore

If you've finished your coffee (and your still life), youe probably got
lots of energy now. Th& good, because’sttime to get up and wander
into some other rooms. Lststart with the bedroom, where thisra
wealth of things just waiting to be drawn.

First, take a look at the entire room. How is thuerfiture arranged? Is it
pleasing? Pick a vantage point you like and quicitgtch what you
see. You may want to toss a scarf over a bedposidich some texture,
or move a plant to create a more eye-pleasing amargnt. You may
decide to leave the scarf and the plant where'yeumoved them after

Back to the Drawing Board

Watch out with stripes—you have
to pay attention to where they

go and where they come out.
Make a flowered pattern work

by carefully measuring and plan-

ning before you start drawing.
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you've finished drawing, too; thatpart of the fun.

Next, pick some singular arrangement in your rodnattyoud like to
draw. Lisa has an old spider plant set in an equaltl basket on an an-
tigue chair she got at a Nebraska auction for 2btsdeverything in
Lisa’'s house comes with a story attached). You mightehsome of

your favorite photos or keepsakes arranged on ydresser, or a lamp
and some books on your nightstand. The possibilidiesendless.
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Lisa’s spider plant on
antique chair, drawn by
her daughter.

Fabrics

Fabrics can make a surprisingly pleasing compositiBven if you doft sew, your clothes,
comforter, pillows, and curtains are each of aatiéint fabric, and setting one against an-
other can create an arrangement Yowant to draw.

It may help to pretend ydrte Martha Stewart. Artfully arrange a few pillowgainst your
headboard. Add a breakfast tray (oh yeah, we allehtdhose handy). How about a pretty
nightie, or a fabric throw? (Or some craftsnm®tools, a saw or two, and that Harley)
Arrange your fabrics as if théye casually thrown, without them looking like a nses

Fabrics present their own unique problems. Theytheeessence of surface texture, with all
sorts of spots, lines, patterns, plaids, flowey®u name i—sitting on top of some flexible
material that has fallen into interesting but haoddrraw folds, creases, and overlaps.

The solution is to draw the shapes first, as alwdyd, this is ever so much more important
with fabric. Then look at tone, the lights and shagof the folds of fabric. Try to lightly
shade to define what the fabric is doing.

When you can see in your drawing what the fabriadsually doing, then and only then
should you start adding the surface texture. Sedsappear as the fabric folds under itself.
Or is it covered by another object? Does it comé on the other side? Donrush along
here; pattern and texture take time and patience.

An artful arrangement
of fabrics can make a
lovely drawing.
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Shoes

Even if youre not Imelda Marcos, ydue probably got more than one pair of shoes. Lssa i
not a shoe maven, but her closet reveals ridingtboliking boots, two pairs of heels (both
from the'70s), sandals, and loafers. If yoe got a pair of riding boots, try leaning them
against the leg of a chair, and then drawing thé&n put the sandals on a throw rug and
throw in the towel, too. What you draw is limitechly by your imagination.

Even your shoes can
make a pleasing
arrangement.

Hats and Gloves

Picture a pair of elbow-length gloves draped acthssbrim of a wide-brimmed hat, and
you've got the makings of a lovely drawing. But everydfur gloves and hat are less elegant,
theyre still a good start for an interesting arrangement

Let's say the only hat you can find is a ski cap. Do ymve ski gloves, too? No gloves at
all’? Why not brew up a steaming cup of cocoa? Diaand it will warm you up on the
coldest of winter days. Get the idea?

Set your hat and a bas-
ket on a table and draw
them.
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Drawing in the Living Room

Let’s try another room. How about your living room lss a for-
mal place, reserved only for company? Or do youeéaVgreat
room” where your entire family gathers at the end of teg? If
it’s the latter, chances are yddind everything from open books
to unopened mail, from television remote controlsGameboys.

Anything in your living or great room is fair gamia,cluding your
spouse snoring in his or her favorite chair. Buem\f that chair is
unoccupied, it may be just the thing.

Try Another Chair

The first chair you drew was a fairly simple one,tbds time, try
drawing a chair thas a bit more elaborate. Yone in the living
room, so yolwe probably got a number of choieefom a well-
worn recliner to an antique rocker or even, perhap¥ictorian
settee or fainting couch. Take a look at the ddfer textures of
wood or fabric. What pleases you most?

Back to the Drawing Board

When it comes to drawing a
chair, you may decide to return
to your plastic picture plane to
get the angles just right. If so,
that’s fine. Remember, artists use
aids like plastic picture planes
and view finder frames all the
time, so there’s no reason you
should feel like you're cheating if
you do, too.

AN,
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Chairs make simple and convenient drawing subjects.

Antique Lamps—and Antique Things

Lisa’'s husband teases that she will never have enougigaeaiamps, and, while Lisa dis-
agrees and insists that she bought the last onepghs$t weekend, finding antique lamps to

draw will not be a problem if youe at Lisas house.

Antiques—whether lamps, tables, or even Underwood typewsitare terrific drawing sub-
jects for a number of reasons. THeyunusual (you woth find them at every Wal-Mart),

theyre attractive, and they usually have enough visotérest to carry off a drawing all by
themselves, without adding a thing. Lamps, canddes] the warm glow they give off, pro-

vide interesting challenges to the careful observer
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The Art of Drawing

Try for unusual mixes, things that might not typically be put together. The arrangement may re-
ally surprise you. Consider humor or at least whimsy as you look for things and arrangements.
The world is too serious, so have some fun as you draw.

Objects That Reflect You

We all collect something, it seems, something ttvatjust cant resist in a shop, or some-
thing that we find on a trip, or something we foumdnature, and then all of a sudden
there are more of the same, and a collection ithia making. These are the things that per-
sonal drawings are made of.

Lauren has been a collector since childhood, whiea filed her dresser drawers with shells,
rocks, pinecones, and a collection of hundreds iddflowers pressed in waxed paper.
(Clothing was less important then.) Now she haargd studio to house all her collections,
which are her favorite things to draw.

Use the things that you love in your drawings teegthem a truly personal quality.

Bathroom Basics

After all that coffee you had in the kitchen, ywa probably visited the bathroom once or
twice already since you began this chapterslatead there now once again and see what
you can find to draw here. Even this most utilitariof rooms will surprise you with its
potential drawing subjects.
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Whats on your bathroom counter? Half-empty bottles dida, empty cans of mousse,
open mascara tubes, and broken lipstick®r a pretty arrangement of seashells in a
basket? A razor, nail clipper, dirty towel, and poscum? Whichever way, thésesomething
there for you to draw. Sure, the seashells in thsklet will make for a more visually pleas-
ing drawing, but the detritus will make for an unua$ one that may be visually striking in
its own right. Pretty is as pretty does, after alhd beauty is in the eye of the beholder.

Don't toss those empty
bottles—draw them in-
stead! Or draw those
seashells in their basket.
Any arrangement in your
bathroom can be the
makings for a drawing.

A Sunny Window

Find a room that has a sunny window. Does the saarghrough in the early morning or
just before sunset? Maybe it gets filtered northBght, a favorite of artists, or dappled
light filtered through the leaves of a tall old ére

Whats on your windowsill? An arrangement of colored Westcan be the basis of a simple
but lovely line drawing—without one color pencil being used. If your windaesvframed by

sweeping sheer curtains that flutter in the breexsgther nice drawing subject is at your
fingertips.

Two lovely window
arrangements to draw
(see next page).
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By now, it should be clear that the possibiliti@es firawing subjects in your home are limit-
ed only by your imagination. So grab your pencidamaper, and get to work!

Out of the House and onto the Patio (Door)

While your materials and subjects can vary endigedsle process is essentially the same
every single time you begin a new drawing. The miwariations are your needs at the time

Back to the Drawing Board

Dry-erase pens are pens de-
signed to mark on smooth sur-
faces and wipe off easily. Delis
use them for writing the day’s
specials. Look for them in an art
or stationery store.
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and your choices as to how to proceed, what mediamse, or how
finished a piece you are trying for.

Remember, for fun or for help, use your patio adisig glass door as a
big plastic picture plane. Put a few objects omahlé right outside the
door and try to draw them on the glass. Usénaerase pen that makes
a readable line. You can draw your patio or deckichon the glass, or
maybe some potted plants or a trellis planted vathine. You will find
that objects need to be very close to the doothay will be very
small when you draw them on the glass. If the liglutside is strong
enough, you can make a tracing of your drawing igh tweight paper,
using the door as a big light box. In an urban lacape, use your
apartment window or glass terrace door; draw thédings you see,
complete withtheir windows, terraces, and fire escapes.

Where the finish point is will always be your cheicYou are done
when you are done.
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Once you begin to look at the things in your hoaseobjects to be drawn, ydufind the
possibilities limited by only your imagination. Dérbe afraid to experiment. Nothirsga
mistake when it comes to drawing; everythis g learning experience. So grab that cof-
feepot and your pencil and get to work!

Your home truly is your
castle when it comes to
drawing subjects.
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Your Sketchbook Page

Try your hand at practicing the exercises fwaulearned in this chapter.
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The Least You Need to Know
» Anything in your house can be a subject for a drawing.
» Exploring your house for things to draw can be a journey of discovery as well.
» Distractions are not allowed!
» Make a date with yourself.

» Take your time—and have fun!
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Chapter 15

Into the Garden
with Pencils,
not Shovels

In This Chapter
» The pleasures of drawing in a garden
» Botanical drawing as science and art

» Explore the natural world outside your garden

When I spoke of flowers, I was a flower, with all the prerogatives of flowers, especially the
right to come alive in the Spring.

—William Carlos Williams

Enough time spent wandering around your heu#és time to get outdoors and see what
else there is to draw. Not surprisingly, th'sra wealth of material just outside your door. Go
ahead, open it up, and step into the wonderlandrafving subjects that is your garden.

In the beginning, there was Eden, that most famefugardens. Sure, Adam and Eve were
banished, but wee been working our way back ever since. With atskéook in hand, you
can succeed where Adam and Eve failed (and everthgttroublesome snake nailed down
in an illustration) by drawing a garden that walst and last.

Botanical Drawing Is an Art

A flower offers a removed beauty, more abstract than it can be in the human being, even more
exquisite.

—Maria Oakey Dewing, “Flowers Painters,” Art & Progress 6, No.§June 1915).

The first step in drawing anything in nature is learg to see it and draw its parts, such as
the separate parts of flowers, with the same attemgiouve learned to give to all details.
From petals and stamens to leaves and stems, @atyof a flower has a wealth of detail,
there for the seeing.
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The parts of a flower.
You don’t need to know
their names, but you do
need to examine them in
separate detail in order
to render them on the

page.

Antherh-_—“ i
Filament—=—"

T,

When you first start out drawing specimens from urat its best to work at a scale tha¥5
percent to 100 percent of the original, so you see and draw the detail.

Artist’s Sketchbook

Al fresco, ltalian for “in the
fresh air,” is the term for doing
things outside—including draw-
ing, of course.

Try Your Hand

No matter what the weather,
make your garden subject as spe-
cial as it is through all the seasons.
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Playing with scale comes with practice, and once’y® comfortable
with working close to reality, for fun you can t®00 percent or 400
percent—and really see the detail.

Take Your Sketchbook with You

What if you havert got a garden of your own? What a great reason to
head for the hills or the botanical garden, or etke“ritzy” section of
town. Pack up your drawing supplies in the trun&r Brawingal fresco,
you may want to add the following to your drawinig &s well:

» A stool, for sitting

» An easel or drawing board, for setting your pad on

» Clips, to hold your sketchbook in place

» An umbrella or hat, for shade

Whether youre drawing in your garden or someone &sée aware of
place. A sense of place is a strong element in gardrawing, whatever
the view. Consider the following before you set uguy stool and easel:

1. Make sure it is clear where you are. Light and shade as im-
portant to a drawing as the objects themselves.

2. How does it feel?
» What is the light like?
» What time of day is it?

» Do you feel the warmth of the sun or a cool breexel-
come shade on a hot day, or the briskness of fall?
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Try to capture the feel of the weather and the season, as well as the day itself, in your drawing.
Atmosphere!

It Started with Eden

Whether the flower or the color is the focus I do not know. I do know that the flower is paint-
ed large enough to convey to you my experience of the flower and what is my experience of the
flower if it is not color.

—Georgia O’Keeffe

When it comes to flowers, a rose is not justose, as Gertrude Stein said, itthg rose,the
one you are looking at right this minute. Sure, it hsawilarities to other roses, but it also
has a detail that is all its own.

Learn to look for this singularity in all of natur&hink about individual plants as individu-
als. Lauren likes to think of them as if they arefids, especially in the spring (the season
as we write this), when she has been missing thEmen, its like greeting old friends and
meeting new ones.

Therés nothing like the feeling when those first crocsisend daffodils come up in the gar-
den. Its a reminder of the cycle of life, of renewal amabirth. No matter how utterly blue
you've felt all winter, seeing those first brave shoofgreen push through the snow re-
minds us that summer is just around the bend.

Whether its springtime, summer, or autumn, you can use whateblooming in your gar-
den to practice drawing flowers and leaves. Thiscpice will help you achieve precision in
your drawing technique, as well as honing your posv&f minute observation.
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Every flower and leaf of
every plant has a shape .
and detail all its own. ' g i) e Tt

Be a Botanist

Being a botanist doednhave to mean going back to college. You can leaflnt about
plants simply by observing them, and, when it com@slrawing, observation time is time

well spent.
1. Begin by examining the basic shapes that are famili
including
» Cones.
» Disks.
» Spheres.
» Trumpets.
Try Your Hand
» Fluted shapes.
When drawing a new species, re- > Balls.
member to look for the angles
and proportions. Each butterfly 2. How do the pistils and stamen attach to the stewo® (may
or lizard has its own shapes, pro- want to refer back to the drawing at the beginnofdhis chap-
portions, coloring, and texture to ter to see just what and where pistils and stammen) a
explore as you draw. Shells, par- 3. Count the petals. Do they appear in pairs or greufre they

ticularly, have a strong line or
axis from tip to end that needs
to be seen and drawn. The myri-
ad of detail in nature is its
strength and its wonder. 5. Get botany or gardening books to read about detad struc-
ture if they are new to you. Just flipping throughe pages will
begin to give you a better idea of what flowers alleabout.

symmetrical? How do the flowers fit on the stem?

4. Look at leaves on the stem. Are they alternatelyppositely
arranged? Look at the stem connection.

182



Chapter 15 > Into the Garden, with Pencils, not Shovels

Work on a Blooming Stem

Okay, enough studying!'g time to try drawing a blooming stem. For yousfisubject,
you'll want to look at buds, seeds, and stems, anddiewihat youd like to draw. Once
you've picked out a subject, use the drawing checkhstt appears on the tear-out reference

card in the front of the book, and get to work.

As the season progresses, look at seeds, podsebenmuts, cones. anything you can find
in your garden or any other garden, and draw thbtse, The more you draw, remember,
the more practice you get. Eventually, the shaped forms will be remembered by your

hand, familiar and easy to execute.

= 3
e

Butterflies, Insects, and Seashells, Too

A variety of blooming
stems.

The eye that sees is the I experiencing itself in what it sees. It becomes self-aware and realizes
that it is an integral part of the great continuum of all that is. It sees things such as they are.

—Frederick Frank

Your flower drawings can include all the wingeditiss to your garden and a mix of
seashells around the pots or along the paths. Geimed Japanese nature art has always
included butterflies, insects, and seashells to piment the flowers and foliage, and you
can do this, too. Add what you see in your gardieam butterflies and hummingbirds in

northern gardens to snakes and lizards on tropdeaios.
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Garden drawings don’t have to be just flowers and plants. Don’t forget the insects, shells, and
butterflies. When drawing a bird or butterfly, you might want to have a good reference book
on hand to study. For precision, try copying high quality, detailed images before you venture
outdoors. This effort will enhance your nature studies when you try to capture the moment in
the wild!

Go Wild!

When you draw a leaf that has become a fragile net of veins, you are really marveling at the
wonder of nature and finding a way of capturing that fragility.

—Jill Bays

The Art of Drawing

Lauren learned flower fairy tales and woods lore from her grandfather, who was an avid natural-
ist and artist. The fleeting delicacy of wildflowers and the pristine climate they thrive in is there
to be enjoyed, but should be carefully respected and protected. Don’t pick wildflowers; go out
and visit them and draw them where they live. You will both be better off for the effort.

Wildflowers are Laureis favorites; they have always been. They were likenfds when she
was a kid, and are still. For Lauren, the best pdrépring is seeing them return, waiting
for a special one, and hunting in woods or fieldsind a wildflower that she hadnseen
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lately. Wildflower meadows are great places to fingautiful and plentiful drawing subjects.
The natural arrangements are fun and freeform, withtdhe pressure of a highly arranged
still life. Or, take the challenge to see a gream@osition lurking in that aimless meadow.

The natural beauty of
wildflowers is a natural
for your sketchbook, too.

The Almighty Vegetable

You can tell how much the Italians love their gandeby looking at Italian artwork. The at-
tention to detail and the variation is endless. Qxidtalian artistsfavorite subjects (other
than overweight women and prophets, that is) is alneighty vegetable. But ddhrun

back inside and open the crisper of your refrigeratets try drawing some vegetables be-
fore theyve been separated from their leaves and vines.

Drawing in your (or someone elsgvegetable garden is a season-long endeavor. ¥ou ¢
begin at planting time, when the first compost isxed with the newly defrosted earth and
you lay in the rows where yoliplant your seeds. Try to capture how that freshnted

earth smells (especially if your compost includeamure... ).

Next, it's planting time. Draw a quick sketch after the seade raked in. Get the idea?
You're making a record of a season in your vegetabldea, one step at a time.

Soon, the first fragile green seedlings will pop. et out there with your sketchbook and
draw them, too. Sure, the drawing will still be ntlgsdirt, but soon enough your garden
will be bursting with growth, and ydli have your drawing to see how farand you—
have come.

Before you know it, the first pickings will be repdDraw them drooping from their vines,
and then draw them in their baskets, freshly picked

How did mere dirt end up as so much bounty? Too ynaegetables, so little time. Still,
take a minute to sketch the bumper crop, beforelilyegiveaway. Be sure to include that
sign at the end of your drivewayFree Zucchinl.
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After the harvest, the empty vines and stalks magady be beginning to brown. Draw
them before you rake them out and compost them. @h¥aru've recorded a season in your
vegetable garden. And next year, you can do iba#lr again. Drawing vegetables, vines,
and stalks is a great practice in discovering aetgrof shapes and forms and how they
emerge and evolve across the seasamd the pages of your sketchbook!

Record an entire season in your garden, and you can flip through it during the winter to
remind you of all the work you don’t have to do when it’s cold outside!

Garden Pots and Tools

The ltalians are also masters at container gardensiralconies and doorways are always
decorated with collections of pots and planter$edi with variety in color and texture.

The Art of Drawing

Pots and saucers in drawings must be seen and drawn carefully to keep them from tilting and
tipping or looking flat. Remember to establish eye level and look hard at the ellipses on the
pots and saucers. The closer they are to eye level, the flatter they are; the further down below
eye level they are, the wider they will be. The pots need to be symmetrical. And don’t forget to
check that they are really vertical: A light line up the center helps to check. Make sure you
have drawn them accurately before you start rendering them.
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Planters, window boxes, and container gardens Hrareall exercises in perspective, which
we'll be discussing in Chapter 16Whats Your Perspectivé?Draw them using informal per-
spective. Establish eye level. See them as geomshlrapes in space: cylinders, spheres, cubes,
and rectangular boxes. Make them sit or hang calyeand then fill them with detail.

Garden tools against a stone wall or the side gdalen shed make a charming arrangement
with as much challenge as you are up for that day.

Everything in your garden is fair game for a
drawing.

Gardens Other Than Your Own

When Lauren was in college, she cut most of henrféggdrawing classes for trips up to the
greenhouses and barns that were at the edge of ganmpthe agriculture school. She drew
every afternoon in the warm moist air of the greenkes, breathing deeply enough to
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remember the scent until the next time she couldtgere. When it
was warmer, she went to the barns and drew baby pigl sheep, and
sometimes the colts in the fields. Her sketchboaksen she turned
them in, were a surprise to her instructors, budytihad realized she
was not attending the life classhe was out drawing life.

As weve said,“garden’s can include garden centers, greenhouses,
Back to the Drawing Board botanical gardensnot just a garden of your own. Chances are, your
local nursery woft mind a bit if you set up your stool and easetklire

When you're out and about, middle of their greenhouse. They may even ask tocpase one or two

take care to shield your work by of your drawings—your first sale!

carrying it in a portfolio and

protect it by placing a sheet of One word of warning: Outdoor drawing attracts attient which isrit
paper under your hand as you go always good for altered states of consciousnesgolf prefer to work
s0 you don’t smudge it. unobserved, yoll need to find a nice, quiet place to work, withtou

outside interruptions. And that includes makingestineres not a bull
on the same side of the fence as you are!

What Else Is in Your Garden?

Our gardens are reflections of ourselves, our expents, and our fantasies. They are places
of the soul, and so are perfect for drawing. Yoarden can be simple and austere, practical
or fanciful, fussy or tailored.. and so can your drawings. Try to reflect your gard per-
sonality in your drawings, then try another, verjferent garden, with a different ap-
proach. Make your garden drawings as personal asgdrdens themselves.

From Figures to Frogs—And a Few Deer and Gnomes

Statues, from figures to frogs, with a few deer,eelbarrows, and gnomes thrown in for
fun, can be present in your garden and your drawifithe somewhat diminutive scale of
garden ornaments can be fun to play with in a dreyviFlowers are fun with scaled-down
garden statues because they become relativelydahgen usual.

» Ornamentals and statues go from classical to coifndgen flashy to peaceful and con-
templative, from natural materials to designer higlth looks. Whatever you choose,
remember: I's your garden and your drawing.

» Arches and gates are other wonderful opportuniteeptactice perspective, which
we'll be discussing in Chapter 16. Draw the basic shapinformal perspective, but
use diagonals to help you locate the center of apgning or arch correctly.

» Garden paths, long and winding or short and strgiglld di-
rection and structure to a drawing. Make sure yavérdrawn
them with eye level in mind so they lay flat in tigardenscape.

» Walls are great backdrops for the detail in a gardeut they
are also interesting subjects in themselves. Getahgles right
and watch that the rock shapes diobecome monotonous. See

Try Your Hand the small shapes and angles that make each ro&relift.
Shadows on a plain wall can be a » If you are lucky enough to have rocks, a rockscapegck-lined
fascinating subject for a drawing. reflecting pool, or a waterfall, you have a worlfidaces to ex-

plore in your drawings.
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Whether it’s a plethora of flamingos, drying flow-
ers, or birdhouses, the ornamental objects in a
garden can make for wonderful drawing subjects.

Birds, Birdhouses, Feeders, and Squirrels

Our gardens also are home to a year-long varietyimfsbas well as the sometimes unwant-
ed squirrels. Laure’s yard has a collection of feeders that are vergyball day long. She

can watch the early feeders from her hot tub asdhreks the first of her many cups of cof-
fee, and she has a daily competition with threeiggls to see wh® out of bed first. Some
mornings, she can catch them as they come out eif thest in a far tree.
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All of what happens in your yard is material foradving, too. The feeders and birdhouses
are great for practicing perspective, too. You ¢eang them at various heights and draw
them using informal relational perspective, or yoan draw them with formal two-point
perspective as an exercise. Eventually, you wildfithey are easy to see and draw at any
angle or height.

The birds and squirrels move around quickly, bugafi have a good viewing window, you
can begin to make some sketches that capture gesirures, shapes, and proportions.

TR LT

The fauna in your garden are as much a part of nature as the flora. Draw them, too. Birdhouses and
feeders provide opportunities to develop your perspective skills and learn about geometric shapes, while
also beginning to observe and try your hand at drawing living creatures.
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Chairs in the Grass

Chairs in the yard are just like chairs in the heusxcept you can get a little tan while you
are drawing. Adirondack chairs are a challengenpidables need to be drawn so they stay
flat on the ground, round tables with umbrellas enedl worth the time to see and draw, and
even a line of clothes drying in the breeze can emaknice drawing. Be aware of shadows
and the shapes they make. They can add a lot tmpalsidrawing of a chair in your yard.

The possibilities in your garderand beyond-are limited only by your imagination. So get
out there and see what you can see and draw.

Get off your chair and draw it! Begin to see how to cre-
ate an environment and a mood, or capture a moment
in a blowing breeze, with your drawing.
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Your Sketchbook Page

Try your hand at practicing the exercises faulearned in this chapter.
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The Least You Need to Know

» A garden is perhaps the best reason for learning to draw: It provides an unending
supply of delight and challenge.

» Be prepared, even in your own yard. Use a hat or umbrella. When going out in the
woods or fields, take adequate protection against insects and the sun.

» Be a botanist when drawing from nature. Look at each specimen as an individual,
and see what makes it different and special.

» Take advantage of garden centers, botanical gardens, if you are a city dweller you
may need to resort to your local market or grocery store for a bouquet of flowers.

» Have some fun with statues, gates, or waterfalls. Remember: It's your garden drawing.
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Part 5

Out and About with
Your Sketchbook

To learn about drawing the world around you, we’ll be looking at perspective, that important
way of seeing three-dimensional space that artists use. Then, we’ll go outside to use your new-
found knowledge and apply the principles of perspective, starting with your house, your neighbor-
hood, and onward to the larger landscape of your world.







Chapter 16

What's Your
Perspective?

In This Chapter
» Realizing you are not lost in space
» Exploring your point of view
» Getting things in proportion
» Finding the vanishing point

Dear Theo,

In my last letter you will have found a little sketch of that perspective frame I mentioned. |
just came back from the blacksmith, who made iron points for the sticks and iron corners for
the frame. It consists of two long stakes; the frame can be attached to them either way with
strong wooden sticks.

So on the shore or in the meadows or in the fields one can look through it like a window. The
vertical lines and the horizontal line of the frame and the diagonal lines and the intersection
or else the division in squares, certainly give a few pointers which help one make a solid draw-
ing and which indicate the main lines and proportion ... of why and how the perspective
causes an apparent change of direction in the lines and change of size in the planes and in the
whole mass. Long and continuous practice with it enables one to draw quick as lightning.

From The Complete Letters of Vincent van Gogh

Perspective is a set of rules to explain how towdobjects in space and make adjustments
for the difference between what the eye sees aredmifind knows, or thinks it knows. For
example, the mind knows that a cube has six eqigda&lss but when a cube is seen in space,
the sides seen at an angle seem to diminish asitheade.

Perspective has always been a challenge to aréstd,many, like van Gogh, made elaborate
contraptions to help them see and draw things iacep Perspective can seem a challenge
for you, too, but you can use it as a tool to hegtpu improve your drawing.
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In this chapter, wd bring perspective into clear focus and simplifyso even ar‘idiot” can
understand. In fact, theseenothing terribly complicated about perspectiués just a matter
of recording on the page what the eye is reallyirsge

Understanding Perspective

We are used to seeing three-dimensional objects bmoadimensional piece of paper be-
cause of the development of photography, but phgphy was only an idea during the
Renaissance and almost until van G&gtime.

The development of photography, as a means of cotelyl@accurately representing three-
dimensional space, changed a lot of things forsastiFor example, they couldncompete
with a camera when it came to reproducing reabt/they began to
experiment with their own ways ¢geeing things, which led into all
the modern schools of painting that we now knowhsias cubism, im-
pressionism, and abstract expressionism.

But while modern schools of painting may have altereality, the fact
of perspective remains a given in the way we perceive the worlduard
us. Perspective is a kind ebmpe I’oeil, in which we know an objekt
Artist’s Sketchbook actual size, even though it seems very small. Th@mdor example,
looks as if it would fit between your fingertipsubyou “know” that it
is actually much bigger.

Perspective is the perception of
objects farther away as smaller

than objects that are closer to us. How to render perspective on the page has long keepnoblem and a
Trompe l'oeil is French for fascination for artists. When’sthandled well, the eye of the beholder
“trick of the eye.” Trompe I'oeil will accept it as naturally as it acceptSrmeal’ scene in space. A chair
techniques involve making the thats smaller than another, for example, wileel’ farther away.

eye “see” something that is paint-

ed seem so three-dimensional Perspective Simplified

you can’t quite believe it isn’t

really there. Perspective can be divided into a number of subgaties, which wal

keep as simple as we can:

» Informal perspective is a way to see the relationships between
objects in space.’® what you see on the picture plane, drawn
on paper by observing and measuring things agdimistgs,
shapes against shapes, spaces against spacesnanagain st
the other.

» Aerial perspective is the relative blurring of objects, color, or
detail in spaceScale is seeing that objects get smaller as they re-
cede in the distance. Foreground objects appeédratee more

Back to the Drawing Board detail and color or color intensity. Images in deggace are less
distinct and less colored.

We think it’s important to think
of perspective as a useful tool
rather than a problem. After all,

» Formal perspective, a more exacting way of looking at and
drawing objects in space, is based on planes ogssaf objects,

perspective is everywhere, so you like walls of a house,jvanishing; or diminishing, to points at
should use it to your advantage either side of the horizon line. It is not alwaysaessary if you
rather than hide from it. see and draw relatively and make a few observatimnsut

things in landscape space.
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The Art of Drawing

Van Gogh had to drag his perspective contraption out into the fields to use it. You can use the
window of your car and sit there, coffee for company, and draw right on the car window. Of
course, you can’t drive everywhere that you would like to be in order to draw, but you can use
the car window as a tool to learn to draw well enough so that, in time, you won’t need a tool
at all. Then you can go anywhere that your legs will carry you. Remember, NEVER sit in your car
with the motor running and the windows closed; make sure the engine is off—fumes and pollu-
tion are duel dangers, to you, and to the environment!

Perspective and the Picture Plane

Perspective in Pieces

You had practice drawing with a plastic picture péato see the three-dimensional space in
a still life condensed onto the two-dimensional seg of the plastic. Your patio or sliding
glass door can be used as a big picture plane tgfromhich you can see three-dimensional
space condensed on the surface of the glass, andcgn draw it right there for fun or to
see how things in space relate to each other.

Out and about, you can try looking at a landscapea building through your car window,
for a moving picture plane. Try it to see a comptied bit of perspective, like a dock or
bridge, or look at a complicated roof. You will sgeat all the angles, shapes, and relative
scale that make landscape space look accuratghs there on your car window. As with
the sliding glass door, objects will appear quiteadl, but you will get the idea.

Use your car window to remind you that all you ndeddo is see and draw.

Perspective can be dealt with in various ways:

Informal Perspective

» Scale and relativity

» Measuring and siting

Artist’s Sketchbook

> Aerial perspective
Scale in drawing is the rendering

Wwe'll look at each of these methods in a few pagesmrr of relative size. An object or per-
Perspective son or tree, as it is seen farther
away, will seem smaller than an-
» One point other of the same size that is
» Two point closer.

» Three point
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Artist’s Sketchbook

Eye level, or the horizon line,
simply refers to your point of
view relative to what you are
looking at. It is the point at

which all planes and lines vanish.

Let's considereye level as the key to understanding vanishing points
and one-point perspective. As you look at an objeca still life or the
corner of a room or out at a landscape, it is eyeel, in your view and
on your paper, that most determines the actual inag

When drawing landscapes or things in perspective,Hdrizon line is
the line to which all planes and lines vanish. Asiylook out on a
landscape, you can be looking up at, straight atj@wn at the view,
the horizon line, and the vanishing points, to whieverything will
disappear (seem to get smaller).

You can think of eye level as how and where youdeaving the
landscape-looking up, looking at, or looking down. In landgms, eye
level is also referred to as the horizon line. Wégou position yourself
and where you position the horizon or eye levehidrawing greatly
affect what you see and how you draw it.

Your eye level is your point of view relative to what you are looking at. Points begin to “vanish”
above or below the center, or “horizon” line. Notice how the perspective of the house changes
above, at, and below the horizon line.
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At the bottom of the pre-
vious page, and here, at
left are three drawings,
one executed at eye level,
one above eye level look-
ing down, and one below
eye level looking up.

Above eye level

Now, lets look at the three ways of viewing formal perspeet

» One-point perspective is a single straight-on view into space. To envisimme-point
perspective, look down a street, straight down @n®d field, or along a fence or a
tree-lined country lane. The road, the trees, theésnor the rows in the field will
seem to vanish toward a central point straight imufront of you at eye level.

Eye level Single vanishing point

One-point perspective: View down a few
roads toward a central vanishing point.

» Two-point perspective is based on the fact that planes seen at an andleegede in

space. They are directed toward vanishing pointeither side of the horizon line or
eye level.
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Lines of houses, buildings, fences, bridges, roarees, or anything else, seen at an
angle, will follow and recede to the points on attside, often far outside the area of
the picture itself. It can be easier to try to gegspective simply as angles in space
rather than needing to draw in the vanishing points

Two-point perspective is
vanishing points on the
horizon or eye level.

» Three-point perspective adds a third vanishing point and represents a faalyical
viewpoint. Try it after you have mastered informahe-point, and two-point perspec-

tive.

Three-point perspective
adds height or depth, for VP ) Eye level VP
a radical view.

Three-point perspective above eye Rectangle/cube looking down
level.
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Our technical editor,
Dan Welden, contributes
this beautiful drawing il-
lustrating three-point
perspective looking
down.

Tools for Landscape and Perspective

When youre out in the world drawing, being prepared is keyrendering perspective both
effectively and easily. Here are some helpful hints

» Sharpen lead pencils for landscape drawing wittharp pocketknife or utility knife to
make a chisel point. It makes a unique mark thansg appropriate for landscape
work, but you may find that you like it for all stsrof draw-
ing, once you try it.

» Be a scout when you are out and about. Take supgbeyou
can enjoy yourself and get some work done.

» When out drawing landscapes, take the time to lank find
the view that you really like. Doh settle for the first spot

that you see. Try Your Hand
» Use your hand to frame your arrangement, com porsjtior Sharpen lead pencils for land-
scene. scape drawing with a sharp pock-
» Take along a viewfinder frame and/or a plastic pietplane etknife or utility knife to make a
to help. Draw a few boxes to match your viewfinderm e chisel point.
ahead of time and use them with the frame to saer yiew. /

Getting Small and Smaller in Space

Whether you begin to draw perspective outside othie comfort and privacy of your stu-
dio isup to you and the weather.
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You can decide how much you want to use formal pecsive, with all the vanishing points
and lines, or whether you prefer to see relativemd just draw. Perspective always comes in
handy for difficult views and complicated buildingEy to learn the basics and then decide as

you go.

1. Establishing your view is first, whether ybra inside or out. Try a
few fast thumbnail sketches to see if you like ghapes and an-
gles. Dorit worry much about perfection; just do them.

2. Decide on the view that you like and look at it.dide where you
are relative to the view. Are you looking up, dowar, straight at
the main part or center of interest in your draw?ng

Try Your Hand 3. After you have established eye level and the haritiae lightly
Try sketching a small thumbnail on your drawing, you can begin to draw in the shapeu will
version of a view to see how you draw in perspective. Start with something simplela cube.
like it and decide whether you Inside, a cube is easy to find; outside, pick agienbuilding, like
should move to the side or look a cottage, to start.
from higher or lo‘fver to get ,an_ 4. Perspective is all about seeing planes in spacgosowant to
other vantage point. Try a view, o ) )
and move on and try another begln.wnh an objec_t that is turned away frqm ycaup an angle.
until you are happy. The sides of the object, cube, or cottage, will \&nior get small-

er, as they go back away from you in space.

Learning to See, Measure, and Draw in Perspective

Perspective is not that hard, and for the more odigescompulsive of us, it is rather fun. So,
with the addition of a ruler to help with the lingsu are ready to try it.

1. Site your object on your paper and decide on your keyel or horizon line. Hold your
paper horizontal; it will give you more room.
» Is your object correctly placed, relative to yowredevel?
» lIs it above, at, or below eye level?

Draw it on your paper. Most times, you will sitewyocube or
cottage slightly below eye level, until you decittedraw the
castle on the hill or your fantasy mountaintop ecablThe sides
of your object will recede to points at the faresdof that line.

2. The first step in perspective is to measure the hef the object
you are going to draw on the paper. Look at thenewrof the ob-

Back to the Drawing Board ject and measure the height of that nearest coamer draw it.

You can measure the height against your pencil widlir thumb.

If you were looking straight at the

middle of the side of your cube 3. Draw two points on your horizon line or eye-leveldi at either
or cottage, both horizontally and side of your paper.
vertically, you would see it as a 4. Now, lightly draw lines from the top and bottom ydur corner

square or rectangle, with no van-
ishing point. But here you are in

the real world, where things are
at angles and the sides of things 5. Next, you have to establish the length of thosesidAre they

tend to vanish to the points on equal? Which one islonger and how much? See thaatively,
the horizon line or eye level. and measure them with your pencil against the hiighich
you have as an establishédiven”

to the points on either side. These lines represhetplanes or
sides of your object vanishing in space. Easy, huh?
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6. Draw vertical lines for the far ends of the two ssd&f your cube or cottage.

7. Draw in the top if you can see it. The sides of eta@gle vanish to the same point, so
you can draw in the light lines to make the tope $ee following figure.

Not so hard, is it? The rest is just more of the sam

Closing the Roof

Let’s finish off your first perspective drawing and pairoof on that cottage or cube. A
roof—a simple one on a cottage or a cube, anywisyanother set of planes that are paral-

lel to one side wall of the structure and vanishth@ same point.

We've drawn a cube in
perspective to illustrate
these steps.

The roof is also centered on the end wall of thesture, which means that you have to
determine the middle of the end wall'sleasy!

1.
2.

Draw light diagonals in the end wall from cornerdorner.

Then, draw a vertical line up through tiXemade by the di-
agonals. That line is the middle of the plane orlveakn in
space.

Measure the height of the roof, called the gablepeak, by
comparing it to your base unit, the near cornertthau
measured to begin.

4. Draw in the peak of the roof.

. Draw lines from that point down to the two top cers of

that side or plane, and you will have drawn themhafthe
gable end of the roof.

The ridge of the roof is the top. That line is paehalio the
side of the structure and vanishes to the sametp@naw a
line from the peak to the point where the side waknish.
That is the ridge line of the roof.

The far end of the roof meets the back corner ofdtrac-
ture and is roughly parallel to the front end oftloof. It
actually slants a bit more than the front end oé tloof. See
if you can figure out how much.

Try Your Hand

Fences and walls can be seen as
long planes that vanish to a point.
If they change direction, then
they vanish to the other side.

A road or bridge can be seen like
a house. The road is a very flat
plane vanishing in space and a
bridge is a complicated structure,
but its parts vanish to one side or
the other.
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See how easy it is to
draw a simple house in
perspective? Lauren
(upper) and one of her
students (lower) give it

a try.

From this point on, perspective is careful measgrand plotting of lines to position other
elements like windows, doors, and chimneys corse@hd drawing them so they vanish to
the right point. Acomplicated house has more shsapedraw, thds all.

The more you practice simple shapes in perspective,mhore you will see the angles and
relationships. In many cases, you will be able stireate the angles for simple situations
and use the vanishing points for more complicateé¢® Is a new career in architecture or
landscape planning in your future?

These lines and curves
are in ratio to the base

Measure for Measure

When youre working with informal perspective, measuringkey. Here are some aspects to
take into consideration:

1. Take measurements by holding up a pencil at an uying distance from your eyes.
Keeping it at arms length will keep it constant, and the constanciymiportant for
that single view.

2. Use the pencil to measure a line that can be yoseley marking it along the length
of the pencil with your thumb.

3. Then, apply that measurement to gauge the relativi® of another line, shape, or
space.
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Comparing the basic
unit of measurement
against other lengths.

The Art of Drawing

Find a unit of measurement, something that you can measure against your pencil or the view
finder frame, a base from which you can compare and measure other lengths. You’ll use this
base to compare other things, lines, and spaces in your composition.

Think about your base unit and what you want to measure against it as being in a ratio (1:1, 1:2,
1:3, 1:4, etc.). You can use the table below to help you determine lines and curves, or create

your own base unit.

4. Establish the angles, measurements, and relatibasdre crucial to creating viable
space.
5. See where roads converge and bands of trees gdtesma

An angle measure helps you to see angles of pergpeict space, so you ddnhave to draw
in the vanishing points except in a really com plie piece. The more you draw, ydu
learn to estimate vanishing points, and see theranages. That will be close enough for a

lot of drawings.

The Art of Drawing

Make yourself an angle measure, just like the ones that carpenters use to measure angles. Fasten
two strips of mat board or cardboard together at one end with a brass fastener. Spread the strips
to mark a particular angle, a wide or narrow V shape, and transfer the angle to check your see-

ing and drawing of it.

207



Part 5 > Out and About with Your Sketchbook

Use a paper angle meas-
ure to see and transfer
angles to a drawing.

A Few More Tips on Planes in Space

To determine the middle of a plane turned in spaceh as the wall of a house to position a
door or window in the middle, or to find the midddé an end wall to position the roof,
draw diagonals in the rectangle that representswhki or plane. This works whether the
plane is facing straight at you or at any angled avhether it is above, at, or below eye level.

As in the figure below, a line drawn through thessed diagonals and parallel to the verti-
cals will be in the middle. You can measure alohg front of the plane to establish the
middle, and draw a line from that point through ttressed diagonals to the middle of the
other side.

Diagonals drawn
through a plane vanish-
ing in space establish
the center of the plane.

Some more points to consider:

» You can divide a plane as many times as you wantitawing
successive sets of diagonals.

» You can fit the curve of an arch into the rectangteer you
have centered it. & an easier way to draw it.

Try Your Hand » You can draw a dock or bridge and get all the pmrsrectly

. . placed by using diagonals to evenly break up thacsp
Your central point of interest can

be off center. » You can divide a plane that is tilted in space,ts&as a roof, to
determine the middle, for placing the chimney od@mer
correctly.

In a complicated street scene viewed straight acraissh as the one below, most of the
planes can be facing square on. At the edges of y@ion, however, things will start to
vanish to points at either side of the horizon ge éevel, or to a center vanishing point.
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A street scene viewed
head-on with things
vanishing on the sides.

In a complicated scene viewed at an angle, like the fdlowing, the various planes of
houses, walls, fences, and smaller items like catssks, and even bikes, bridges, gates, or
phone booths will be receding or vanishing to tiM® tvanishing points at either side of

eye level.

A complicated scene
where things vanish to
the sides.

Detail, Detail, Detail: God Is in the Details

Detail will be covered as we encounter it in Chapt&7,“This Land Is Your Land,and 18,
“Made by Man: Out in the Landscapeyhere wél explore working outside. Detail tells
more about what you see and why you chose a pdafiotiew, but it should follow natu-
rally after you have accurately drawn the basicpbsaof the landscape and gotten a sense
of the space and the view.
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Your Sketchbook Page

Try your hand at practicing the exercises fwaulearned in this chapter.
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» Perspective is a useful tool in seeing and drawing landscape space and putting three-

The Least You Need to Know

dimensional space on two-dimensional paper.

» Often, measuring and seeing relatively (informal perspective) is enough to achieve a

good sense of space.

» Formal perspective is a tool for accurately drawing three-dimensional objects in

space.
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Chapter 17

This Land Is
D =gy R
RN Your Land

In This Chapter
» Getting out in the world
» Landscape drawing tips
» What to take, what to wear
» The elements of a landscape, piece by piece

We need the tonic of wildness—we can never have enough of nature.

—Henry Thoreau

The land, in all its splendor, majesty, and com ptigxh as always fascinated artists. We all
seek a sense of place, and we relate to landscapgés both because they are comfortable
and familiar and because they are exotic, unfamiba even dangerous. We like them all.
And so the experience or drawireg plein air will both challenge and delight you and liter-
ally take you to a place you have never been.

Go Out for a View

Pack all your troubles in an old kit bagand draw, draw, draw. That old song didbalk
about packing a bag for no reason. THereothing like getting oué¢n plein air to get the cre-
ative juices flowing, to make you feel like ytra, well, getting out of the housewhich you
are.

When youre ready to get out of the house and begin tryiongryhand at some landscapes,
remember your supplies. Dé&nforget your hat, use some sunscreen, wear a sweatle a

jacket—do we sound like your mother? In addition, you megnt to pack yourself a picnic
dinner, in anticipation of capturing that brilliastinset landscape.

But Which One?

You can look at a scene various ways and drawffeddntly each time. Claude Monet did
dozens of paintings of haystacks, from differengkes, at different times of day, in different
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En plein air is a French term

light. The Sandia Mountains, east of Corrales, NewxMo, where Lisa lives, for example,
change from moment to moment, which is not alwagsducive to working on a deadline.
Lisa moved her desk several years ago so she dbkawve a mountain view (she wdsmet-
ting much done but mountain-viewingput she still finds a lot of excuses to get up and
see them anyway.

Eastern Long Island, New York, where Lauren livesgsents landscapes and seascapes that
change not only with the time of day, but every diiyherds a particular landscape in

your worldview that captivates you, dtrbe afraid to draw it again and again and capture
its elusiveness, like Monet.

A scene that seems familiar can present you witmygnaariations. It is
for you to choose how to proceed. Landscape depictian be broken
down into three scales:

1. Close-up studies of objects in nature are aboutgecimen, its
shape, proportion, detail, and texture.

2. In the middle, there is room for a view with sometdlil in the

Artist’s Sketchbook foreground, objects, foliage, and/or structureghre middle

ground, and a sense of space behind.

meaning “full of fresh air.” It 3. The big picture is about space, vistas, and purptaimtains
refers here to painting done out- majesty.

of-doors. Because classic painting

had been done in studios, paint- Faraway views might have some foreground detail, déne about the
ing outside was a radical move. sense of space in the view. Aerial perspective, fthagressive softening

of color, detail, and distinctness in deep spaadph suggest that dis-
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tance. Youll find more detail on aerial perspective in Chapis,
“Whats Your Perspectivé?

Framing the View

Once you have decided on the distance from which §pe seeing your view or scene, then
you have to decide exactly what piece of the pamoaa/ou will draw. You cat fit it all in,
you know.

The Art of Drawing

Remember Euclid’s notion of dividing the space from Chapter 9, "Step Up to a Still Life:
Composition, Composition, Composition”? He divided space so that the point of central interest
was slightly off center in both directions. This is an excellent example to follow when it comes
to landscape drawing.

Use your viewfinder frame to scope out the view ardp the view until you decide.
Move it from side to side and look at the differeveriations on what you see. Look at the
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diagonals in the landscape as you decide. Trynad f& view that draws you into the scene
and is a balanced but interesting composition.

Your thumbnail sketches will help rule out arrangemis or views that are less interesting.

On the Line—the Horizon Line

As we discussed in Chapter 16 and earlier, any edeuseeing and drawing of three-
dimensional space begins with eye level or the hamiline. Situating yourself in space
determines the vantage point from which you willdeeing and drawing the landscape.

You can be looking up at, straight out at, or dowm a view and the drawings will be quite
different. You can see the difference by making Hmsketches of a particular place or view
from different viewpoints. Try it and see:

» Sit on the ground.
» Sit in a chair or on a rock.
» Stand up.

» Climb on your car, a rock, or up a tree to see shene change as you change where
you are.

On the Page: Siting Your View

How you position your view on the page will alscegtly affect the composition and how
effective your drawing is when finished, so takensmtime to position the image to its best
advantage at the start.

Landscapes havkigh horizons, middle horizons, or low horizons th at
affect the view and the sense of space.

» If you want a sense of deep space, you can movehidreon
line higher on your page. There will be more foragna and
the horizon will feel farther away.

» If you want to concentrate on the sky, move theih@r line Try Your Hand

down farther on the page, somewhat compressin gfidhe High, middle, and low hori-
ground, middle ground, and background space. zons represent how eye level is
> You can leave it in the middle or anywhere in be¢wethat Serce.""ed and rendered in a
rawmg.

suits you and what you are trying to do with yoantscape.

Some Thoughts on Landscape Space

As with any kind of drawing, landscape presentsoia special set of considerations:

» Strong horizontals in the landscape make a betoen gosition.

» See and use winding roads or fences to lead thdareyeyour world. Remember to
draw fences and hedgerows or lines of vegetatiom field.

» Shapes of hills overlap in interesting ways.

» Identify the center of interestwhat you are trying to show about the view that you
see. Think of a visual story. Set a scene into tm position, then add other elements
and some detail.

215



Part 5 > Out and About with Your Sketchbook

» When you add structures, pay attention that theydmawn correctly and at the same
vantage point and eye level as the landscape.

Tools for Landscape and Perspective

As weve suggested previously, sharpen lead pencilsdodbkcape drawing with a sharp
pocketknife or utility knife to make a chisel point makes a unique mark that seems ap-
propriate for landscape work.

Also, be a scout when you are out and about. Talpptes so you can enjoy yourself and
get some work done. Include as much as you think ywill need and then some. Be pre-
pared, in other words.

When out drawing landscapes, take the time to lanK find the view that you really like.
Don't settle for the first spot that you see.

Use your hand to frame your arrangement, com positmr scene. Take along a viewfinder
frame and or a plastic picture plane to help. Daafew boxes to match your viewfinder
frame ahead of time and use them with the framee® your view.

Seeing and Drawing the Landscape

Try sketching a small thumbnail version of a vieewdee how you like it, and to determine
whether you should move to the side or look frongher or lower to get another vantage
point. Consider the following as you draw your sinthlumbnail version; these points will
help when you get to your larger drawing as well:

1. Try a view and move on and try another until yoe arappy.

2. Drawing the landscape starts with the horizon loreeye level, then moves on to big
land forms.

3. Making things in the landscape sit down and stay igunerely
seeing and drawing them in space. Usually if thisra prob-
lem, it isin maintaining a consistent eye leveldadrawing
things at their relative place above, at, or beleye level.

4. Use your experience with perspective, either infatmbserv-
ing, measuring, and drawing of the angles in aduue, or for-
Back to the Drawing Board mal perspective and vanishing points, or a hybridhe two.

One reason why trees are poorly 5. Find and draw intersecting wedges of land as indigney

drawn is because so few artists shapes.

have realized the need for study- 6. Use tone to define big shapes before adding detail.

ing their formation and growth,

both as groups and as individuals. Aerial perspective helps a great deal in establighdeep space. This
When you see them as you do can be achieved by allowing the far distance tddss distinct and
people or animals—having ges- softer in color, tone, and detail.

tures, proportion, and shape, as
well as growth patterns that will
determine how they look and
how you draw them—your draw- Whether youre rendering close-up detail or distant perspectioy

ing will improve tremendously. can use the tear-out reference card checklist toimenyou of the steps
toward a drawing.

Detail up close, on the other hand, is stronger ale@grer, more color-
ful, and full of tone or contrast.
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Photographs: To Use or Not to Use, That Is the
Question

Photographs can help with detail, but not reallyldarn to see and draw. If you go out to
sketch and draw, by all means take along your canfer detait—but dont rely on it exclu-
sively. You can annotate your drawing using the pdhahd put in areas of detail rather

than the whole picture worth, but its better to draw in order to capture what is im port

to you.

The Landscape in Pieces

Elements in the landscape become part of the whimlé¢,can be considered separately to
learn more about each of them. So you can thinkhe&flandscape in pieces, we taken a
landscape apart so you can consider those piedesebthey become part of the whole.

Trees and Shrubs

As with roses, a tree is not a tree is a trees the tree, theone that you are drawing. It must
be seen as an individual. When you think of theetas an individual, almost like a person,
you'll discover that it has both gesture and directittnhas its own proportion and shape,

from tall, columnar evergreens to wide, spreadiras

Every tree has a character
all its own.

pyramidal

s
N

A

i

spreading weeping
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Trees present a myriad of possibilities for texture, composition, perspective, and light and
shadow studies.

Foliage is another detail that needs special aitantDon’'t draw a head of broccoli like
painters used to befowa plein air painting became popular and artists started relalbking

at trees. Of course, if you cédmsee those individual leaves)sipossible you need new glasses
or contacts.

Different foliages have
different textures. Look
at the various ways these
examples illustrate them.
There’s more than one
style in which to render
foliage! What's your
style?
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A Tangle of Textures, Vines, and Grasses

Vines and underbrush are great fun to draw; you ganas lost in the drawing as you can
get out in the underbrush itself. Pick a place thas a lot of complexity, but some kind of
structural device that frames or limits the tangle.

A stone wall or some large branches can work welframe a mess of underbrush. A trellis
or arch will support a massive vine, and yibget an interesting contrast between the
curves of the vines and the architecture of thdlisteFollow these tips when drawing this
type of foliage:

» Draw the vines or the tangle lightly at first.

» Start seeing the overlaps of branches and the twgraf vines as you draw them.

» Use tone to emphasize where one branch goes ovender another.

» Work in some flowers when you can. They are setbgfthe underbrush nicely.

» Play with the tones of the background. This will gtlg help to set off and define the
complexity of the tangle.

» You can squint or blur your vision as you work ometbackground. You will see the
beginnings of shapes behind shapes that you camel@ito more tangle in the back-
ground. How far you go is up to you.

Wrap a few vines around your drawing pencil.
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» Grass is a lovely addition, but it needs to mowe Igrass, not look like a rug. Think
about direction, gesture, and texture.

Grass is as individual as
any landscape feature.

Beaches, Rocks, and Cliffs

Rocks are wonderful elements in the landscape. Téeey be playful, formal, architectural,
massive... you name it. When you start drawing rocks and dyyrikink about form,
shape, space, volume, weight, and texture.

Consider form, shape,
space, volume, weight, and
texture as you draw rocks,
dunes, and other landscape
features into your drawing.
Take a look at these
dunescapes for a selection
of solutions to executing a
common subject.
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SRy and Clouds

The sky provides a daily show of tones, patterng] dextures that literally change with the
wind. Think about pattern and texture, with form tmigger, thicker clouds.
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Even though it’s not
drawn, the sky above
these cliffs is an impor-
tant landscape feature.
It’s about space—the ab-
sence or presence of—as
a compositional element
of your drawing.

Water and Reflections

Water, water, everywhereit’s easier than you think. Bodies of water need tdlat, which
means eye level and an elliptical curve in the bamlshoreline that works like the edge of
a big dish out there in the landscape. Some thiogsonsider as you draw water:

» Think about eye level and making the water lay fla¢ a dish in space, then add light
and flickering texture.

» Reflections are fun, just see them and draw thédm the objects themselves.

» Think about pattern on a surface yue already drawa-it could generate an entirely
different drawing.
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Capturing reflections on water can add interest and detail
to your drawing.

The Best for Last: The Small Things

It is no secret that Lauren prefers the small ttsiig nature to the big picture. She spent
her childhood hikes looking at the ground, and ninthhas changed. The detail in small
individual specimens has always fascinated her, amday be the view that you like best
as well.
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Wherever you go, look for the small things, and geknow them as you draw them:

» In the woods and mountains, there are delicate \Wildérs in the spring; at the
higher altitudes, they are there most of the summer

» Mushrooms are some of the most erotic, sensuoupehaut there. They can be fun
to arrange on a page as if they were talking ireag.

» Lichens, mosses, and other fungi are there forddeing and drawing. Even the galls
on tree branches are interesting. They are madébyttee or leaf in response to a
buds trying to burrow in to lay eggs, and every treakas a different one.

» The woodland wildflowers could occupy a lifetime @fawing only they, from the del-
icate mayflower and Solomdsiseal to the exotic jack-in-the-pulpit and lasiglipper.
All have their own story.

» The seashore is a treasure trove of goodies to sdedaaw. The complexity of
seashells, the funky shapes of crabs, the strucdfiteg pieces of driftwood, the tex-
ture of seaweed, shore plants, and the unendingsrack all waiting for you.

A study of driftwood on
the shore can be as mon-
umental and compelling
in composition as a cliff
or dunescape. The
drama is in the drawing!

As Your Drawing Progresses

Balancing all the elements of your landscape isggjing act, but you can use your tear-out
reference card checklist at the front of this bdokhelp. Remember that you darhave to

fill in every inch of the page to get a good dragirRemember, too, that you drhave to
finish each drawing the same way or the same amount

Light, Shadow, Atmosphere, and Contrast

Look at tones, the lights, and shadows in a landeca#s you do, consider the following:

» Strong shadows can be interestirlgut they can be confusing, too.

» Make sure that you can see the main shapes ofdhéddcape.

» Remember to balance the foreground detail with almeount of space you are trying
for.

» Experiment with suggesting tone rather than fillin@ll in everywhere, or changing
the tone of an area for greater contrast.
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There are endless ways to finish a drawing. No twawdngs will ever end quite the same
way—it’s part of the fun.

Detail Is, As Always, Detail

Careful study of individual landscape elements wilake it easier and easier to draw them

into the view you have selected. The more you dreared, the better your trees will look,
and so it goes.

» Try drawings that are about big land shapes, aiyddtawings that are about intersect-
ing wedges of land or belts of trees or bands aksoin interesting patterns.

» Try drawings of small corners of your worea favorite place or a hidden refuge, for
example.

» Try to see trees as individuals. Think of them adapirits having their portrait
drawn.

Most of all, find the little things in the woodg) ithe mountains, in the fields, or at the

beach that are the tokens or talismans of the plBdag them home and draw them. That
way, you can treasure them always.
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Your Sketchbook Page

Try your hand at practicing the exercises oulearned in this chapter.
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The Least You Need to Know

Any specimen, scene, view, or vista, from close-up nature studies to the big picture
panoramas in the landscape, is open to you—make the time and effort to go out
and see and draw it.

The vantage point, eye level, framed view, and format on the page will all con-
tribute to the feel of your landscape.

Close and careful study of specimens from nature will put you in touch with the
unmeasurable phenomena in the world. You will heighten your powers of minute
observation and discover the great variety in nature.

Drawing from nature increases your sense of place, of really being there, of being
truly awake and alive.




Chapter 18

Made by Man:
Out in the
Landscape

In This Chapter
» Adding human-made elements to your landscapes
» In the countryside
» On the waterfront

» Trains and boats and planes

Some of the most unusual adventures I have ever had came as by-products of casual sketching

trips made after breakfast on days off from my newspaper work. It is a hobby that leads to
queer and uncommon human contacts.

—Clayton Hoagland

Not everything in our world was made by Mother Neguand human-made elements are
just about everywhere you look. Whethesia fence crossing a field, a sailboat rocking in

an inlet, or a satellite tower topping a mountatihe things made by humans can add a sur-
prising dimension to your landscape.

Evidence of Human Influence

Of course, there are landscapes without human-mégeents, but they are getting harder
and harder to find. These days, the human influesemns to be almost everywhere we
look, even ifits only the winding road we are looking out at in tthistance.

Making peace with human-made elements in your laagscdrawings is not so bad. In fact,
you can use the many human-made things in your leagls to frame and order the space,
draw the eye into your composition, or add contrast textural detail. At the same time,
some human-made elements are more attractive tharrstand there are some ybuefi-
nitely want to leave out.
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Roads, Fences, Gates, and Walls

Roads, walls, and fences are parts of the landsthptcan add direction, interest, and
vitality to a scene or view. Aroad, wall, or fengeeandering away within a grouping of
winding hills can add drama and narrative to a dregv A half-open gate can make viewers
wish they knew what lay beyond it and stimulate ilmeagination.
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Lauren’s grandfather
drew some of these
roads. Note how each is
an individual.

oM

In the Farmyard

You have only to go outside on a farm and you Willd something
to draw—and sometimes, you doneven have to go outside.
Whether you are on a big farm in the Midwest wititd of equip-
ment and big fenced fields, or a little family farim New England
with a big garden, a few chickens, cows, and aniemtcold tractor,

you will find something interesting to draw. Try Your Hand

Haystacks worked for Monet, and as you travel arothe country- Using your V"eWﬁ"defframe to
side you will see the various shapes and sizesifferént areas of !‘e'P compose the ma'”'a'?d masses
the country. Big barns are the norm in Vermont, éxample, while | in 2 landscape, take certain

the bigger structures in Nebraska are the siloshfarvested corn. human-made elements, such as
roads, fences, and walls, to make

Corrals and farmyards enclose areas and make istiaig angles the difference between an ordinary

and shapes. The animals themselves we will deal witChapter drawing and an extraordinary one.

20,“It’'s a Jungle Out ThereSo Draw It? They deserve a chapter o
their own, after all.
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Artist’s Sketchbook

Cairns are human-made trail
markings, most often piles of
rocks that mark the trailside path.
Adding these mini-structures to
your drawing can lead the viewer
onto the trail, too.

Some of the more un-
usual items in the land-
scape may be waiting
around the corner for
you to draw, such as
this lighthouse.

Sheds and barns are technically structures andesaa@vered in Chapter
19,“Houses and Other Structuréfut youll want to be sure to include
them with all that you find when drawing on a fariYou can sneak a
peek ahead if yo'd like some helpful hints for how to draw them.

Special Uses, Special Structures

And then there are all the unusual erections in ldralscape, from
mountaintop warming huts to lighthouses on rockpi&s, just waiting
to challenge you and enliven your drawings. If yane out and about
and feel like creating an unusual drawing, try orféloe more striking
structures that decorate the landscape. Lighthqugesdmills, and tow-
ers add height, but they can also be the focusnoinderesting drawing.

For you outdoorsy types, there are huts, shedsnsallishing shacks,
lean-tos, tents, and camperas well as log footbridges, traifiirns, and
forest service and Bureau of Land Management signs.
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A little closer to home, you could draw in your yaand try a tree house, screen house,
gazebo, or even your hammock hanging between twestrOr, for the city dweller: fire

Try Your Hand

If you can get your car close to a
dock, try drawing it on your car
window (a moving plastic picture
plane). You can see the progres-
sion of the piers and the per-
spective of the walkway leading
out into the water. Do it for fun
and make a tracing if you like it.
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hydrants, parking meters, parking lot shantieshgge cans, even
traffic signals.

On the Dock of the Bay and Beyond

Whether near the water, on the water, or in theematou will usually
find human-made things along with the natural. Froanoes on a
quiet lake in the Adirondacks to trawlers at thenaoercial dock in
Montauk to sailboats in the Caribbean to the ocaaerlyou are on in
the middle of the Atlantic, boats are there for ymmuinclude in your
drawings to add to the sense of adventure.

Docks, Harbors, and Shipyards

Docks and shipyards are challenging places to dradiock needs to be
drawn carefully, and there is a lot to measure. Opece get the main
plane of the dock drawn in space, use crossingahags to divide the
space equally and then again and again for thespiempilings.
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The activity in a boatyard can be daunting, butalyenjoy the subject, you will find a way
to frame an amount of the activity that you can Hbn Your viewfinder frame will come in
handy for this. Plus, dohhesitate to filter out unwanted objects and dlefHiis is called
“artistic liberty”

The Art of Drawing

A boat can add just the right touch to a landscape. You might try sketching a fishing trawler
overflowing with fish, just back from a day at sea, or a canoe tucked against the shore, waves
lapping at its side. As an experiment, leave the humans out of the picture (also because we
won't be discussing how to draw them until Chapters 21 and 22); you'll find that human-made
things without the men can make your drawing come alive in surprising ways.

You don’t have to be
Marlon Brando to create
a dramatic waterfront
w® effect.
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Sitting on the dock of
the bay.

From a Canoe to the QE2

The proportion, shape, curves, and form of boats listle different from most other things.
The hulls of boats have more complicated curves thedgd a bit of special seeing and draw-
ing to get them right.

Be sure to take your
time so that your boats
stay in the water.
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The World of Vehicles

They may or may not be your favorite things, but damdscape is
crisscrossed from end to end with roads, train ksathe bridges
over them, underpasses under them, and tunnelgetaoogthe
other side. A little wood bridge over a walkway rhigbe more to
your liking, or you may enjoy the challenge of sspension bridge
or a mountain pass with a tunnel going off somewvehdry what-

Back to the Drawing Board

ever appeals to you, with or without vehicles. Boats need to lie flat in the water.
There is nothing more awkward
Bridgesl Trains, and Tracks than a boat that won't stay in the
. ) water where it belongs. Try drawing
Tunnels and covered bridges and overpasses argwhere, in a box in space for the boat and
the city and the country. They can be the classioMent covered then put the boat in the box. You
bridge, a tunnel_ through th(_a mpuntains in Coloradothe may want to refer back to Chapter
Golden Gate Bridge-the choice is yours. 13. “This Is a Review—There Will Be

a Test,” where we discussed drawing
a box around a more difficult ob-
ject to help you draw it.

235



Part 5 > Out and About with Your Sketchbook
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Every mountain is as in-
dividual as any land-
scape feature.

Moving Vehicles

Then there are the moving human-made elements likeks, cars, fire engines, buggies,
wagons, tractors, and merry-go-rounds. You can thdahkven more, we are sure. Take a
look at some of these vehicles that Lauren has dravehicles provide a contrast between
hard angles and geometric shapes in the manmadkwamd the often more fluid forms
and contours of nature. Place a person or two i@ ldndscape and youe included the link
between both worlds!

Combines, boats,
planes, automobiles—
more than just modes of
transportation.
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Your World Is What You Make It

By now, you can see that everything in the worldais game for your pencil and sketch-
book. Go onr—get out there in the world. # just waiting for you to draw.
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Your Sketchbook Page

Try your hand at practicing the exercises fwaulearned in this chapter.



Chapter 18 > Made by Man: Out in the Landscape

The Least You Need to Know

Untouched landscape is hard to find, so make peace with elements of human
design.

Human-made elements can add order and interest and welcome diagonals to lead
the eye into the composition.

Drawing boats in the water, or any vehicles, requires some special consideration and
careful seeing of the proportion and detail.

Your world is what you make it, so go draw it the way you would like it to be.
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Chapter 19

Houses and
Other Structures

In This Chapter
» When is a house not a home?
» Getting your house to stand
» Building perspective
» From shingles to bricks

The artist’s ability lies first in seeing the picture before he has begun it.

—Clayton Hoagland
Houses fascinate us. After all, we all live in ause of some kind, whethersta tall apart-
ment building, a small ranch, a lovely Cape Codamnhouse, an old Victorian with lots of

gingerbread trim, a cottage on the beach, an ottkfuadobe, or a modern, sculptural man-
sion.

Whether its drawing a house or another building, the mostartant thing, as Clayton
Hoagland notes, is to firstsee’ In this chapter, yoll learn how to do just that.

A World of Buildings

Houses, barns, sheds, and other structures areapsrthe most prevalent elements in land-
scape drawings and paintings. They are almost evegya you look, so, of course, th'dy
find their way into much of what you draw as well.

City Mice and Country Mice

Whichever kind of mouse you are and whatever kifd ouse you choose to draw, you will
encounter largely the same challenges and problems.
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Seeing your view (the vantage point, eye levelpfrag, and format on the page)
and the accurate transferring of your view to theg@ is the same, whatever the
subject and detail.

Lauren’s grandfather
drew this tent.

Every house is as
unique as its owner.
Whether a city or
country house, these
buildings present to
the artist the chal-
lenge of perspective
and composition,
simple or elaborate.
What's your vantage
point?

s LI
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The Old and the New

Whether your house is an old charmer, a stunninglero, or anywhere in between, you
can make a drawing that is a portrait of all itesial qualities. Draw your house at different
times of year as well, and get some of those laadecand garden elements in. Trees, in par-
ticular, change from season to season, and can gh &lme way a house looks dramatically.

Old or new, every house has
something unique to recom-
mend it. On your next trip
abroad, take along a sketch-
book to study perspective in
centuries’ old forms and
structures. You’ll get some
great drawing practice, and
have a wonderful travel
journal through which to re-
member your journey.
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Making It Stand

Start with simple houses and barns and sheds. Thewenon to more
complicated structures or street scenes. Of cowse,have to begin
with decisions about vantage point, eye level, fragwyour image,
your format, and position on the page.

Try Your Hand Whether you are looking up, at, or down at your jeab will affect all
that you see. Some of the ways you can view a housleide
Take your time when drawing a
house—and take the time to > Up under the roof to see all the detail under thees.
draw it more than once, at dif- » Straight at the house, concentrating on doors afirddew trim.

ferent times of year. » Down on the roof from above.

Of course, those are only three suggestions. Batbre—view a house
through a window, or past a tree. The possibiliaes endless.

Informal perspective is great for quick, casual sketches of houses. Take a look at how individual drawing
styles and drawing materials produce different results!

Informal Perspective

For a casual sketch of a house or an exploratoawirg to decide on a view or framing or
format, you can observe and draw the main angles hhouse by carefully establishing a
base unit of measurement and some basic angles.
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Then, add to your drawing as you can see the ratabetween each part. Draw carefully
and check all the relative parts of the structuedolbe you begin the detalil.

Formal Perspective

When you want to be more formal, begin with eyeeleand a light siting of your house on
the page. Then, draw in your vanishing points anditeo draw the planes of the house in
perspective. You can refer to the steps in Chapgif you'd like some help as you go.

You can copy famous
architectural structures
from high quality
images in books or
periodicals to gain more
insights into formal
perspective.

Keeping the Pieces in Proportion

Whether your drawing is an informal sketch or atelctural rendering, you will need to
measure carefully for doors, windows, and any ottran details that you draw to keep
them in scale and evenly arranged. You can usesthps on the tear-out reference card if

you'd like some help with this.

" Executed in sketch form

Using diagonals to divide a house plane will assure accurate placement of the win-
dows and doors.

It’s in the Details

Windows, doors, roofs, stoops, railings, steps,tgcg, soffits, overhangs, patios, porches,
pools, and pondsthese are the details that houses (and yards) amenof. Go for a close-
up view and render one of those details in pardicuEven a crack in the adobe can make

for an interesting close-up house drawing.
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The Art of Drawing

Even if you're not doing a close-up view, the details will separate this house from the one next
door—and the one in the next town. Try a portrait of your own house or one for a friend. Draw
all your neighbors’ houses, then knock on their doors and sell them the portraits!

The individuality of a
particular house is as
simple as its details.
What element strikes
you as the most com-
pelling around which to
organize the composi-
tion of your drawing?
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In the City

Skyscraping apartment towers, modest brownstoned, elegant townhouses are in almost
every city, along with office buildings, factorieand warehouses. They can present an inter-
esting street scene or skyline with lots of citytaie

You can soften the linear
quality of a cityscape
with rooftop gardens,
window boxes, front-
stoop planters, sidewalk
gardens, or a city park
background. The highly
articulated perspective
relationships don’t over-
power the drawing.

In the Country

The countryside is a haven for artists and poetsenglier they find it. The peace and tran-
quility are both inspiration and subject. In theuedry youll find the time, the space, and

247



Part 5 > Out and About with Your Sketchbook

the peace to work creatively. Try to give yourgdle gift of time in the country, even if you
think that you live in the country already.

Look for houses in the country that reflect an ogemature quality. Find yourself a fan-
tasy farmhouse-the Victorian of your dreams or the Adirondack ledih at youve always
wanted—and draw it. Who knows? It might be a way of vidailg it into your life. But be
careful what you wish for, you might get it.

Here’s the country house e
of Lauren’s dreams. Try

drawing your own dream
house, too. You might
even get what you

wish for! Country and
farmhouses blend archi-
tectural elements with a
functional integration
into the landscape.

Materials and Techniques

The materials and textures used to build your housed their own marks to differentiate
them. Cedar shingles, clapboards, rough cedar giddmooth aluminum siding, brick, stone,
metal, and stucco are a few of the materials theat be represented by tones and marks.

Experiment with different pencils to render different house textures on the page. The
medium you choose can assist you in rendering that wood or stone facade.
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Period Pieces and Special Places

Period pieces and special places present their spacial interests-and issues. Decide what
you are going after before you begin. If you intetodadd a lot of elaborate detail, you will
probably need to begin with an accurate base, drawformal perspective.

For sketches, even a house with lots of gingerbrigad can be
drawn loosely with a minimum of perspective. As lwiany house,
it will be in the details that you find a classiotseés particular in-
terest.

Classical Beauty

Architectural detail can be sketchy and suggested oan be

very precise, requiring a lot of measuring and plang. Here are
some helpful hints to guide you as you begin towdthose classic
beauties.

» Afront view of a Victorian with gingerbread triman be care-
fully and lightly sketched by measuring with a pdrreld
out at arms length. Once you are pleased with the placeme
and proportion of the windows and doors, you cagibdo
add the trim detail and be reasonably certain tyat will

Back to the Drawing Board

You may want to review Chapter
16, *“What's Your Perspective?,” and
refer to the steps on the tear-out
reference card as you try to draw
structures for the first time. Every
house presents its own unique
challenges. Going step-by-step can
help you avoid making mistakes.

end up with an attractive loose rendering.
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» Remember to look for interesting structures liketegs, arbors, pergolas, gazebos,
elaborate screen houses, greenhouses, and wrapanparches. They require careful
seeing and drawing, but they make great subjects@@n add a sense of place or
atmosphere to a scene.

Down on the Farm

Drawing farmhouses invites detail. There is so mgeolng on and, seemingly, a structure
for each activity—from maple sugar shacks out in the woods in Vermtinhuge dairy

barns in New York State, from cattle ranches inndao windblown, abandoned farmsteads
in Nebraska. There are small family farms, citrus\wgs, tree farms, truck farms, and im-
mense factory farms.

Try drawing the barns, silos, and sheds in a farmdy&ences, corrals, and stone walls will
add interesting diagonals and texture while defmthe land shapes and inviting the view-
er into the composition. You wdhrun out of structures to draw on a farm for sotmee.
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Farm structures are as varied as the landscape. What
choices will you make to compose your drawing?

Out on the Edge

And then there are the more special structuresaaryandscape,
places you might be particularly fond of, from maamtop huts to
lighthouses on rocky shores, just waiting to chage you and en-

liven your drawings.

Try drawing some of the unusual structures you fordyour trav-
els, such as lighthouses, windmills, towers, hstseds, cabins, fish-
ing shacks, lean-tos, tents, tree houses, and sdreerses. And
don't forget the cliff dwellings of Mesa Verdeand the pit houses

of Chaco Canyon.

Don’t forget those cellular towers and high-voltage #leclines
stretching across the plains. Or Hoover Dam stratghacross the

Try Your Hand

Experiment with different pencils
and other drawing tools to find
marks that you like. Try sharpening
a pencil to a chisel point to make
a flat mark for wood texture.
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Colorado River. Human-made structures add high drasmsother Naturss works, and
they can add drama to your work as well.

Windmills, towers: Nothing is too unusual for your drawing pencil and sketchbook!
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Your Sketchbook Page

Try your hand at practicing the exercises oulearned in this chapter.
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The Least You Need to Know
Houses are fascinating to draw and there is no shortage of them in the landscape.

Informal sketches can accurately describe a house and its personality if they are care-
fully seen, measured relatively, and drawn progressively from the basic shapes to the
finished detail.

A formal rendering in perspective is another kind of portrait.

Try drawing houses into your landscapes, especially on trips, so you can include styles
and detail that are unusual.

Don’t forget about the exciting, exotic, and estrange in your choices of houses to
draw. Why stay home when you can go have an adventure—and draw it, too?
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Drawing Animals
and People

It’s time to start putting some life into your drawings, and in this section, you'll learn to draw

both animals and humans. Both require seeing the action and gesture, then the proportion and
form, followed by detail.

Learn why the nude has always been the object of artists’ affections—and why it may turn out

to be yours as well. You’ll also learn about gesture and movement, and how to render them on
the page.







Chapter 20

It’s a Jungle
Out There—
So Draw It!

In This Chapter
» Drawing animals
» First, gesture
» Then shape
» Detail and scale

Animals = action. These two words go hand in hand in art. Their lives are of necessity active
and their activities are reflected in an alert grace of line, even when they are in repose or
asleep. Indeed, because of their markings, many animals appear to be awake when they are
sleeping, and many mammals sleep so lightly that even when apparently asleep they will
move their ears in the direction of a sound that is inaudible to us. So there is always a feeling
of perpetual motion about animals, and to draw them successfully this must be borne in
mind.

—Alexander Calder

Interior and exterior landscapes are one thing, oW it's time to populate your drawings.
Whether its animals or people, re-creating living things ore fhage takes both practice and
patience.

As Alexander Calder points out, animals = action p@gaing that action is the first step in
creating dynamic animal drawings.

Drawing Animals

Earliest man covered the walls of caves with dravsimfanimals in a basic attempt to know
them, relate to them, hunt them, revere them, s, learn from them, dominate them,

and celebrate them. Unlike the spears and arrowvas éppear next to them in these ancient
drawings, animals continue today to be among a'tfavorite drawing subjects.

You may want to let your sleeping dog lie, but tBemo reason you candraw him while
he does. But how do you draw a sleeping €g a running horse? Lstfind out.
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In a World of Action, Gesture Is First

Alexander Calder was a keen observer of natureebsag a draftsman who saw
and captured the essence of each animal he dre@aks$er himself notes, he
looked for the basic action, posture, and gestdraroanimal as the foundation of

a drawing.
When you begin to draw animals, take plenty of tihoesee
the action and gesture. In your first drawings, yoay only
get a gesture or a direction the animal is movibgt in time
you will be able to add form and detail to an aetivase that
really feels like the animal you were drawing.
Try Your Hand Basic Proportions and Shapes
The more you draw animals, the th selraegln by getting those basic proportions and skaye
more at ease you will be with paper.
their particular proportions and 1. Once you have your subject framed and your paper
typical ways of moving. and pencil ready, start with a few gesture or attio
lines that represent the main limbs and directidn o
movement.

2. When you have an idea of how the animal moves, try
to find a base unit of measurement, like the width
the head, the length of the body, or the heightrfro
the ground to the chest, and use that as a referenc
point.

3. Measure that shape, space, or length and see how it

Try Your Hand relates to other measurements on the body.

Fill page afte’_Page in your 4. See the relation between the height and the lerodth
"“?tChlb?k with fast sketches of the animal, its legs, how high they are, and howgo
:‘mma S-thry cti;]aw':ﬁ’ a psrtl at a, the body is relative to the legs. Look at the heal&-
'me, rather than the whole ani tive to the neck, the chest relative to the girthtloe
mal at once. .

body, and the size of the head.

This giraffe and ele-
phant are reduced to
the basic geometric
shapes that define
how they look.
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5. Next, think of the body as a collection of sparetgalrawn as geometric shapes of
various sizes and on various angles, relative tcheather.

6. Look for ovals, ellipses, ellipsoids, cylinders,noms, and spheres. Think of the hard-
edged shapes, too, then round them off.

7. See the barrel shape of an elephatig body, the long curving cylinder or cone of it
trunk, the even longer, curving neck of a giratfiege slender ellipses that make up the
shapes of a deer.

8. Try to draw each part of the body as a three-dimenal part, not a flat shape. Using
ovals and ellipses in light lines helps you thirske, and draw round, full shapes for
the body parts.

Quick drawings of animals concentrate on gesture and on the shape of basic body parts.

259



Part 6 > Drawing Animals and People

Bulking Them Up

Once you are acquainted with an anifsdlasic shapes and gestures, you can begin to add
some form and bulk to your drawing. Even a delicde®r or a slender bilslleg has some
form.

Look at where shapes on the animal over- or underapwith inanimate objects, the way
one part goes over or under another defines th@stand how they fit together.

Use tone, and your experience with it, to shade sarhthe main muscle and body shapes
and how they meet.

L]

Lauren’s students use tone to shade and highlight animal muscle and body shapes.

Fur and Feathers, Skin and Scales

Snakes and snails and puppy dotgsls are only a few of the reasons you will wantadd
texture to your animal drawings.
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Your practice with marks, tonal charts with diffatetextures, and a willingness to try out
some new marks will pay off here.

A sensitivity to the individual animal and its uniq qualities is a good start. Think about
the conditions a particular animal has to live mgw they live, how they feed or hunt,
what the dangers are, and how they have to adapttoTuse your thoughts as you render
the fur, feathers, skin, and scales.

Being sensitive to an animal’s unique qualities, practicing with different textures, and a willingness to ex-
periment will pay off with realistic animal drawings. Two of Lauren’s students try their hands at a rabbit
and a dog.

Go Out Where They Are

You will find animals to draw the minute you go ountto your yard, or sit at your window.
Your new drawing subjects will greet you everywhgral go, so be ready to grab your
sketchbook!

Your Backyard and in the Neighborhood

Our backyards are full of animal subjeetbirds, butterflies, squirrels, chipmunks, as well a
frogs, toads, lizards, snakes, and snails. Becalueg are busy with their own lives, they are
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disinclined to pose for you, but you can make quskktches to capture first the action and
gesture, then the proportion, shape, and form.

If you live in the country and can sit quietly iroyr yard, you may be lucky enough to spot
deer, a fox, even a coyote; the big guys like beard mountain lions, you should probably
draw from inside.

e . T _—

y =P
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Animal subjects are as close as your backyard. How does your animal subject deter-
mine or relate to your drawing’s composition? Add the human element, and you’ve got
something wonderful!
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Field and Stream, Mountain and Lake

All the pretty places that you may think of for ldscape drawings are also great for animal
studies. The seashore, for example, offers a corttamanging mix of shells and seashore
life. Some of that life you can even bring homework on later, while some of it (shells,

for example) will have to stay outside or be soaked little mild bleach to clean it.

When your mate wants to go fishing, dostay home; take your sketchbook and draw the
fish, seashore life, or water birds.

The shore can offer up an
interesting array of still
life subjects—Dboth living
and inert. After that
oceanscape, do some
studies of the smaller
creatures and objects the
scene holds within it.
Shells are a particularly
good subject for practicing
how to render texture,
while also mastering
some challenging shapes.

Natural History Museums and Centers

At the natural history museum, you will find evehnyhg you can think of, from a look
under a microscope to a dinos&uskeleton, as well of lots of books to study. Knowyi
roughly how an anim& skeleton works will make those action and gestirres mean
more. The business of adding form and weight wilneomore easily the more you study,
so check it out.
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Practice drawing animal
skeletons—wherever you
find them. Take a trip to
the local natural history
museum, if need be, or
copy them out of natu-
ral science books and
magazines. Skeletons
can really help you un-
derstand the foundation
of a living creature’s
form, as well as its nat-
ural actions and ges-
tures.

Farms, Stables, and Parks

Go out and draw the chickens, ducks, cows, goags,mlonkeys, horses, ponieand dori
forget all the babies. Drawing domestic animalsa igreat way to practice drawing animals
in relation to each other. When you draw more thoare of the same animal, you begin to
discover how the animal moves according to its walar anatomy, and how to render dif-
ferent positions convincingly. With time, a certadmch of the neck or turn of the ear can
become second-nature to your drawing hand.
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1

s Wy

Draw animals in groups to discover how their shape and gesture resonates when there’s more than one.
How do animal groups inform your drawing’s composition? What about putting animals into your land-
scape? Think about the positive and negative space relationship when drawing animals in groups.

Zoos, Circuses, and Animal Petting Parhks

A zoo is a great place to draw. You have it alltdétenot just the
wild animals, but their habitats as well. Ytlualso find gardens,
trees, walkways, arches, fences, water, fountakits, parents,
lovers, and, for your comfort and pleasure, restn@oand food
nearby. They may even have Starbucks by now. Ger ylwawing
equipment and go camp out for a day. Then you carit édtl—
and draw it, too.

Safaris

Safaris can be close to home or the adventureldéame.

Almost any trip can be turned into a part-time safdts more a
change in your attitude than the altitude. If yoant get as far as
you'd like, repair to a zoo or a museum. If you get theance to
try Tibet or a jaunt in the Australian outback, wh& comes to
your sketchbook, doh leave home without it!

Animal Portraits

An animal portrait can be a casual sketch that cagg the person-
ality of the animal, but often it is an attemptget a more formal
treatment and likeness.

Back to the Drawing Board

You will find lots of reference ma-
terial out there: books, magazines,
stock photos, clip art, and Inter-
net photos, to name a few. They
can be handy, but will not be the
best way to learn to see and draw.
Looking at a flat image is not the
way to practice shape and form.
Even detail is best seen for real
and then drawn. Use the world of
reference and photos only when
you really need them, and try to
see your way rather than copying
the flatness.
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To do an animal portrait, start with the basicsstgee, proportion, and form. Then add as
much detail as you feel you can see.

n
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For rendering more exotic animals from Look at what happens when you draw
life, instead of from books, try visiting the animal using texture as the tech-
the circus or zoo. You'll be practicing nique that illuminates the defining
new animal shapes and forms, while ex-  shapes. Here, you see a bear and two
ploring other fun and interesting drawing  badgers.

challenges, such as the tents shown in

this illustration.

When studying animal forms, try to capture just the shape to tell you
what animal is being rendered. Pay attention to positive and negative
spaces. Which animals do you see here?
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Problems in Portraiture

When your pet will sit, but not for a portrait, whthen? You can wait for a sleeping sub-
ject, or you can work on a series of regular pasesanimal often strikes, adding a bit of

shape, form, and detail as you can see it.
If your pet worlt sit for you, you expect an elephant to do it?

You might be surprised at a zoo and find that advahimal will
be a willing subject. Many of them spend afternoomselative re-
pose, so if you can find a pose you like, you miglet lucky.

A Bit on Materials and Techniques

Our focus has been on seeing and drawing animatduding the
gesture, proportion, shapes, and form that maké epecies
unique. Detail is the textures and patterns, anddblers and sur-
face tones that are particular or peculiar to thatmal—from the
soft blotchy fur of a fawn, to the smooth pelt o$aal, thick fur of
a husky, slippery skin of a frog, rough hide of @ffalo, shiny
scales of a fish, or the horny plates of that rh owvo safari.

Experimenting with all your materials and tryingwmenes as you
see them is the best way to expand your vocabudénmyarks and
textures. Look at someone esevork (ask them if you can), or
just stand there and try to imagine how they macde@ain tone
or texture. The more you practice yourself, the eagbou will find
it to identify a particular kind of mark or materigAs always, let
the real seeing and drawing of the animal comaé.firs

Back to the Drawing Board

Photographs, as a reference, can
certainly help, and sometimes
they are the only way to get
what you want. But please don’t
try to learn to draw from them;
they are already flat and your
drawings will follow suit, unless
you have drawn from life and
have enough practice to be

able to “see” and draw three-
dimensional shape and form. Try
to use the photos for detail only.

Experiment with differ-
ent materials and tex-
tures to see what works
best for the animal
you're trying to convey.
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Animals in Your Drawings

If you took our advice and went out in your yardpk that fishing trip, or made that day
trip to the zoo, you probably have a lot of anindahwings now. Some of them are sketches
and some of them might already include some surdings, so you are partway there.

Putting them, or drawing them into, a landscapamsaddition takes a bit more planning
and attention to scale.

Scale and Detail, Indoors or Out

Animals inside are usually easy to place becausesdtule is easy to judge. If you can already
draw the chair your dog or cat is sitting in, addipour pet will require only a clear draw-
ing of the animal, or what you can see of it, whicdin be the problem. Look carefully at
where limbs are tucked underneath and how the bmight be curled up in a comfortable
position. Then draw what you see.

Like Odin, Lauren’s dog,
all animals have their
favorite chairs. Draw
them there for a realistic
likeness.

Detail and Scale, Close Up or Far Away

Outside is another story. Scale as it indicates sizd distance is important to your consid-
eration of animals in the landscape. The most commeample is a seascape, with seagulls
that are supposed to be flying above but insteainséo be looming out of proportion to
everything else in the drawing.

Practice in measuring against a base unit in yaawwill help keep those birds where they
belong.

If you are trying to emphasize an animal as thetc&lnpoint of interest, treat it like a por-
trait, with the landscape in the background.

In the next chapter, wk take the next logical step, and show you how yzan have
human animals in your drawings, too.
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Your Sketchbook Page

Try your hand at practicing the exercises oulearned in this chapter.
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The Least You Need to Know

Animals live in a world of action. Seeing and drawing that action and gesture is the
first step in getting the sense of the animal you are looking at.

Proportion and shape build on gesture, adding muscle shape to the direction and
placement of the main limbs.

The form of the animal should be considered. Even a bird’s leg is a three-
dimensional form.

Photographs can supply detail information, but are flattened versions of the real
thing and not as good for practice.

Quick sketches of an uncooperative pet or wild subject can gradually give you
enough information for a more finished portrait.




Chapter 21

| The Human
Body and Its
Extremities

In This Chapter
» Drawing the human figure
» Gesture is all
» A feel for body parts
» Form and proportion

A drawing of the nude is the most revealing form of artistic expression simply because it is the
most immediate and the most personal.

—Mervyn Levy, The Artist and the Nude, (New York: Clarkson Potter, 1965).

We are fascinated and enticed by the figure, thestnmsingle expressive subject for artistic
exploration. When we draw the figure, are we dragvourselves or all humanity? Perhaps it
doesrt matter—the figure attracts us, whatever the reason.

Your sketchbook will be your greatest asset in hédag to draw from the figure. Constant
sketching is the way to an understanding of thefggand an ability to quickly see and
draw a gesture. The more you draw, the more you seidl. Your drawings will quickly gain
grace, proportion, and form. You will be able toeusur own creativity, and your work will
be original and unique.

Drawing the Figure

Like the four-footed and winged animals you worked ianChapter 20 It’s a Jungle Out
There—So Draw It! people move around a lot. Get used to it. Workhwtihe knowledge
that they will move and you wdhbe disappointed.

Drawing people is virtually impossible without a vking understanding of the nude figure.
Once you do learn it, you may find the shapes aeduty of the figure become your favor-
ite image.
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Getting Some Practice and Help

Classes and informal drawing groups with a model trere for the looking.
Museums and adult education programs are placehezk. You can always start a
group, with or without a formal instructor. A modedn work with suggestions as
to the type and length of poses favored by the groworking from the figure in

a comfortable studio setting can add to the intimatthe poses and the detail
surrounding the model, too.

Use Your Sketchbook

A sketchbook is a visual storehouse, a place tafica, and a fascinating and
sometimes poignant record of life as well.

Capture the posture and gesture of your subject iemamoments. Try for a sense
of character if you can in some of the angles ahdpes.

Artist’s Sketchbook

Gesture drawings are drawn
from short poses, no more than
four minutes and often as short
as one minute.

Try Your Hand

Try to mentally experience the
pose yourself, particularly the
more energetic ones. Feel

the tension or off-centeredness,
the weight on one foot, or the
reach or twist as if it were you.
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The Gesture of Life

Gesture drawings are a good place to start. The object is to cap-
ture the essence of the pose, which might be gertergetic
as it does not have to be held very long.

In the section following, wee provided guidelines for trying
a gesture drawing of your own.

Direction and Gesture

When sketching from a model, arrange yourself sot tyreu
can see easily over your work and have a clear wéthe
whole figure. You will need to look back and forfftom
model to drawing often and quickly.

1. Allow about three to four minutes for each poseuYo
can ask your model ahead of time to change the pose
according to a preestablished schedule.

2. Try to capture:
» The line of the spine.
The twist or angle of the spine.

The angle of the head and neck.

YyvyYy

The angles of the shoulders and hips (which are
often opposite to each other).

» The directions of the arms and legs.

That will keep you plenty busy!
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Quick gesture drawings are great for discovering how the
human body works, and how it looks in motion. Making ges-
ture drawings will help you learn the proportional relationships
of body parts and to follow their natural movement.

Thoughts on Quick Action Poses

Instruct the model to change poses at intervalshWiach new pose, begin a new drawing,
even if you have not finished. Create a little e for yourself. Like a workout, make
yourself stretch with the model. D&nerase, just draw and draw. If you need to correct
draw over it and keep going.

If it is possible for you, try to draw in a littledication of form, some roundness in the
limbs. Make the shapes where body parts overlapl #ee parts of the body yourself as you
draw.

Try to work evenly around the figure as long as y@an. Try not to focus on just one spot
you can lose sight of what you are doing and whetthere are still problems to correct.

Use yourself when you run out of models; a mirrorteo will give you plenty to work
with.
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There are lots of ways to work longer on a pose. Go for tone, shadow, likeness, detail, a shaded
work, a fine line. They are all worth trying. But the most important thing is a good seeing and
beginning drawing. Why spend a half hour or more rendering a drawing that has an inaccurate
base?

The Art of Drawing

Body

Parts and the Whole: Anatomy, You Say?

Anatomy, after all, is under there. Why not havdesst a passing acquaintance? Hetae
quickest anatomy lesson ever written:

>
>

The skeletal structure of a figure determines thepmrtion.

Muscle groups and their relative development are shapes of the body and limbs, but
the bones are still underneath.

Fat deposits (relaxwe all have them) alter the shapes according to mowch of it is
where.

Age is another factor in how the body looks. Thelsken loses some of its flexibility
with age, muscles change, how and where fat isimeth is different, and the quality of
the skin changes. Yuccck!

It’s all a little clinical, but there it is. YOli find that your drawings will be much better for
the time you spend understanding the skeleton amudaie arrangement.

The Hip Bone Is Connected to the ...

Now that youve got those basics, hésenore you should know about anatomy.

>

The skeleton has 206 bones, held together by ligamet the joints, the bones are
covered with a thin layer of cartilage to protebtein against wear and tear. There is
connective tissue and fluid to lubricate the joints

The body is supported by the spine, 33 vertebramftbe skull through the shoulders,
rib cage, and down to the pelvis.

The rib cage forms a barrel-like structure to holddarotect the heart and lungs.

The arms hang from the ball-and-socket joint of thewdder, and bend and rotate

at the elbow joint and the wrist joint, which inrtuallow the complex flexing of the
hand.

The pelvis, a basin-like arrangement at the end efspine, supports and protects the
intestinal system.

Weight is transferred to the large bones of the legshe ball-and-socket joint of the
hip, transferred down the leg at the knee jointdands in the base formed by the feet.
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The skeletal system:
Familiarity with the
skeleton will inform
your figure drawings
with a knowledge of
what's under the skin.

Muscle Is Good

Muscles do the work of moving the skeleton, fromgesweeping motions like running to
small subtle movements like smiling or breathingefé are over 600 muscles in the body,
doing a variety of functions. Attached with ligamtsrto bones at either end, they can con-
tract and become shorter and thicker, or they daetsh and become longer and thinner.
For drawing purposes, we are concerned with thgdarnes that shape the torso and limbs,
and the complex muscles of the face that createesgioon, akinesic function.

The torso is all the bone and muscles forming the diddof the body, from the shoulders
to the pelvis. Flexing and stretching is possib&xhuse of the flexibility of the spine,

which, as the middle-aged among us know, varies gedously from person to person. The
combinations of twists and turns are amazing, sedlhe spine even has a double curve
when in a standing position.

The front of the torso is a sheet of muscles, inalgdabdominals, which bend the body
forward, and sacrospinals, the back muscles, wiiehd it backward. The chest museles
pectorals—form the bulk of the chest, and breasts are glaadwiith a covering of fat.

The wide range of motion in the arms is a functiofntloe ball-
and-socket joint of the shoulder and the claviclellf@rbone) and
scapula (shoulder bone), which are not tightly eited and move
to allow stretches and reaches.

Muscles in the shoulder section are the pectotals,chest, the

trapezius, the shoulders, and the latissimus domsthe back. The
shoulder muscle is the deltoid. Arm muscles go frdme shoulder
to the elbow (biceps on the front and triceps o ttack), and Artist’s Sketchbook
another set go to the wrist.

Kinesics is the study of body
Legs are shaped by large muscles that support thghwef the movements, gestures, and facial
body and move it about. Gluteus maximus, the largescles of expressions as a means of com-
the buttocks, go over the pelvis to the legs. Thighscles (biceps munication.

and rectus femoris) go from the hip to the knee ahd calf (gas-
tronemus) and shin muscles go from the knee toahlde.
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The muscles of the
body: Drape a skeleton
with muscles and you’ve
got a body ready to
move.

Studying muscle move-

ment will inform your .;‘
figure studies with a L.J% b
knowledge of kinesics. 1

4
L - ¥
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Some Basic Proportions
The Greek physician Hippocrates (48¥7B.c.E.) recognized two body
types:

» Phthisic habitus-tall, thin physique

» Apoplectic habitus-short, thick physique

Back to the Drawing Board
But these two body types really direven begin to cover the variations
in the human body, and the study of physical angodogy has identi-
fied a wide range of body types. William Sheldom, anthropologist in
the 1930s, devised a system based on three maiestyp

Note that these are body types,
and are not the same as height.
These types occur in all possible
variations, degrees, or amounts.

/ » Endomorphie—fat

» Mesomorphie—muscular
» Ectomorphie—bony
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Try drawing the action and position of the figuretlwithe simplest of lines for the spine,
shoulder, hip, and limbs. Add some volume to thelpeavity, the shoulders, and the
pelvic area. You can practice a kind of stick figuor you can draw the body as a series of
proportional ellipses, or you can see it as a grofipylinders and boxes. However you

begin, close seeing and drawing of the muscles #h fallow. The best practice is. well,
practice.

An awareness of body types helps to see the proportions
of an individual, for better or worse.

Ellipsoids, as opposed to humanoids, and cylinder/box figures are a great way to start adding volume to a
gesture.
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Age and Gender: Some Basic Differences, As If You
Didn’t Know

Body proportion is important to understand. It chasgadically from birth to adulthood
and is slightly different between males and femasavell.

Body, Age, and Proportion

Did you know that the body can be measured reldyia¢ any age, in heads? Thatight:
an average adu# height is eight heads, easily divisible in heatishe chin, nipples, navel,
crotch, mid-thigh, knee, and then calf/foot.

Children's heads are much larger relatively. A b&blyead is about one-quarter of its body,
as are its legs. As a child grows, so do its legsile the head size decreases relative to the
body and the limbs.

Accurately seeing and
measuring the propor-
tions of a figure from
childhood to puberty to
adulthood is crucial for
getting the look of the
particular age group.

The male nude. -
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If you don’'t have the opportunity to sketch live nudes, trypgmg famous male nude
sculptures, such as Michelang&l®avid.

1. Start with a gesture
oy .o sketch to capture the
i " pose of a female nude.

1
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] 2. Once you’ve got the
i pose, begin to refine
%"F;E forms and shapes.
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3. Use negative space to
further define the pose
and enhance a three-
dimensional effect.

279



Part 6 > Drawing Animals and People

280

Where's the Beef? Where the Ice Cream Goes

Fat deposits are shapes to contend with when drawhregfigure.

Muscle development varies from person to persomitdfer gender, but male musculature is
generally heavier than the female. Fat distributierdifferent, too. Men carry weight at the
middle, on the upper back, and lower back. Womemdtéo carry weight on their buttocks,
abdomen, thighs, breasts, and the backs of the uppes. While todag culture doesh al-
ways consider this attractive,/dta natural part of human anatomy. So relax andnotheat
carton of Mocha Alimond Fudge.

Q

Typical areas of fat de-
posits on the human
body.

What We Have to Look Forward To

As the body ages, the flexor muscles shorten amdi teo pull the body into a stoop. In ad-
dition, the spine curves more, the shoulders rowndtoop, and the neck thrusts the head
forward. At the same time, muscle tone changes, gtredmuscles become thinner and
shrink. Joints, meanwhile, seem larger relativ8lyin and soft tissue gets softer and saggy at
the stomach, breasts, elbows, and chin. More ieamr, anyone?

Children, with their longer more flexible muscleseanot surprisingly, more like animals,
always in motion.
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Children are more like animals, in perpetual motion, so you’ll want to use gesture drawing when captur-
ing them. The tilt of a knee can express so much! Practice as well the folds of a dress or getting that
ponytail to have just the right swing.

Extremities: Getting Over Hand and Feet Phobias

The most commonly drawn figure pose is a lovely bonwith the hands behind the back and

the head and feet somehow left off, as with the M¥emde Milo. There is a reason for this.

Hands

Hands are the bane of many a figure drawing. Theeedaxzens of small bones and muscles
and ligaments in the hand and the wrist which allesvthe wonderful range of movement

we take for granted, even down to the typing of thanuscript for this book.

Think of the hand as a flat, rather squarish shayth a wrist joint at one end (it is amazing
how often the wrist is ignored), and a curved edfjehe other end from which four fingers
extend. This plane is flexible and can rotate anddat the wrist. On one side, there is a

wedge-shaped muscle from which comes the thumb. Theement of the thumb in this

flexible wedge is what allows us the wonder“ofie opposing thumb,the use of thumb and

fingers in coordinated effort. Think of doing anyhlgi without this gift!

Practice, with your own hand as your cheap modethes best way to draw the hand. Make

that model work for its lunch. Practice, in facs,the only way you will learn to draw the
hand. Therks no getting around it.

Here are some hand po-
sitions to practice copy-
ing. Use arcs to get the

__.'-’Hﬁh] relationship of wrist and
f -\‘S,‘g finger joints. (see next
~ ---"'é?_.?" a page)
i

rref
r'.l'.-'"

ke
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Feet

Feet are similarly avoided in figure drawings. Buachuse they are the base for the body at
rest or in action, you need to pay closer attentiorthem.

Think of the feet as wedged-shaped bases, higher evtteey are connected at the ankle
joint, sloping down toward the front edge, with anched shape underneath, and ending
in five toes for added stability. Here, too, praetiwill best acquaint you with the shapes
and positions. And you have two of these fine spemi s to work with, as you probably are
not holding a pencil with one of them.

The base of all figure
drawings: the feet. | f
Practice copying these | ;
foot positions. Visit the !

sculpture gallery of your d—/‘g} ri
local museum with your i !
sketchbook in hand and j "‘_";)
start sketching the feet of l[:.l"‘
the statues. Try sketching [
: { \ 3
or views to see how the ' '

W
the feet of one statue , l
i 'i' I'..I" .
foot changes as you e J:i-_,aﬁl.-. ] 3 s

from different eye levels
change your orientation.
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Head and Neck

The head and neck top off a striking structure. Thevical vertebrae go up into the skull
and allow the head its range of turning, twistimg,d bending. If yolve ever had a bad stiff
neck, you know how precious this flexibility is.

The head itself is roughly as wide as it is highpirofile from the front, although it is thin-
ner than it is high and has an oval shape. In thekbthe skull is rounded, behind the
shape of the face and jaw. The back of the neck gpemto the skull, while the front of

the neck goes up under the chin and jaw. The maimelof the face is modified by the
facial features: the wedge shape of the nose, thehfead, the eye sockets, the cheekbones,
the mouth and jaw, and the ears on the sides.

Along with studying a few examples her@r better yet, in the hundreds of master draw-
ings in books or museumgust get in there and try some head studies. Thhglp with
portraiture to come.

M
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Take a look at these head studies to see how to top off your figure drawing.

More Form and Weight, Now
Okay, ready to try a figure drawing of your own?

1. Start your drawing with a few gesture or actiondithat are the main limbs and
direction of movement. Then, think of the body asodlection of spare parts, drawn
as geometric shapes of various sizes and on varaugdes relative to each other.

2. Use quick lines to establish gesture, proportiond ahape.

3. Use ellipses for form, particularly ellipsoids.
In longer efforts, the same is true; just contintoeadd detail, check proportion, and
then add more detail and form.

4. Look at the shapes and the way a shape goes ovender another, especially at the
joints. Think of the roundedness of the body, itesfgth, and its flexibility as you
draw volume and weight into the gesture.

283



Part 6 > Drawing Animals and People

5. Try to add tone that rounds the shapes and adds sesef the smoothness, hardness,
flabbiness, flatness, or thinness that you seetomrhodel.

A figure drawing is as simple as the sum
of its parts.

In Chapter 22;Dress’Em Up and MoveéEm Out; we will approach the head, its propor-
tions and parts, the always popular portrait, agideration of clothing, and the business of
populating your drawings with your friends, familyr perfect (or close to perfect) strangers.
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Your Sketchbook Page

Try your hand at practicing the exercises oulearned in this chapter.
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The Least You Need to Know

The human figure is perhaps the most compelling and challenging of subjects to
draw.

Gesture and proportion are your first priorities to capture the action and movement
of a living being.

A working knowledge of anatomy, the skeleton, and muscle groups will help
tremendously when you visualize and feel your way into a pose.

As you work toward a more finished figure study, gender, fitness, weight, and age all
contribute to the look of the figure.
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In This Chapter
» Adding people to your pictures
» Facial shapes and proportions
» Getting ‘em dressed
» Getting ‘'em moving

I'm trying to capture something of the world I inhabit, but it’s really about my own journey.

—Ed Hall, portraitist on the Long Island Railroad

Because most landscapes seem to have as many peoliitreg around as the houses they
live in, it's time to get out there and start drawing thesksfoDraw your family, your
friends, or that elusive perfect stranger. You knole tall, dark one? Oh, waitthats a dif-
ferent book.

In this chapter, wdél show you how to dress up your figuresot just in clothes, but by
individualizing their features, bodies, and gestire

Add That Human Touch

Your landscape drawings will often be enhanced antlvened by the addition of people,
whether singly or in groups. Th'atbecause a human presence adds a sense of pfamle,
and of timeliness-as well as a touch of, well, humanity.

When it comes to that human touch, think of youetshbook as a personal statement of
your reaction to life, as well as a place to praetito record, and to reaetrather like a
diary, but also as a storehouse of images and iftmafsiture use.

You can begin by using your sketchbook at home, whkee family is watching TV, playing
out in the yard (especially if thesea chore yold rather ignore), or while someone is at the
barbecue or asleep in a hammock.
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At other times, too, make use of your sketchboolofien as you can. Draw peo-
ple in the street, on the train, waiting for theshbat lunch in the park, walking a
dog, jogging, sunning on the grasanywhere you can think of will do.

People are a natural part
of any landscape.

A good way to capture a
figure spontaneously is
to do a Plexiglas sketch,
such as these two exam-
ples.

No Flat Heads Here: Heads and Faces

So, youve asked a friend or family member to pose for atpt. Now, lefs make sure that
you end up with a three-dimensional, proportionabrrect face and head, with the eyes,
nose, and mouth where th'egy supposed to be, so you dbiose a friend—or end up in
divorce court.

Types and Proportion

Let’s start at the top. The head is an oval from thafroather thinner than it is high. In
profile, the head is about as wide as it is higheTuack of the skull is rounded and the jaw
line curves down to the chin.
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As with body types, heads and facial structures eamanthropologically identifiable gra-
dations (what a mouthfatsay that 10 times fast):

» Adolichocephalic face is long and narrow and halsinctive convex profile.
» A brachycephalic face is flatter and wider.
» A mesocephalic face is squarer and has traits afibo

Try to see past generalities as you draw the beigigrshapes of a
persors head and face, just as you would with their bogye.

Eyes, Ears, Nose, and Throat

The head, face, and the position of the facial feaswcan be
roughly described with a few quick lines. Then yoancdraw some Try Your Hand

additional lines lightly to establish a guide. When you are going out, remem-

On the oval of the front of the head ber to take your sketchbook
with you and draw people as you
» The eyes are at about halfway. find them—at picnics, concerts,
» The nose is about halfway between the eyes. sporting events, speeches, in
» The chin curves at the bottom of the oval. restaurants, on boats, in planes ...
whatever.
» The mouth line is about halfway between the nose t#nad
chin.
These drawn guidelines,
along with the written
rules above, will help
gl I you position the features
t on just about any face.
i L
In addition:

» The eyes are about one eyavidth apart along the middle line.

The nose is a wedge shape in the middle of the face.

When the face is seen in profile, the nose is antgie out from the face.
At any view, the wedge of the nose is perpendicutathe face.

The mouth is formed by the two lips, centered unihex nose.

YYVYYVYY

The chin is the narrow curve of the bottom jaw,reelithat comes from just below the
ear.

» The ears themselves are flaps that are on the didieeohead at about a level between
the eyes and the nose.

» The neckline comes from the ear on the side and unle chin.
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The guidelines for the
full frontal view, accom-
panied by the finished

portrait.

The guidelines for a three-quarter view, accompanied by the initial sketch and more finished
drawing where tone and detail are beginning to be added.

Especially for Children

Remember that a chilsshead and face have their own proportion relatoven adult face
and head. Look carefully at the differences:

» The eyes are wider and larger.

» The nose is shorter, softer (all cartilage and bdeeelops later), and more upturned.

» The mouth is usually fuller.

» The forehead is wider.

» The chin is smaller.

Likeness and Portraiture

Portraiture attracts most people. After all, we delto look at our fellow humans and fam-
ily members. But where do you begin? At the top. Takowing rules of drawing the face
can help you.

1.
2.

Begin a portrait with a study of the head and fapieoportions of your subject.

Check the angles very carefully, including the angf the pose, whether from side
to side or tilted up or down, or both. Position theidelines for the features so they
line up.
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3. Thereis no pointin rendering a nose that is jufittée bit too high or a mouth that
is just a little bit off to the side, so make suwrkyour base. Draw lightly until you like
the shapes.

Examples of an infant’s
face.

Some Basic Proportions and Shapes
Look for the specific shapes that make up the feagwf your subject. For example:

» Faces are round, wide, narrow, oval, or square.

» Noses come in lots of shapes and sizes.

» Eyes are close, wide, deep, small or large, squbrtyound.
Eyebrows and the bridge of the nose are key tréosg
Cheekbones are high or low, prominent or flat.
Mouths are wide or narrow, full-lipped or thin.

Jaws are wide or narrow, under- or overdeveloped.
Ears are small or large, close or protruding.

Necks are long or short, thin or thick.

YYYVYVYYVYY

Hairline, type of hair, and cut of hair all identi&n individual.

The Art of Drawing

A recent issue of Newsday had an article about Ed Hall, a veteran commuter on the Long Island
Railroad, who has sketched his fellow commuters on the train for the last 11 years.

*l love my species,” he said of his fascination with the sleeping faces that are his subjects.
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Our features are mostly all in the same place t'sothe little variations that make the indi-
vidual and the expression.

s Ll
o ; '

a2

| = =

You might want to practice drawing just
features to get a feel for their individual-
ity. The nose knows ....

Begin work on the features on your portrait withetkame concern for shape, space, and
form that you have used on all your work. Consitlee basic shapes and then refine them
as you go. The more you look at the shape and strecof a feature, the better you will

draw it.

Setting a Scene for a Portrait

Setting a scene for a portrait is a nice way to addhe special feeling and the connection
to the subjecs life or interests. Some portraits are set innmdte surroundings to create a
secret spot or a restful feel; others are set mae public space, or outdoors if it suits the
subject. You are the ultimate judge of wksadppropriate when it comes to setting, but

don’t hesitate to try a setting that is unusual.
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Lauren drew this figure
of her nephew when he
was a week old.

When You Are Your Subject

When youre your subject, you have even more say in howdhawving will look. One or
more mirrors can set you up with any number of \deand you can sit for yourself as long
as you like. There will also, hopefully, be less@amgent about when to take breaks and how
long youre making your subject sit still.

One of Lauren’s students
draws a self-portrait at 8
years old (left), and
again as a teenager
(right). My, how you’ve
grown!

Self-portraits show the
mood of the moment,
and hold up a mirror to
the artist’s view of him-
or herself!
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Self-portraits drawn on
Plexiglas produce a
quick-study image.

Details of self-portraits,
such as a vivid facial ex-
pression or that favorite
pet, add poignancy and
endearing emotion to
self-portraits.

Folds, Drapes, Buttons, and Bows

You might want to go back to the description ofwnag fabric in Chapter 14 to review
some of the tricks of fabric drawing. Once ywve got fabric mastered, clothes will fall right
into place. But here are some further hints, too.

Back to the Drawing Board

Often, clothing needs to be seen
as form—imagine where, and
how, the lines and folds go when
you can’t see them under, over,
or behind the body of your sub-
ject. Creases where one shape
goes behind another need to be
imagined and drawn.
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Over and Under: Folds and How to Draw
Them

Quite simply, clothing covers the body that you drawing. Once
you've gotten a basic sketch and are happy with thepproons and
gesture, yodl want to begin to add the detail of the clothilrRemem-
ber that clothing covers a rounded figure, noted fine. Places like
necklines, cuffs, and pant legs need to have a donass to them.

Detailing: Make the Clothing Fit the
Woman or Man

The detail in clothing adds to the pose and gestifran individual
and sets the scene for that persoactivity in your drawing. You can
sketch it in or you can spend time on the textuaed patterns, the
style, and the details.
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In addition, a few props can often add the detail'ye after in a portrait. If you enjoy
drawing people, as portraits or as characters inryarger work, you might amass a collec-
tion of prop hats, gloves, boots, jewels, floweansd feathers, just for fun.

Putting People in Your Drawings

If you're out drawing a landscape and there are people you should feel confident
enough to add them now. You do, however, need ex@lthem well and keep them in scale

with their surroundings.

Generally, careful measuring and relational seeiilyget them in the right place. Feel free
to return to the tear card at the front of this kowhenever you need a reminder about

measuring guidelines.

Where Are They?

Inside, the scale of people and things is not motla problem, because the distances are
not great and the people are probably easy to Bgedrawing a friend working in the
kitchen, or a family member snoozing in front ofetAV, or an intimate friend in the tub or
relaxing in the bedroom. The setting of your drawimelps place the person and adds a
special feeling about the moment.
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The Art of Drawing

Seeing and measuring the scale of your figures in the landscape relative to other elements will
put them where you want them. The detail in your figures will vary according to their place-
ment and importance in your landscape. Those guys off in the distance need to really be there,
but you won't see the logos on their T-shirts.

Outside, however, is a different story; the podsileis are about as endless as the landscape
itself. Your figures can be off in the distance abel just another element in the landscape,
like a tree or fence. Or, they can be rather in thiedle and be part of the action of the
drawing, or in the foreground and be the actionthwihe landscape providing the back-
drop and setting for their activity. People in tfogeground, particularly if they are interest-
ingly dressed, deserve some real attention to tletai

What Are They Doing? Action, Gesture, and Detail

The body in action probably presents you with somm$hortening challenges.dtreally
quite simple, though: If you think of people asioders in space, yoli know how to draw
them. Measure carefully to see where the body plaressup with each other in the fore-
shortened pose, as opposed to the figure if it vetamding straight up.

To draw people at work and at play, concentratetloa action and the gesture in quick
lines, adding detail as you can. Sometimes a smetlil, like a hat or a fishing pole, is
enough to begin to convey a feel for the persorthar activity.

No matter what, yoll find that adding people to your drawings addwkole new dimen-

sion. Try it and see. In the next chapter,’Nvexplore drawing for a special class of people
kids.
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Your Sketchbook Page

Try your hand at practicing the exercises oulearned in this chapter.
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The Least You Need to Know

The head and face are a challenge, but if you see the proportion and detail, you will
be able to draw what you see and capture the uniqueness of your subject.

Adding clothing doesn’t have to be complicated; think of it as fabric draped on a
body.

Putting people in your interiors or landscapes adds scale and interest as well as a
sense of place, time, and individuality.

Remember that clothing goes over a breathing, bending body, and look for the
drapes, creases, and folds that make clothing real.
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Enjoying the Artist’s Life!

It’s time to put it all together and use your drawing as a way to express yourself. You will learn
about different media, projects, and ways to use your drawings to decorate your world. You’ll
even learn about drawing in cyberspace—and encouraging your children to draw, too.

Plus, we’ll go to the museum to see how to look at the larger world of art, and you’ll learn how
you can understand more about yourself by finding what art you’re drawn to.







Chapter 23

Just for Children

In This Chapter
» Kids can draw, too
» It’s all in the attitude
» Basic drawing materials for kids

» Exercises to get kids drawing

The study of composition means an art education for the entire people, for every child can be
taught to compose—what it is to know and feel beauty and to produce it in simple ways.

—Arthur Wesley Dow

From earliest mais drawings on cave walls, to the great Renaissalrawings of da Vinci and
onwards, to the works of our contemporaries, drayisia basic human expression. With
todays power-based, language-driven, analytical attituskeard education, though, drawing
no longer has a place of real importance (genersplgaking).

Children are taught the importance of academic ecément, but visual skills are usually
thought of as pastimes or hobbies. This means thddien draw until they are educated out
of their innocent sense of wonder and the abilayjust“do” without being caught up in
“correctnessand passing judgment on their work. They then almandrawing altogether.

You, however, can change this: Use what you hawaenled about drawing and try being a
child’s guide. Get in touch with your child, grandchilty,a young friend and open up to the
world of seeing and drawing, together.

From Symbols to Realism

Young children are confronted with a world of thintgssee, learn, name, and understand, to
say nothing of concepts, ideas, and feelings. Thayt 9y drawing stick figures to communi-
cate ideas to themselves and others, and as thay tiresé'crud€’ pictures, they are con-
necting words to their mind pictures. As yduecall from Chapter 15The Pleasures of Seeing
and Drawing; drawing itself is nonverbal, but it helps childreevelop ideas and language.
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Young children continue to draw their ideas in symhdbwhile at the same time they learn
to see and draw objects as well. And, as theiraliguerception skills develop, they also
learn to concentrate, become more patient, andeias® their problem-solving ability.

Older children have already given up symbolic dnagviand want to draw realistically, and
they are frustrated if they c&n By the time a child is in second grade, in fatte left-brain
world of editorial judgment is firmly in place, antthat joy of uncensored creativity is gone.

Stick figures aren’t just for kids. These were drawn by some of Lauren’s friends.

Educating the Right Side

We teach theédo as | say method of imparting knowledge, and then we tesestablish
capability, skill, and intelligence in just that erway, never acknowledging that there are
many kinds of intelligence and many ways of workif@pe truth is that educatiois learn-
ing, but its a left-brained, verbally based, language-driverntwadte toward learning.

To teach art and drawing to childreror to learn along with them-helps them learn early
on to access the relational right and avoid thenctu when they are frustrated that makes
them quit. Using a right-brained approach, childinm learn visual (and life) skills to last
them into adulthood:

>» Spatial organization

» Attention to detail

» Patience

» Kindness
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In addition, drawing has an advantage as a learraictivity. Because it is seen as a pleasura-
ble activity rather than an academic oneés itot thought of as stressful. At the same time,
because it often an ungraded subject, or at least not vieagdtringently as more academ-
ic ones, its relatively free of the anxiety and fear of fagkuthat come with other subjects.

From Hunter to High Tech

Long, long ago, we were more connectetb the land, to our fam-
ilies, to the way we gathered and grew food, to #mémals that
provided food, clothing, and shelter, and to th@mession of our-
selves through drawing. In short, the hunter-gath'engay of life
relied on basic skills, interdependence, and coatien.

As we settled into the lives of farmers and craéieple, these basic
skills were still important. At the same time, thdded activities

of exploration and the settling of new lands reeait multi-
tasking? but also included a growing dependence on dom orati
and superiority.

Today, the hard work and basic life skills requiredthe agrarian
age have been supplanted by the academic learnmlgaa alytical
knowledge valued in this industrial and post-indiedtage. And,
when we look forward into the technological agetlbé twenty-
first century, its clear that all kinds of creative, visionary s&iWill
be necessary for full development.

Visual Learning for All Reasons

Back to the Drawing Board

School curricula generally under-
value art in favor of left-brained
learning. Drawing can help chil-
dren organize and develop se-
quential thought patterns and
step-by-step habits. New York
State Art Teacher Assessment
Supervisor Roger Hyndman has
done statistical studies on students
with drawing backgrounds—they
achieve higher academic ratings.

Visual learning is a great tool: If you draw somathiyou know it, and to know it, you draw
it. As Frederick Frank puts it|| have learned that what | have not drawn, | haewar really
seen....” Children across the learning spectrum can berfedin learning to draw in a vari-

ety of ways:

» Drawing can help where skills have been or are coompised because of various chal-
lenges. Those with only average academic skills,efoample, can have well above-
average skills in visual areas, and even enjoye@ras visual artists, artisans, and
craftsmen. Research has shown that learning disegsilare often problems in the
processing of language-based information, and leegrdisabled people often have

very strong visual skills.

» Whatever a chilts skills, new levels of competence and a sensewhrd can be at-
tained with effort and patience. Then, with the cdehce gained from the new learn-
ing and activities, potential career options in@®mas well. Children who draw no

longer view their sense of self as narrow or tradital.

» Drawing promotes new energy and confidence in angeavor, adding important rea-
soning skills to the battery of left-brain thinkinBrawing a difficult subject can speed
the rate of learning the informatienand extend the retention time, too.

» In the electronic arena, the creative relationahndhis a plus; the ability to see the big
picture and look at it from another angle and comg to see it anew is a gift.

Human expression has a value all its own. To be ablexpress feeling and thoughts visu-
ally is to encourage one to feel and express tlfeskngs—and a step along the way to

greater understanding amongst us all.
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We All Love to Draw

In a nonthreatening environment, we all love to drdWwats because the hidden child
comes out to play. But traditional instruction imagving was for older children, usually
those who drew well, and was focused on traditioB@aiopean styles and models. It didn
leave much room for fun.

Today, those of us who help children draw know thragy can learn to draw realistically
in a creative environment without sacrificing theiatural creativity. With older children
particularly, the experience can keep them fromtihg the wall of frustration when they
can't draw to their expectations and quit. The key iattihnonthreatening environment
and permission to play.
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Drawing can be fun—ijust look at these, with the theme: Springtime and Easter.
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Kids Draw at Any Age

Children need help with drawing realistically bedothey stop, as they naturally will, the
symbolic stick-type drawings they made when yountgpedescribe their world. And teen-
agers will resist because their language-basedblefins have taken over and told them they
can't draw.

When youre drawing with a group of children, yduneed to be aware of these differences.
If there is a range of skill and age in a group,fgnpthe average. The slower ones will catch
up and the more advanced will experiment.

The Very Young

Start drawing with kids when thé&g young; you can give the gift of visual experiento a
very young child and likely affect the chiklvisual abilities, encouraging his or her ability
to be visually inclined and gifted. One possiblaigity is to play games with basic shapes.
Recognition and duplication of those circles, sgasarand triangles is good for visual per-
ception and for developing the motor skills and mbiaation needed for drawing.

The Art of Drawing

By determining the child’s particular interests, you can help encourage a child to draw. Many
children, for example, love nature and draw wonderful botanical or biological studies. Others
love and draw detailed maps, learning the geography as they go. Mechanically minded children
might draw parts of things to show how something works—even if that something is a made-up
spaceship or rocket. Whatever interests them, they are learning about drawing and learning to

follow their interests, a great gift.

Stages from Symbol to Image

Time spent with a child is the best way to know judiere he or she falls in the stages of
visual development, and, as with all other develagmth a child may advance beyond and
retreat back. The following guidelines will help yaletermine where best to apply your
energies:

» At ages three to four years, you can work with badiapes, but children in this age
group will mostly draw symbolically in stick figuse

» By the time children are five to six years old, yh@an begin to draw realistically from
simple shapes, but they will also continue to drawnbolically.

» Children who are seven to eight years old can drealistically, but they may revert
to symbolic drawings for fun. Let them!

» Adolescents from eight to thirteen years old havaradhoned symbolic drawing and
are eager to draw realistically. They compare anticize and can easily become
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frustrated and give up if they feel they cannotfpen. It's especially important to re-
mind this age group that drawing is fun, not comipe¢.

Tapirus indicas-The Ych and white  anfecter]

Children’s drawings can reveal their interests and should be encouraged.
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Tactics
There are a number of steps you can take to makeidgwa positive experience for chil-
dren.

1. Set up a friendly and supportive world.

2. Talk as an adult, kindly and supportively, but mmndescendingly. Kids treated thusly
will act more maturely.

3. Talk nonjudgmentally. Avoid performance words, coatipion or comparison words,
and definitely fear or failure words. Eliminageod, bad, better, best, right, wrong, easy,
hard, mistake, and cheat from your vocabulary.

4. Follow their lead on subjects to draw, at least soofiéhe time, or try making a deal to

follow a suggestion for part of the time and wonk a chosen project for the rest of

the time.

The Art of Drawing

Children have the imagination that most of us have lost, thanks to education and the demands
of adult life. Encourage a child to use stories as the impetus for their drawing, or let a child de-
velop a story to go with a picture or a picture to go with a story. Your child’s imagination may
get a boost in the bargain. Use your computer, or take a lesson from your young friend—kids
know more—and combine a story with a picture, illustrate a poem, or start a book project.

Materials for Kids

The next step in encouraging kids to draw is to stapkon
whatever you doti already have:

>
>
>
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Markers, fine and broad-tipped, in lots of colors
Dry-erase markers for drawing on plastic

Mechanical pencils, with a thicker lead
(0.7) in a few hardnesses

Colored pencils, as big a set of colors as possible
Erasers, an assortment; tape, scissors, clips
Paperinexpensive, and lots of it

Boards, plywood to work on

Water-based paint, watercolor or acrylic, depending
on the childs age

India ink and pen or brush; water-soluble crayons

Back to the Drawing Board

Be sure to supervise kids—
especially very young ones—in
the use of art materials. Keep
toxic materials or dangerous tools
away from children who are too
young or who are not mature
enough to handle them.
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Reference Materials

Accumulate a file of pictures to reference and idéaspictures or backgrounds. Your young
friends can add to the pile, too. They will come wiih uses and applications for pieces of
graphics that will amaze you. Pictures, postcaodsds, graphics, books and magazines, and
wrapping paper are a beginning. Soon, the kids bellbringing in materials you hadn

even thought of.

And then there is the world of objects. Try to ssid® a shelf for things to draw. The sky is
the limit here. Be playful and inventive, surprigimven. Flowers and fruit (dried or fresh or
fake), shells, skulls, bones, butterflies, plastitimals with good scale and detail, toy cars,
old toys, old blocks and log cabin sets, kitchemnsdils and bowls, dollhouse furniture,
dolls, broken toys, fishing tackle, sports equipm,eaction figures, musical instruments, a
typewriter (if you still have one), roller skatemnd tools—all these merely begin a list that
has no end.

Drawing objects are limited by only the imagination, as one of Lauren’s stu-
dents illustrates in these two drawings.

Retraining the Critic

Restrain and retrain the critic in your head (ytip’s Old Lefty again).
Get rid of him and invite in your kinder right sides a guide instead.

Back to the Drawing Board

You don’t need to feel guilty
about getting help or using help.
And don’t worry about copying—
actually, you can learn a lot by
copying, and your art will still be
different because you are different.
Just don’t try to pass off that great
Rembrandt knock-off as your own.

We dont need nasty critics; there is no right or wrongdano one
way.

See the Basics

Getting back to basics is the best approach for drgwvith kids.
Create a peaceful and encouraging environment, wibhudgmental
words likemistake, no competitive words likgood, bad, better, or best.
With younger children, see the basic shap#se circles, triangles, and
squares in anythingand draw them as the beginning. With older
children, try to see the three-dimensional geomethiapes in things
spheres, cubes, funnels, eggs, and twbasd use them as building
blocks toward more complicated things.

308



Chapter 23 > Just for Children

L ) = =
- o B
& = — s
Ll Iy -
.I o : o i- -
e M. I I L
1 . = { -
. :F 9 N |
i é /] i Wi
1 I. -|- .|
':,l' T .I!-""r EI: ﬁnﬂ'

Eventually, the process of seeing and
drawing becomes second nature.

Pick Simple Terms to Explain Things

Children might not understand all the terms thatassume they understand, s itm -
portant to use simple language until you are surgoar explanations. For example,

» Aline or shape that is
» horizontal is lying down.
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» vertical is standing up.

» diagonal is leaning.

» receding or diminishing is getting smaller in thistdnce.

» A profile is the side of something or somedsnface.

» Acontour line goes all around the edge of somethin

You can probably think of more simple ways to déserthings, ideas, or projects.

When Problems Arise

As with all activities, youl have good days and not-so-good days. Remain sutpyoand
understanding if things dohgo as you planned, and look for reasons for theesl bump
that you might have overlooked. Maintaining a prdtee and encouraging atmosphere
that includes mutual trust will enable the childwerk out a problem.

Try Your Hand

Try thinking of lines and shapes
as animated, with personalities.
Be funny about it. Name them
with the child. Draw them as
characters to reinforce their
identity, then try the same tactic
with basic shapes, and even
three-dimensional ones. You may
get some very amusing results.

Back to the Drawing Board

Avoid generalities or “art speak”
with kids (or adults, for that
matter). Save it for cocktail par-
ties instead. When you’re work-
ing with kids, explain specifically
what you mean and where.
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In spite of your best intentions, though, problemil arise. So here are
some of the possible pitfalls and solutions.

Distractions and Quiet

A proactive approach can be best when it comeseacp and quiet dur-
ing drawing time. Drawing is best done in silenbecause the right
brain is not chatty. Try for a quiet, peaceful timesnd maybe some soft
music. Explain that drawing time is not story timemd that it feels
good to sit quietly and draw and tell the storiatel.

Tension, Frustration, Fatigue, and Short
Attention Span

Whole books are written on each of these, becahs$elien are apt to
experience any or all of them while drawing. Bepadient as you can.
Look for the reason behind the problem, encourdge¢hild to explain
his or her feelings, and remain the kind adult.

The older a child is, the longer his or her attemtgpan will be. If any
of the above is exhibited at the beginning of thrawling session, &
possible that drawing ishthe problem at all.

As a child learns to enjoy drawing, th'dywant to do it more often and
for longer periods of time. The most important rdde length of session
and how often they should occur is flexibilityyours. Dorit impose
left-brained, adult rigidity on what should be a joly fun-filled activity.

Fun Drawing Exercises for Kids

Be as inventive as you can as you look back throtigh exercises in
this book and adapt them for your young friends damily. Weve
done some of that for you, but ddret us stop you from coming up
with some variations of your own as well.

» For the very young. Recognize and copy. Young children enjoy
copying sets of shapes or linesslgood practice for observing
the differences and good for coordination, too.
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After a while, try drawing with basic shapes. Give the circle, oval, triangle, wedge, square,
and rectangle a try. You can set up building bloaksl then Lincoln logs in simple
groups to serve as models.

For the older child, to help build a vocabulary of lines and textures, use a variety of simple
lines. Practice dots, straight lines, curves, jaggeadinspikes, spirals, and crisscrossed
lines for different shapes, tones, and textures.

Mirror-image vase exercise. Kids like the mirror-image vase/profile drawing fro@hapter
2,“Toward Seeing for Drawin{.Let them invent a simple profile for the vase.

Drawing without looking. Review this exercise in Chapter 2, too, and trywdreg a hand
or a thing without looking.

Negative-space drawings. Set up a simple chair, as in Chapter'Blegative Space as a
Positive Tool; and try the negative-space drawing.

Upside-down drawing. Try the upside-down drawing from Chapter 2, but pa&ckimpler
subject to start, maybe a picture of an animal.

Drawing things that overlap. Spatial relationships may take some time for aahd
grasp. Try making a still life arrangement on agepiece of paper and draw a line
around each object to show the space it needs.

Portraits and self-portraits. Kids like to draw one another and themselves. Shbemn
the simple proportional lines to arrange the featuon a face. Then, hand them a
mirror and see what happens.
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Kids love to draw themselves—just look at these examples.

» On the sliding glass door. Drawing on a sliding glass door with dry-erase m askis a

favorite with Laurerns classes. Take turns posing on the other siddhefdoor, make
still life arrangements on a stool, or draw chabepts, baskets, and boxemaybe
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even a bicycle-on the glass. Remember to close one eye to flathenthree-
dimensional space and stay very still as you areking.

Here are some drawings
kids drew on sliding
glass doors. (Be careful
when doing this exercise
to protect kids from acci-
dents; maintain good
supervision at all times
and make sure glass
panes are marked with
masking tape so kids
won't mistakingly walk
into them.

A Place for Everything: How to Start

Find a place to start, a basic shape, the centespofething, the stem of something. Then,
use the plastic picture plane or the viewfindemfto help the child establish the center of
the page and the center of the image.

For “"Mistakes” or “Problems”

As much as you try to avoid even the language oftakiss, children, particularly older ones,
will decide that something is wrong with their drieng. To encourage a creative solution,
you can always

» Add something to the problem area, like texture.
» Change something that is a problem into somethilzg.e
» Transform something by looking at it differently.

» Rearrange something on a new piece of paper (ussndaw or a lightbox, for exam-
ple).

Above All, Have Fun

Make the most of the time you have with a childu¥Ywill both benefit from the time to-
gether. The gift of seeing and drawing is one thah#dd will have and remember forever.
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Your Sketchbook Page

Try your hand at practicing the exercises oulearned in this chapter.
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The Least You Need to Know
Children draw naturally, as we all did when life was simpler.

Young children use symbolic stick figure drawings to explore, understand, respond to,
and communicate about the world as they see it.

A child can learn to draw realistically as he or she develops naturally and gradually
abandons symbolic drawing.

Older children need help to see and draw up to their expectations so that they
don’t become frustrated and give up.

A protective, encouraging environment helps any child to feel comfortable and to
be able to experiment. It’s not bad for adults, either.
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Decorate Your
World

In This Chapter
» Creating illustrations and illuminations
» Places to use your drawings
» Beyond the ordinary

» Cartoons, caricatures, and fantasies

Culture will come when every man will know how to address himself to the inanimate simple
things of life ....

—Georgia O’Keeffe

Your drawing subjects are limited only by your immgtion. Travel, both overseas and to
the local nature preserve, for example, can be arckd by carrying a sketchbook along
with your camera.

Then, ther&s decorating your world. Once ytue learned to draw, you can create books of
your own, or customize your home and your furniture

This chapter is chock-full of suggestions for drawimgth on paper, and on some other sur-
faces you may not have thought of.

Have Sketchbook, Will Travel

We love to travel, and we love to see and draw velvat of interest comes along while we
do. We dorit really care where we areltalian hill towns, ski villages in France, a nitent
site in the Rockies, a beat-up hotel off the codstaine, the western desert. With the
changing landscape, up-close botanical detaild, Ifgk there for the drawing, or vistas off
in the distance, there is always a visual treat.
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The Art of Drawing

Give yourself the time to enjoy the beauty of everything around you when you’re on a trip.
Take your sketchbook along and record the details of the landscape as well as the feelings you
experience. Then, when you get back to home base, you can use some of your own drawings to
decorate your world at home or work, and go back to those wonderful idylls again and again.

Using Your Own Images

Using your own drawings for other projects is whtdre real fun be-
gins. Of course, drawing is for its own sake ana@whl continue to be,
but now you can use that skill and some of the dn@s to personalize
your world.

Try Your Hand Drawings are a natural in the garden, greenhousgygtra hello from a
sunny window in the depth of winter. Treat yoursmifa wonderful
bouquet of flowers and draw it. Revisit a childholomde of wildflowers,
or discover it now; go out and sketch them, frone thelicately scent-
ed, early spring trailing arbutus to exotic lasiglippers and jack-in-the-
pulpits.

They say a picture is worth a
thousand words, so use your
drawings to amplify, identify, illu-
minate, direct, explain, or just
plain decorate, whenever and
wherever you can. Get down close and look at them, smell their scemtjpy the splendor

of spring, the flush of summer, and the ripenesfadf

?[P‘}__. 25
\ :f A
Iy

Don’t just wake up and smell the flowers—get out and draw them, too.
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Now, herés the best part: Once ybue got an assortment of botan-
ical drawings, you can use them to illustrate evbigg from
recipes to your walls.

Trading Information: How-To’s
or Recipes

People are always swapping information, and you add the vi-
sual to your explanations, for fun or even for profilustrations
help explain things that would otherwise be diffitar take too
many words. How-to steps make any explanation edsiernder-
stand, whether in newspapers, magazines, guidehdokshures,
and of course, in the world of nonfictienthere are how-to books
and Complete Idiot’s Guides on every subject there is.

Artist’s Sketchbook

llluminating and illustrating
differ in an important way:
lllumination is decoration, such
as a border around words or a
picture, while illustration shows
the information itself in picture
form.

Try illuminating or illustrating one of your favorite recipes. Make
copies and hand them out to friends. Keep a copgazh as well;
you may have the beginning of a manuscript!

Decorate your world by illuminating or illustrat-
ing a favorite recipe.
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llustrating an Idea or a Technique

To try an illustration of your own, begin by picldna subject you know
well, such as a gardening technique. Then, followsdh simple steps:

1. Write out the steps in detail to explain it to agrener.

2. Add drawings to your explanation.
Try Your Hand
Even you will see how much easier it is to explaomething with the

Drawing can dramatically speed . . )
addition of illustrations.

the learning process and increase
your powers of retention. Now, pick a subject that you ddtnknow much about, or an aspect of a
subject youd like to know more about. Do your research andtevdut
your notes, but also add sketches, using the sinsgps above, to help
you learn the new material and really retain it.

How-to’s become simple
to follow with the addi-
tion of illustrations.

Wreaths

1. Wire bunches of
cones, nuls, berries,

shells, etc.

2. Wire and lape
bunches of herbs,
dried flowers, or
greens.

hal

Attach bunches to a
siraw wreath base.

-

. Wire loose bunches
of greens, flowers, or
herbs to a wire frame.
Add wired decora-
tions to the completed
wreath.

. Wreath

llustrating an Ildea

You can use your drawings to illustrate an ideamocompany anything from a collection of
poems to a poster advertising an event you areridaring for. Once yowe gotten start-
ed, though, local charities and organizations w#lbeating down your door, so watch out!
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Donate your skills to local charities—illustrate flyers for
community events.

The Story of You

At one time or another, we all seem to have tried band at writ-
ing a story, fiction or nonfiction, whether for &itd, out of a spe-
cific interest, or because the muse visited anlat to be done.

So, take the next step and illustrate it with yown drawings!

By now it should be clear that your life is justiaseresting as the

next guys. Why not expand that journal of yours into a large Try Your Hand

piece of illuminated work in a separate volume? Wes specifi- Your local printer or business of-

cally for your travels or all about your family gour own life, fice will help you if you don’t

your illuminated journal will grow to be somethinygu’ll treasure have a computer and scanner.

more and more as the years go by. Take it from twiddle-aged Look at what they have posted

gals who know. as samples and decide what you
want yours to look like.

S
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Hlustrate a story—yours or someone else’s—with drawings. Here are a few to inspire you.

llluminating Your Personal Life

Stationery, letterheads, postcards, and personalusiness cards are great ways to decorate
your world with your drawings.

Original art for black-and-white reproduction workgMwhen it is reduced about 50 per-
cent, so model your original according to what ylwave planned. Make a rough design to
show placement of art and type, then look at yoluoices of type style. You can offer to
make a set of whatever you create for a friendaonily member as a most personal gift.

Greeting cards and holiday greetings and invitasiaa parties are other projects you can try
with your own images. Even without a computer amdmner, you can make up a nice card
front and have good black-and-white or color copiesdm at your local 24-hour printer to
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fold into cards. Then, you can add your own handteritgreeting
or you can write it out in aalligraphic hand on the art and make
it part of the card.

If you do have a computer and scanner, you can sdsalt using
it with your own images in Chapter 25Express Yourself.

Reinventing Your World Artist’s Sketchbook
Calligraphic writing is handwrit-
ing in a particular style, or font,
often with a wedge-tipped pen
called a calligraphic pen. Chancery
cursive, like old manuscript text,
or @Iy English, more elaborate

and stylized, are two styles you
But you dorit have to stop there when it comes to redecoration.| can try from a book or your word-

Any surface can be the object of your newfound dregskills, as processing software. You can type

As you go on with the reinvention of your world, wimot start
with the redecoration of your castle? Aimost anyroer of your
house can take a little well-placed illumination chuas a flower
here or there to cheer you during the winter, adfivhimsy for a
child’s room, and in the kitchen, the easiest of allaarangement
of fruit that never goes bad.

you'll discover in this section. out your text, choose the font and
size, and print it out as a guide, or
Cabinets and Furniture you can simply use a calligraphy

pen in your own handwriting for

You can use your drawings as the basis for paintingcabinet a nice effect.

doors or the drawer fronts of a dresser that ndeslp. For your
first project, here are some simple steps you cdloyio

1. Pick a simple stem and bloom or a length of vinéhwsome
leaves.

2. Make a photocopy of the drawing you intend to use a&s-
tablish a color scheme with colored pencils. Kegfairly
simple.

3. Buy yourself enough colors in acrylic paint to ntixe colors
that you will need. If youd like, look ahead to the section in| Back to the Drawing Board

Chapter 25 on color for some help. Be sure to practice how you wil

4. You can transfer your drawing to a cabinet or draWwent by paint in the petals and leaves on

blackening the back of a copy of the drawing witbuy soft- a sample before you start on the
est pencil and then taping it carefully and drawiongr your furniture. Practice, as always,
drawing lines. The soft pencil acts like carbon paffemem- makes perfect, which is what
ber carbon paper?) and your outline is there on dhrdace, you're after when you get to the
ready to paint. This will work for several passesdahen real thing.

you might have to reapply the pencil or finish wiamother
copy of your drawing.

You're sure to be pleased with the new look in youclk&n or
spare room, or on your bathroom cupboard or oldssee

Ceilings, Walls, and Floors, but No Driveways

You can apply this same procedure to a larger serfeither in a repeat pattern, such as a
stenciled border around the top of a room, or yould get wild and paint a border on a
floor that looks dull. Hey, you can paint the whdleor; it’s your castle.
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For repeated use, a stencil will be easier in threglrun. You can use it for the basic shapes
and fill the rest in freehand, looking at your sale ps a reference.

To cut a stencil you will need some stiff papereferably stencil paper, and a sharp Exacto
or mat knife.

1. Draw your design on the paper from your origina¢tdh.

2. Remember that in a stencil the holes will fall oaé, you probably need to redraw the
parts of the drawing so they are separate. (Remertbat stencils use negative space.
A stencil of a chair would be a series of disconteelc'holes which wouldrt hold to-
gether, so a separate stencil is required for ga&tt of the chair.)

A stencil can simplify a
drawing.

Expanded Uses for Your Skills

As your confidence in drawing increases, you maynweo take a look at still more poten-
tial uses. If you have a lifelong love of fashiofor example, you might want to try some
clothing drawings. Or, if youwe half as witty as we are, maybe a cartoon orolfivisual po-
litical satire will be just the thing. Theeplenty of raw material, after all (pun intended).
Maybe character studies appeal to you. Or,’§ @ flight of fantasy that does it for you,
whatever it is, give it a try.

There are books specific to each of these expanded,.land many more. Look carefully to
make sure that the book really shows you things want to know and is not just a show-
case for the artist/author. Yaufind some of our suggestions in Appendix“BResources for
Learning to Draw.

Focus on Fashion

Details, stylization, and stretched proportion #ne differences between drawings of people
and fashion drawings, along with the fact that vehybu draw for yourself, fashion draw-
ings are drawn for use commercially. You get paiddio them!

If this type of drawing interests you, begin by dting the fashion drawings in newspapers
and magazines to develop an eye for the kind olestlyat is“in” at the moment, the de-
tails that look contemporary, and the degreé ditortion” in the proportion. Evaluate
proportion by measuring by the number of headshie total body height as you did in
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Chapter 21 The Human Body and Its ExtremitiesWhen youre doing fashion drawing,
there are moréhead$ in the total height, th& al—mostly in the legs, for that leggy
model look. Practice until you develop a style tipd¢ases you.

Fashion isn’t just about
clothing, either—look at
the detail in this fantasy
dragon, just perfect to be
embroidered on a cou-
ture runway gown.

Cartoons: Humor or Opinion?

How funny are you? Are you an opinionated type? Yoight be a cartoonist in disguise.
Cartoons are great drawing practice, and you'dbmave to have a lot of skill, as many of
todays cartoons reveal. The trick with humorous cartotikes comic strips is consistency,
making your characters look the same from framérame.

With political cartoons and caricaturessih matter of discerning your subj&scim ost
prominent feature and then exaggerating it for ggrition. Studying the masters can help
you see how this is dorefrom George W. Busls ears to Al Gors hairline.

That Twisted Look: Caricatures

If you do have an eye for facial features and howtsh them or exaggerate them, draw-
ing caricatures is a possibility. You can look famd to a future at county fairs, or you could
move to Paris and set up along the Seine.

Further Out: Your Fantasies

There is nothing that, with a twist of imagination, cannot become something else.
—William Carlos Williams
Some of us are just not content with reality. Whfter all, should reality be the only op-

tion? Your fantasies or fantasy worlds are places gan go with your drawings. Just don
forget your sketchbook.
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Your Sketchbook Page

Try your hand at practicing the exercises fwaulearned in this chapter.
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The Least You Need to Know
Now that you can draw, why live in a world without your own personal touch?

lllustrations, developed from drawings or done for a specific purpose, can decorate,
explain, expand, reflect, or accompany anything.

Presents and cards are among the uses for your drawings.

Decorate your house and world, but do yourself a favor and stay away from the
driveways.

Try your hand at expanded uses for your drawing skills as your own interests and
tastes lead you, but do some real drawing, too.
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Chapter 25

Express
Yourself

In This Chapter
» The wonderful world of color
» Care and feeding of your drawings
» Art enters the digital age

» Arty computer programs and classes

Art is a form of supremely delicate awareness, meaning at oneness, the state of being at one
with the object.

—D.H. Lawrence

So, you have amassed quite a collection of drawimgs ow.

Maybe youre getting interested in trying something a litbheore involved. Some images of
your own might be popping into your min'dsye... or eyés mind (we never get those two
straight).

Now you can begin to consider the wide range of emials and techniques to make paint-
ings or colored drawings. There are endless wayis fwse your work with your own person-
ality and particular way of seeing the world, analar is one of the more interesting ones.

In addition, weéll show you how to care for your work, includingafning options. And
we'll take a quick look at computer art programs adlwe

The process, not the end work, is the most important thing for the artist.

—Georgia O’Keeffe

Moving Into the Realm of Color

There is nothing—no color, no emotion, no idea—that the true artist cannot find a form to
express.

—Georgia O’Keeffe
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Do you remember the first time you saw a color td@sn? Do you remember that Walt
Disneys“The Wonderful World of Coldrwas originally created to showcase material for
color television? Is hard to imagine now, but the move from black awmtdite to color tele-
vision was a very big deal back in the 1a5®s. And in 1939, when Judy Garland first
opened the door of her Kansas farmhouse into thedLaf Oz, the color was a revelatien
to her, to Toto, and to us.

Moving into the realm of color in your drawing isbag deal, too. But never featwe're
here to help, with suggestions for everything fromaterials to matting.

Some Brief Words on Color

I paint because color is significant.

—Georgia O’Keeffe

This is yet another pearl from 'Reeffe, and so it is. Each day of your life isdid with
shapes and colors, the weather, the seasons, #teplou go, and the things that you see,
so add some of that color to your drawings.

As with most parts of this book, a whole book cowblel written on color, and fortunately,
many have been. Along with your own experimentiitts probably worthwhile to read and
study a few of them.

Before you jump, spend some time reading and loglkah colored work that you like. Take
a good look at color charts, in books and in aores. Get familiar with the spectrum of
colors: the burst of reds, the range of yellowss fhrest of greens, the sea of blues, the
wealth of purples.

New Materials You Could Try

Colored pencils and water-soluble colored pencils anayons are a great and painless tran-
sition into the world of color. After all, youe already gotten comfortable with a pencil, so
adding color is easy! They mix and blend to make aolor you can come up with.

Other options in the field of color are

» Water-based crayons.

» Pastel pencils.
> Pastels.
» Oil pastels.
Back to the Drawing Board > Watercolors.
As you begin to look at colors, > Acrylic or gouache.
do yourself a favor and stay away » Pen and colored inks.
from the pile of browns. You will
find that in learning to mix col- Each of these media has its own characteristicgaatiages, and chal-
ors you end up with plenty of lenges; practice will allow you to develop a feet them. And, if yotre
them anyway. interested in learning about any of them in mor¢ailewe've suggest-
ed some books you might like in Appendix‘®Resources for Learning
to Draw?

328



Chapter 25 » Express Yourself

Into the Field of Color

Buy yourself the largest set of colored pencils tlyat can afford. Is your birthday coming?
Even if it's not, no matter, get the big set anyway. Smalt fetve mostly bright primary
colors and fewer subtle colors, and ybwant to play with both.

Primary colors are those that cannot be mixed frother colors:

» Red
>» Yellow
>» Blue

Secondary colors are those that can be mixed from pwmary colors. The secondary
colors are

» Orange (made from red and yellow).

» Green (from yellow and blue).

» Purple (from blue and red).

Tertiary colors are another step out on the coloreelh made from a primary and a second-
ary color. They are a group of lovely muted shaded aeutral colors that yollwant to
get to know.

Colors across from each other on the color wheelcalled complimentary colors; they
work well with each other. If they are mixed, theyake neutrals. Colors that compliment
each other are

» Red and green.

» Blue and orange.
» Purple and yellow.

This color wheel is in

i black and white, but you
can use your imagination
to visualize the colors.

Blended colors are a mix of two or three colorswpntcomplimentary colors-opposites on
the color wheel.

Earth tones and shadow colors are mixes of complitagncolors like purple, with a little
yellow to soften it, or a brick red made with greefou will end up with plenty of browns
and earth colors, and you can make various graystdacks by combining four colors, ex-
cluding yellow.
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The range of compli-
mentary colors from
warm to cool.

Taking a Stab at a Colored Drawing

Use good paper. The best is 140-Ib. hot-press waterqodper, and 90 Ib. is fine for sketches.
If you foresee adding water to the water-soluble giesketch, however, the heavier paper

will work better.

You will find that you can very naturally grab a ma@ful of colored pencils and start in on a
simple arrangement.

Try Your Hand

To learn about color, make your-
self lots of small tonal charts for
the colors you have. Try for gra-
dations of tone in an individual
color to see what it does, and
mixed colors in a variety of tones.
Be sure to label the charts so you
know how you made a color that
you like.
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» That fistful of colors is important. Keep switchircglors.

» Look at each object and see the range of colorsgenu use, or
the layers you can build up to get a tone and arol

>» It takes time, but it fun to see the color happen along with the
drawing.

If you want to learn more about any of the coloreédim, take a class.
Theyre fun and you can learn a lot about color and teqglues for
handling the various media. Ydube glad you did.

Caring for Your Work

Generally speaking, use the best materials you take yourself and
your efforts seriously, present your work simplyis@an stand on its
own, take care of what you d&@nframe, and the archivists and art his-
torians of the future will thank you. Caring for ypowork now means
your children, grandchildren, and even your Greaagfgreat grand-
children will have it hanging on their walls (evéinthey'd rather have
it in their closets).
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Whether its storage, matting, or framing, h&gsome of the best
information youll find for taking care of your drawings after the
drawings over.

On Storage

You've spent a lot of time on your work, so treat ithrigvhen
you're finished, too. Portfolios keep your work safeean, and flat, Try Your Hand
as it should be. Paper storage drawers are experesid take up

A Start with a light color for your
space, but théye well worth it if youve got the money and the

planning lines. Lavender works

room. very well because it blends into
The important thing is to store your work somewhweteere it will almost any color, and it can

be kept in its natural state: flat. In addition,wib want to keep it become a shadow if the lines are
away from damaging sun rays ar@ven more damagirgwater, outside your objects as you de-
so next to the garage window or in the basement nexhe fine them more closely.

sump pump are probabhot the best places.

Matting and Framing

Less is more. Simple is as simple does. White ibtidArt, or its mat, should not be expected
to match the couch.

In other words, forget the fuschia or lime greentmt match the flowers on the rug. Your

work will look best in a simple white or off-white at and a simple wood frame that can be
more or less the color of the other woods where ptan to hang it. The important thing is
that the choices help the drawing; it will find ipsace on the wall.

Turning a New Page: Fine Art Meets Tech Art

To: Theovg23 @aol.com
From: Vincentvgo@hotmail.com

Arles is bleak, and the blasted mistral keeps me indoors. I go days without speaking a word to
anyone. Thank you for the money. With it, I bought a blazing tangerine iMac, which I am E-
mailing you on right now. You were right, the Hotmail account was very simple to set up and
free, so I can still survive on five francs a day.

—Noah Baumbach®Van Gogh in AOL The New Yorker

Can you imagine Vincent with an iMac? He probablyul® have felt more connected and
maybe less troubled. One thilsdor certain—the high-tech world is having an effect on al-
most everyone. You can run but you ¢ahide, so jump ir—you might like it more than
you ever imagined.

Creating a Virtual Sketchbook

Creating a virtual sketchbook is as simple as a pesipherals for your computera scanner
and a color printer. Which scanner and printer yowy will depend on both your budget
and your desires. We leave it to your local big-bomm puter store to help you with the
myriad choices, but we can help you with the bdsiw-to's once yolve got your equip-
ment.
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Scanning Your Images

Most flat scanners are designed to read images u§/tox 14", so if your drawings are larg-
er than that, yoll have to scan them in sections. The process mayrbeieldy and the re-
sults, less-than-desirable reproductions of your dnas. If youve been doing a lot of your
sketching on the road, though, you probably didrs@ small enough sketchbook.

Is there a drawing that you particularly like? $taiith that one. Tear it carefully from your
sketchbook and then lay it flat on your scanner a&odn it in (youl need your manufac-
turers instructions for this, and théseno way we can help you with those).

After you've scanned your image, the program will ask yowsdwe it. Give it a name yoll
remember it by‘Laguna Sunsétor “Fisherman on the Gitaare two good examples.

Now, you can look at your work with the imaging gram that came with your scanner, or,
if you decide you doti like that program, another that yme downloaded off the World
Wide Web. One of the things that you can do, onte image of your drawing is saved to
your computer, is manipulate it. That means you eaase those extra scribbles in the cor-
ner without fear of going through the paper, or yoan add some lines to the fishermsan
face. Dorit get carried away, thoughwe think real drawin® a lot more fun than virtual
drawing.

Printing Your Images

You can also print your images, of course, once’yetscanned them into your computer
and saved them. If your drawings are in black andte, you worit even need a color
printer. Even the popularand inexpensive-bubble-jet printers do a great job wighaphic
images, which is what your drawing is.

E-Mailing with Your Own Art

Now that youve got it on your computer, you may want to e-maily art to all your
friends. So long as attachments are an option wihr particular e-mail, e-mailing your art
is simple: Save it as a small .jpg file, add ityour e-mail as an attachment, and then write
your note. Poof! Off it goes to annoy one or allymfur friends—just like all the jokes that
theyve already seen three times.

Creating Your Own lllustrated Home Page

To: Theovg23@aol.com
From: Vincent2@VanGo.com

I've started to work again. Check out my home page (and note new address). I designed it
with a soft malachite green, a fiery iMac raspberry and a troubled Prussian lilac. I may‘ve
mastered the brushstroke and HTML, but am a novice with Java. There’s always more to
learn.

—Noah BaumbachVan Gogh in AOL; The New Yorker

There are classes in HTML and Java, two of the mogtudar Web languages, and there are
editorial programs that make it much easier to teemWeb site of your own. You can also
customize the home page on your Internet programe ®xample to take a look at is
Laurens home page, the first page of her Web site at wawwenjarrett.com. Check it out!
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Creating your own illustrated home page is now iaspde as following the instructions
your e-mail provider probably has set up on your iSRne page. You ddheven have to
know any special programs anymore; the directionlswalk you through it all, including
how to download the art ydue scanned and saved onto your own illustrated h pmage.

If you're interested in something truly professional-lookimgwever, w& highly recom-

mend a Web designer. You get what you pay for,radie

How to Learn About Drawing

on the Computer

We may be the old-fashioned, middle-aged artist/teadhpes—
although we are anything but old-fashioned or midaded—but
we think you should do your drawing first, and thscan it.

You will not really learn to see and draw anythiag a computer.
Sure, you can make pictures, busifust not the same as direct

hands-on drawing.

Drawing with a mouse or stylus and art pad is ntoeé same as

drawing with a pencil. There is not the same conioactwhen you
can't look at the hand th& drawing and see wh'atgoing on. In
addition, the feel of a fine piece of paper and theernal dialogue
that you have while yo've relating to your subject, seeing, and
drawing are basic pleasures, time for your innéf, sand the path

to your own unique creative soul.

Computer Art Programs You Can Learn

Now then, the tirade is over. Computer graphics paogs are a dif-

ferent story, because they are a way of using ydnawings after

you have made them, for everything from cards, pmnés, posters,

and all kinds of commercial uses, should you beénsdined.

Adobe Photoshop and Quark are two great programsi$arg art.
Lauren uses one or the other for everything, anelytte well worth
the time to learn. Photoshop can do anything yom taink of to
an image, or montage of images, with or withoutdy@uark is the
favored layout program, but you can use PageMakewrell. Adobe
Illustrator uses imported art, too, but it has mbedls and whistles.

There are lots of other art and graphics program slalvike for Macs
or PCs. You can draw with a mouse or a stylus artdbad, using

the shapes, colors, graphics, and special effetpragrams like

Canvas, Paint, Appleworks, and SmartDraw, to nanfewa In addi-
tion, there are specialized programs, such as Aatbr architec-
tural, landscape, and mechanical rendering; 3-D gpecial effects
programs; and the many programs for Web design ian@ractives.

Take your pick. They all have huge manuals, but gan do it if
you try. We admit to being Luddites, and so welstic the pro-
grams that work for us.

Artist’s Sketchbook

Graphic images on your com-
puter are any images that are not
text-based. Different images have
different suffixes (those are the
letters that appear after the dot
on a filename, including .jpg,
.ipg, .bmp, .gif, and many oth-
ers). Graphic images also take up
a lot more memory on your
computer, but if you've got a
current model, you won't need
to worry about them using up
your available memory for years,
if ever.

The Art of Drawing

Consider private tutoring if you
can manage it, or maybe you can
share a tutorial with a friend who
is also interested, to halve the
cost. You will learn much, much
faster in a private tutorial. It’s
like having a personal trainer!
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How to Choose a Computer Art Class

There are more and more computer classes out thetk,tiwe usual brochures and course
descriptions to wade through, including schedupas;es, credits (if you care), and residual
computerese (language designed to confuse youktd with and experience. Specific

courses for complicated graphics programs like Plsbbp, Quark, or lllustrator are very
helpful places to start.

Our advice:

» Ask around. Chances are, someone you know (or tbairsin) has already taken the
course and can comment.

» Find out the instructds name, and decide if the course material, timace) and fee
are acceptable.

» Call the instructor, and make sure you will learlmat you want to learn.

Our final word on the high-tech world is that it rais a great tool. Think of it that way
and you will learn it and use it properly. Laurscomputer, scanner, printers, copy ma-
chine, and fax take up a whole wall in what is otlise a paintés studio, but hey, we all
have to make a living and the two sides coexisttguwiell. Lisds computer is her main tool,
aside from her old Underwood manual and assortnodmotebooks and pens for all occa-
sions, so it gets to live in her way, smack in the&dle of her desk.

Do yourself a favor and learn to draw, if that isathyou want to do. Then worry about
what to do with the drawings later.
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Your Sketchbook Page

Try your hand at practicing the exercises oulearned in this chapter.
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The Least You Need to Know

After all this drawing, you can begin to think about making some personal images or
more elaborate pieces.

Color is a wonderful thing.
Take the time to care for your work. It is part of taking yourself seriously.

Simple matting and framing best sets off your work. You don’t have to match the
couch.

The high-tech world is upon us. Don’t get caught without it.
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The Artist’s
Life

In This Chapter
» Artists on their work
» A walk through the museum
» Taking the Zen path to drawing

» Inspiration is where you find it

Paintings must be looked at and looked at and looked at—they, I think, the good ones, like it.
They must be understood and that’s not the word either, through the eyes. No talking, no
writing, no singing, no dancing will explain them. They are the final, the ‘nth whoopee of
sight. A watermelon, a kiss may be fair, but after all have other uses. “Look at that!” is all
that can be said before a great painting, at least, by those who really see it.

—Charles Demuth
In this chapter, wd be finding out where artists discover their inrggion—and well let

them tell you in their own words. If you draw fong length of time, yoll soon discover
that finding the muse is the easy parts paying attention th& a bit more difficult.

Artists also get their inspiration from other atsisand wél be exploring museums as well.
With all this artistic inspiration, yo'll be ready to venture out into the world as anisirt
yourself. Happy trails.

The good picture—No one wonders at it more than the one who created it.

—John Marin

Following the Muse

Sheés out there all right, that muse the poets are abMagpking to for help with a rhyme. If
you draw regularly and sincerely, sedound to pay you a visit, too. She can take defife
forms, but you will know sh's there and what she wants of you. And Yybsoon discover
that you had better pay attention when your mussakp to you.
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Where Artists Find Inspiration

Every artist—whether visual, written, musical, or kinesthetiknows what its like to be

inspired. While explaining that inspiration is diffilt, Lauren has collected a group of won-
derful words from artists who really do explain whi#is like to be inspired in their own par-
ticular ways. Your own inspiration will be as inddwal and unigque as each of these artists

My adoration of the great ancients who laid the indestructible, immutable foundations of art
for all time shall never dim or tarnish. Their legacy has always been and will always be my
spiritual refreshment and renewal. The great ancients worked with God. They interpreted and
embodied the glory and wonder of the elements. The moderns work with geometry.

—Max Weber

True art cannot spring but from naivete. Everyone has been a child, and the true artist is the
one that has preserved intact all those treasures of great sensitivity felt in early childhood ...
Time goes on, but the first songs ever sung by nature always sing on in his soul.

—Joseph Stella

The most important thing about a river is that it runs downhill. Simple, isn’t it? Art is pro-
duced by the wedding of art and nature. Go look at the bird’s flight, the man’s walk, the sea’s
movement. They have a way to keep their motion. Nature’s laws of motion have to be obeyed
and you have to follow along. The good picture embraces the laws, the best of the old did, and
that’s what gives them life.

—John Marin

Science and art are indeed sisters, but they are very different in their tastes, and it is no easy
task to cultivate with advantage the favor of both.

—James M. Dunlop

What They Have to Say About Their Work

Artists are pretty chatty types, for people workiimga language without words. In fact,
maybe thas why theyre so talkative. Or maybe they prefer to write abolueir work so
some art historian doedncome along and do it for them. H&evhat some of them have
to say about their work, and what they believe.

My work has been continuously based on a clue seen in nature from which the subject of a
picture may be projected. Nature, with its profound order, is an inexhaustible source of supply.
Its many facets lend themselves to all who would help themselves for their particular needs.
Each one may filter out for himself that which is essential to him. Our chief object is to in-
crease our capacity for perception. The degree of accomplishment determines the caliber of the
Artist.

—Charles Sheeler

I grew up pretty much as everybody else grows up ... and one day I found myself saying to
myself ... I can’t live where I want to ... I can’t go where I want to ... I can’t even say what |
want to ... School and things that painters have taught me even keep me from painting the
way I want to. I decided I was a very stupid fool not to at least paint as I wanted to and say
what I wanted to when I painted, as that seemed to be the only thing I could do that didn’t
concern anybody but myself ... and that was nobody’s business but my own ... I found I could
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say things with color and shapes that I couldn’t say in any other way ... things I had no
words for.

—Georgia O’Keeffe

My aim is to escape from the medium with which I work. To leave no residue of technical

mannerisms to stand between my expression and the observer. To seek freedom through signif-
icant form and design rather than through the diversion of so-called free and accidental brush

handling. In short, to dissolve into clear air all impediments that might interrupt the flow of
pure enjoyment. Not to exhibit craft, but rather to submerge it, and make it rightfully the
handmaiden of beauty, power, and emotional content.

—Andrew Wyeth

An artist must paint, not what he sees in nature, but what is there. To do so he must invent

symbols, which, if properly used, make his work seem even more real than what is in front of
him. He does not try to bypass nature; his work is superior to nature’s surface appearance, but

not to its basic laws.
—Charles Burchfield

There was a long period of searching for something in color which I called a “Condition of
Light.” It applied to all objects in nature, flowers, trees, people, apples, cows ... To under-
stand that clearly, go to nature, or to the Museum of Natural History and see the butterflies.
Each has its own orange, blue, black, white, yellow, brown, green, and black, all carefully
chosen to fit the character of life going on in that individual entity.

—Arthur Dove

The Art of Drawing

It does not bore me to write that | can’t paint a pawtreet [sic]. On the contrary it is the great-
est joy in life—but | prefer writing it to you rather than the lady, if you will be good enough to
tell her that | have retired from the business. Tell her that | now only paint landscapes and reli-
gious decorations, that | am a waltzer to delirium tremens or whatever you think may make her
congratulate herself on her refusal. | really am shutting up shop in the portrait line.

John Singer Sargent

I like to seize one sharp instant in nature, imprison it by means of ordered shapes and space
relationships to convey the ecstasy of the moment. To this end I eliminate and simplify, leav-
ing apparently nothing but color and pattern. But with these I attempt to build an organic
whole—a canvas which will stand independently. If I capture too some of the beauty, mys-
tery, and timelessness of nature I am happy.

—Milton Avery
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The love you liberate in your work is the only love you keep.

—Maurice Prendergast

Museum Walks

There is nothing as nice as a day in a museum, afdldpf visual stimulation and the com-

pany of the masters, old or new. Museums are ateatgplaces for a date, or an affair, or a
date with an old affai—not that either one of us has done that, of
course.

The Wealth of Museums

In the museum, is all there for the lookingrooms and rooms and
long halls and hidden corners filled with forgottgems.

Try Your Hand Go and look at drawings, paintings, sculpture, jeweobjects, furni-
ture, fabric, costumes, china, and more. You womant to overdo it,

Mr. Homer, do you ever take _
so decide what you want to see and then stop befoveget over-

the liberty in painting nature of

modifying the color of any part? whelmed.

Never! Never! When | have se- Then there are all the specialized museums, suahaasral history mu-
lected a thing carefully, | paint it seums and science museums, full of specimemsge skeletons and
exactly as it appears. dioramas of tiny little nocturnal animals you woutever see outside
Winslow Homer of a museum. There are plants, too, and birds antdebflies enough to

last you into the next millennium.

Styles of Drawing Through History

Styles of drawing through history; yikes, we cowdite forever on that one. Just go to the
museum and look, then do it a few dozen more timred you will have a rough idea about
styles of drawing through history.

You will see how artists have developed

» from the early cave drawings,
» to the flattened drawings attempting three-dimenaiofigures done by the Egyptians,

» to the very realistic sculpture done in ancient & (by folks who could certainly
draw well),

» to the more primitive, flat religious images produdcin the Middle Ages,

\

to the interest in perspective and shape in theaResance, and

» to the fine attention to detail in Flemish paintinlgy the Old Masters, the strict tradi-
tion of studio work in the Classical Period.

Then, the Barbizon artists started painting outsidall things, and the first dissension oc-
curred when the Impressionists started breakingéodhen there was the heyday of Post-
Impressionists, including the Nabis, Fauvists, Giidi Expressionists, Dadaists, and all the
rest of the ways that artists decided to explord @xpress, right into our recent century
and the one we just entered, including the moseméoersions of old schools and the
“shock of the new.

It’s a lot to see!
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The Art of Drawing

Art history books will put particular drawings into historical context and add interesting informa-
tion about the artist or the period or the various schools of thought at the time. But don’t take
our word for it, take the word of a wonderful painter, Charles Demuth. “Look at that!” is all
that can be said before a great painting, at least, by those who really see it.

Learn by Looking, Then Try a Copy

Museums put the benches there just for yeues, you, with the sketchbook. Go sit down
on that nice bench in front of a piece of art tlyau like. Make yourself comfortablethe
benches areh, but who cares, you could even take a pillow. Yaan learn from just look-
ing, but get out your pencil and draw what you likkewhat you want to remember, the di-
agonals in the composition, the shape of a treey ladlower was drawn, the features of a
portrait—whatever you like, you draw.

Drawing from sculpture or objects is better practicethree-dimensional drawing. That
beautiful torso, imposing warrior, or delicatelyeghed vase is there in space and presents
you with a lifetime of potential drawing. Some piBties:

» Arrange yourself for simple views and then try mateallenging ones with foreshort-
ening.
» Draw parts of figures and the whole.

» Draw the details in a set of armor or the loomingufes on a crypt, the subtle propor-
tion of a Ming vase, or the scrollwork on a Japamtsble.

The more you draw, the more you will see to drawnkiy begin to seem as if you can never
go home again.

What Do You Like?

By now, you have developed some opinions along withir sore
butt. You may not know all there is to know about,dut you
know what you like. Some work will pull you backeny time you
go, while others become part of your visual memdtg. matter
what, everything has its place.

Back to the Drawing Board

Don’t be afraid to submit your

Sharing Your work sketches to other publications if
you think they are applicable for
Another thing thas probably happening by now is that yau the style and content of the pub-
feeling pleased with your efforts and your growtlorh a beginner lication. You never know, and you
to a developing draftsman. Chances are your frieamd family can’t win if you don’t play.
have seen your work and have perhaps gotten & littlerested
themselves.
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Express Yourself.

Now, you can begin to share your enthusiasms, yapreriences, and your work with the
rest of the world. Someone else may do the samedar What goes around comes around,
and all of us will ben efit.

Most towns have art groups, art classes, maybe allsmuseum or community center that
shows art, discussion groups, guest lectures, schoagrams, visiting artists, and local fairs
that include art exhibits. '8 your choice-whether to join, how much time to spend,
should you volunteer or just loekbut you do usually get something out of participatiin
community events. But you woinknow unless you try. Here are some possibilities.

To Show, to Publish, or Just to Draw

Sometimes you just need to get out of the housé wiur work to get a better look at it
and where you want to take it next. The white wallan exhibition hall can allow you to
see your work differently, for better or worse. Bvé the experience sends you back to the
drawing board, you will have learned something aadt go on from there.

Publishing your work is a thrill in itself. The'enothing like the printed page and that cred-
it line underneath your image. Start with your lbpaper if you have landscape or wildlife
sketches that might work as decorative spots, goif have developed a cartoon style or
have taken up caricatures of the locals.

All this diversion is fun, but try not to let yourdéget diverted from the real business of see-
ing and drawing every day. It takes a long timdedarn how to draw well, and, though you
may have come a long way, there is still a long waygo. Trust that it is a good road, and
take the time to go there.

Take a Path to the Zen of Drawing

The peace and serenity you can gain from drawingeihpps the best reason for simply at-
tending to seeing and drawing. We live in a worhdat is too focused on achievement and
not enough on centering and introspection.

Give yourself the gift of balance and oneness wjthur work and the world. Do your draw-
ing with nothing else in mind but the relationshjpu are experiencing between your sub-
ject, your work, and yourself. The timelessness apiknity is its own very deep reward.
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Encourage and Support Your Creativity

Remember to always support your own process, femdr ywn spirit, and nourish your cre-
ativity as the special part of you.

You are the one who has to deal with the outsideds, make time amidst all the distrac-
tions, ignore the demands for your personal timed ahose who try to discourage your ef-
forts.

Then, too, there is Old Lefty, whostill out there, waiting for his chance, but ykomow
what to do with him by now.

Knowing When to Push Yourself Higher

We know well how difficult the balancing act thet life in the twenty-first century is: sup-
porting onés own creativity, finding the time for work, takinan€s work seriously, feeling
the peace from the time spent, the satisfactiomfritne learning and the accomplishment,
and yet constantly striving for more.

Remember, no matter what, that you are your ownt betic and fan, alternately and at
once. Trust yourself, your inner voice, and youstincts, and banish those critical voices
where they belong-hung out to dry with Old Lefty.

One Inspiring Tale to End

Arecent interview on NPR was with Harry Shapirohey at 100 years old, is painting full
time. He came to the United States from Russia905lat 5 years old, and grew up in New
York, where he was an avid student of American trigtand took art classes. Shapiro be-
came an illustrator/commercial artist, but has alswpainted on weekends and vacations.
During his interview, Shapiro spoke in a clear, mdt voice about painters he admires and
his commitment to painting. He has never had a mdjoess and believesart and music
preserve life, as well as'a heart full of love. He “works with some urgency noWwand

would like another four or five good years of waik“do some good paintings to sum it
up.”

I know there is a God in some form.
I paint to make things whole.

—~Harry Shapiro

You don't get better than that. Thank you, Harry.

With Our Best Wishes

We have both enjoyed researching and writing thdsk Besides the fun we have h&adur

own selves, we've also found pleasure in developing the ideastlica book, trying out the
exercises, and writing and honing the text and diirections. Watching it become a book
was a pleasure.

Lauren has enticed her friends over‘mraw for their dinnér to make some of the draw-
ings for the book (she is a good cook), and worlketh her mothes drawing group for

some of the others. Still other drawings and resgasncome from her classes, and she found
a few old treasured pieces, hidden away in herdilawers.
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Lisa has enlisted her daughter to make a few drgwiaround her house so both sides of
the country are represented. As her daughter waaptaarily camped out with her during
the writing of this book, it was only fair.

We hope you enjoy this book for a while and dip bactto it whenever you want an idea, a
tip, some encouragement, or some of our soon-to-bdewfamous wit.

We leave you with the best set of guidelines we kn8 well, be happy, encourage your-
self. Try to follow them, and ydll soon be guiding others as well.

The Least You Need to Know
» The world is your oyster. Draw it.
» Time and tide wait for no man (or woman). Draw it now.
» A rose is a rose is a rose, until you start to draw it.

» Love the world in your drawing and in all your work, and the world will love you
back.
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For Your At-Home And Portable Drawing Kit

Paper, in a Variety of Types
» Newsprint
» General drawing paper in pads or sketchbooks
» Bristol board
» Watercolor paper

Drawing Utensils

» Mechanical pencils in various hardnesses and leads
Drawing pencils in various hardnesses

Charcoal pencils, and soft-charcoal sticks and papemps
Spray fixative

Conte crayons

India inks, dipping pens, brushes

Drawing and technical pens

YYYVYVYYVYY

Dry-erase markers and permanent markers

For Exploring Color

Colored pencils and water-soluble pencils

\

Oil pastels and crayons

Colored markers

Pastel pencils and soft pastels
Watercolors, gouache, and acrylic paints

YYVYYVYYy

Water-based crayons

Nice Necessities

» Erasers
» Drawing board
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» Artist’s tape
» Ruler
» Clips
» Pencil sharpener(s): manual, electric, and battgrgrated
» Viewfinder frame
» Plastic picture plane
» Your sketchbook journal
For Your Studio
» Adjustable drawing table
» Comfortable office-style chair
» Extendable goosenecked architectural lamp
» Small freestanding bookshelf
» Supply cart on wheels (a taboret)
» Tackboard
» Computer, printer, and scanner
» Filing box
» Portfolio
» Set of paper storage drawers
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Resources for
Learning to Draw

Bays, Jill. Drawing Workbook. Devon, England: David & Charles, 1998.

Box, Richard .Drawing for the Terrified. Devon, England: David & Charles, 1997.
Brookes, MonaDrawing with Children. New York: Jeremy P. Tarcher/Putnam, 1996.
Calder, AlexanderAnimal Sketching. New York: Dover Publishing Co., 1973.
Cameron, JuliaThe Artist’s Way. New York: Jeremy P. Tarcher/Putnam, 1992.

Codniat, Raym ondTwentieth-Century Drawings and Watercolors. New York: Crown Publishers,
Inc., 1968.

Crispo, Andrew.Pioneers of American Abstraction. New York: The Andrew Crispo Gallery, 1973.

Crispo, Andrew.Ten Americans—Masters of Watercolor. New York: The Andrew Crispo Gallery,
1974.

Draper, J. EverettPutting People in Your Paintings. Cincinnati, Ohio: North Light Publishers,
1985.

Edwards, BettyDrawing on the Right Side of the Brain. New York: Jeremy P. Tarcher/Putnam,
1999.

Frank, FrederickThe Zen of Seeing. New York: Vintage/Random House, 1973.

Frank, FrederickThe Awakened Eye. New York: Vintage/Random House, 1979.

Gedhard, David and Phyllis PlouGharles Demuth. Berkeley: University of California, 1971.
Harding, J.D.Lessons on Art. London: Frederick Warne & Co., 1915.

Hinchman, HannahA Trail Through Leaves: The Journal as a Path to Place. New York: W.W.
Norton, 1999.

Hoagland, ClaytonThe Pleasures of Sketching Outdoors. New York: Dover Publishing, Inc.,
1969.

Hultgren, Ken.The Art of Animal Drawing. New York: Dover Publications, Inc., 1993.
Larkin, David. The Paintings of Carl Larsson. New York: Peacock Press/Bantam Books, 1976.
Levy, Mervyn.The Artist and the Nude. New York: Clarkson Potter, 1965.

Nice, Claudia.Creating Textures in Pen & Ink with Watercolor. Cincinnati, Ohio: North Light
Books, 1995.

Parramon, Jose MDrawing in Pencil. New York: Watson-Guphill, 1999.
Partington, PetelCollins Learn to Draw—Wildlife. London: HarperCollins, 1995.
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Perard, VictorSketching Landscape. New York: Pitman Publishing Corporation, 1957.
Petrie, Ferdinan dDrawing Landscapes in Pencil. New York: Watson Guphill, 1979.

Pincus-Witten, RobertGeorgia O’Keeffe—Selected Paintings and Works on Paper. New York:
Hirschl & Adler Galleries, 1986.

Pisano, RonaldWilliam Merritt Chase. New York: M. Knoedler & Company, Inc., 1976.
Raynes, JohnDrawing the Figure. Cincinnati: North Light Books, 1997.

Rines, Frank M Drawing in Lead Pencil. New York: Bridgeman Publishing, 1943.
Robertson, BruceCollins Learn to Draw—Countryside. London: HarperCollins, 1999.

Selz, Jean Nineteenth-Century Drawings and Watercolors. New York: Crown Publishers Inc.,
1968.

Slatkin, Regina Shoolm arfrancois Boucher in North American Collections. Washington D.C.:
National Gallery of Art, 1973.

Sloane, EricAn Age of Barns. New York: Dodd, Mead & Company, 1985.

Stebbins, Theodore Rmerican Master Drawings and Watercolors. New York: Harper & Row
Publishers, 1976.

Sternberg, HarryRealistic, Abstract Art. New York: Pitman Publishing Co., 1943.
Thoreau, Henry DavidWalden. New York: Holt, Reinhart, and Winston, 1961.

Turner, Elizabeth HuttonGeorgia O’Keeffe, The Poetry of Things. Washington, D.C.: The
Phillips Collection, 1999.

Tiner, Ron .Figure Drawing Without a Model. Devon, England: David & Charles, 1992.

Vallery-Radot, Jean and Maurice Serulld»awings of the French Masters. New York: Bonanza
Books/Crown Publishers, 1962-1964.

Van Gogh, V.W.Vincent Van Gogh, Paintings and Drawings. Amsterdam, Netherlands: NV
Lanthuys, 1970.

Wadley, NicolasMichelangelo. Middlesex, England: Spring Books, 1965.

Wadley, NicolasThe Drawings of Van Gogh. London: Hamlyn Publishing Group Ltd., 1969.
Weiss, HarveyPencil, Pen, and Brush. New York: Scholastic Books, 1961.

Wiffen, Valerie.Collins Learn to Draw—Still Life. London: HarperCollins, 1999.

Woods, MichaelLandscape Drawing. New York: Dover Publications, Inc., 1989.
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Drawing Glossary

al fresco Italian for“in the fresh air; it is the term for doing things outsidéncluding
drawing, of course.

artists’ studios range from converted closets to converted guestsesuWhere you put
your studio depends on where you have room, of seubut its individuality can be what-
ever you choose.

cairns man-made trail markings, most often piles of rockattmark the trailside path.
Adding these mini-structures to your drawing candléhe viewer onto the trail, too.

calligraphic handwriting in a particular style, or font, oftenittv a wedge-tipped pen
called a calligraphic pen.

chiaroscuro Italian for light and shadow. It refers here toystem of tonal shading to
render an object so it appears three-dimensional.

color wheel a way of showing primary and secondary colors. Theleis divided into
sixths, and the primary colorsred, yellow, and blue-are in every other wedge. In between
each of them are the secondary colemsange, green, and purplavhich are made by
mixing the primaries on either side of them.

contour drawing any drawing in which the lines represent the edfja orm, shape, or
space; the edge between two forms, shapes, or spacehe shared edge between groups of
forms, shapes, or spaces.

drawing a way of representing what we see by placing lineso a surface.

dry-erase pens pens designed to mark on smooth surfaces and wipeasily. Delis use
them for writing the dag specials. Look for them in an art or stationetyrs.

en plein air a French term meaninull of fresh air” It refers here to painting done out-
of-doors. Because classic painting had been donstudios, painting outside was a radical
move.

eye level (see alsohorizon line) straight out from where you are, neither above below
the level of your view. As you move up or down, yoaye level and view change.

filters the process of noticing only what we need to in @imen sceneFrames are a simi-
lar sensory device, where we ignore wisaiutside of what we want to look at.

fixative protects an unstable surface; it is sprayed omasliied drawing to protect it after
you've completed it.
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foreshortening the illusion of spatial depth. It is a way to payra three-dimensional ob-
ject on a two-dimensional plane (like piece of pgp&he object appears to project beyond
or recede behind the picture plane by visual disoor.

gesture drawings drawn from short poses, no more than four minuted aften as short
as one minute.

graphic images any images on your computer that are not text-baBéfflerent image
formats have different extensions (the letters thppear after the dot on a filename, in-
cluding .jpg, .ipg, .bmp, .gif, and many others).

hardnesses (for pencils) range from the very hard Hs, which you can use takea faint
line, to the very soft Bs, which are smudgier, ranggfrom 6H all the way to 6B. Regular
pencils are numbered as to hardness on the end.

high, middle, and low horizons represent how eye level is perceived and rendemned i
drawing.

horizon line (or eye level) your point of view relative to what you are lookirag. It is the
point at which all planes and lines vanish.

illumination decoration, such as a border around words or aupéct
illustration shows the information itself in picture form.

lateralization the way specific functions or tasks are handledtlog brain, whether by
one side or the other or both. The brain is compgrisétwo hemispheres, the analytical
and logicalleft brain and the more intuitive and holistiight brain. While Westerners tend
to use their left brains far more, drawing is ldgga function of the right brain.

negative space the area around an object or objects that sharesdgth those objects or
shapes.

paper stomp anything from paper to finger that can smudge & linan make interesting
tones and blurred areas. Harder lines can be dramredrawn on top of the initial render-
ing for more definition.

parallelogram a geometric shape having four sides. Each pairmfasite sides is parallel
and equidistant to each other.

perspective the perception that objects farther away are smal@n objects that are
closer to us.

picture plane a piece of plastic or Plexiglas through which yoew a subject and on
which you draw it.

primary colors the basic colorsred, yellow, and blue-which carnt be mixed from other
colors.

proportion the comparative relation between things; in a reglae, the comparative ratio
between the height and width. Rectangles of différsizes that are in proportion share the
same ratio in their height and width.

range the distance between you and your objeet®ose-up (objects), mid-range (still life),
or far away (landscape).

scale in drawing, the rendering of relative size. An odtj@r person or tree, as it is seen
farther away, seems smaller than another of theesaire that is closer.
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secondary colors colors mixed from pairs of primary colors. Red ayellow make orange,
yellow and blue make green, and blue and red makgle.

square 90-degrees, at right angles, as in the sides ottamgle. Measuring carefully off
center lines helps keep your rectangle square.

still life called nature mort (which meansdead natural thingsin French), a collection
and arrangement of things in a compaosition.

tertiary colors made from mixing two secondary colors; include d@ftipes, grays, and
neutrals.

trompe l'oeil French for“trick of the eyé’. Trompe l'oeil techniques involve making the
eye“se€ something that is painted seem so three-dimensigoalcant quite believe it
isn’'t really there.

2-D an abbreviation for two-dimensional, having the dims®ns of height and width,
such as a flat surface, like a piece of pagel is an abbreviation for three-dimensional,
having the dimensions of height, width, and depdah,object in space.

vantage point the place from which you view something and jusaetty what, of that
whole picture, you are choosing to see and draws the place from which you pick your
view from the larger whole, rather like croppinghotograph. If you move, your exact
vantage point changes.

vellum surface drawing paper that has a velvety soft finish the¢l§ good as you draw; it
can handle a fair amount of erasing.

viewfinder frame a“window” through which you see an image and can relateathges,
lines, shapes, and pa+t$o the measuring marks on the frame and to eaclemthis as
simple as using your two hands to frame a view atking a cardboard frame.

viewpoint similar to eye level, but think of it as specifipalvhere your eyes are, whether
you are looking up, across, or down at something Evel is where you look straight out
from that particular viewpoint. Things in your vieave above, at, or below eye level. If you
move, your view and eye level move, too.

Zen more than a religious practice,sita philosophy and way of life that comes from
Japanese Zen Buddhism. At its most basic, Zen aanhlbught of as a holistic approach to
being that takes for granted the interconnectedmésdl things and encourages simplicity
in living in order to live with the complex.
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Symbols

10 Commandments of
drawing, 143

2-D (two-dimensional), 50
3-D (three dimensional),
50

A
action
animals, 257
people, 296

aerial perspective, 198,
216

al fresco drawing, 180
Alberti, Leone Battista, 48
anatomy, 274-277
body types, 276-277
muscles, 275
skeletal system, 274
angle measures, 207
angles
in space, 131
measuring, 132
animals, 257

adding bulk and
toning, 260

birds, 189

Calder, Alexander, 257 art, caring for, 330-331

details, 267
elephants, 258
exotic, 266
farmyards, 264
finding, 261
gesture, 258
giraffes, 258
indoors, 268
landscapes, 268

natural history
museums, 263

portraits, 265

proportions and shapes,

258-259
scale, 268
squirrels, 189
waterfronts, 263
antiques, 171
Apoplectic habitus, 276
arches, 188

arrangement, 92-96,
155-158

contour drawings,
96-97

eye level, 96

range, 93-95

siting the image, 96

art museums, 340-341
art speak, 310

Artist’'s Materials
Checklist, 345-346
artistic inspiration,
337-340
finding, 342-343
what artists say about
their work, 338-340

where artists find
inspiration, 338
artistic liberty, 233
artists
goals, 142

processing visual
information, 8

AutoCad, 333
Avery, Milton, 339

balance, 136

bathroom items, drawing,
172

beaches, 221
detail, 225

bedroom items, drawing,
168
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beginning techniques,

85-87
birds, 189

blended colors, 329
blind drawing, 152

boards, 85
boats, 233-234

body proportion, 278-280
body types, 276-277
botanical drawing,

179-191

additional objects, 183

cautions, 188

considerations, 180

flowers, 181

blooming, 183

wild, 184

bristol board, 84
brushes, care of, 129
buildings.See stuctures
Burchfield, Charles, 339
butterflies, 182

C

cairns, 232

Calder, Alexander, 257

calligraphic writing, 321

cards, 320

caricatures, 323

caring for your work,
330-331

carpentes angle measure,
157

garden implements, 186cartoons, 322-323

garden items, 188

vegetables, 185
wildflowers, 316
bowls, 168

boxes, drawing in, 110
brachycephalic faces, 289

brain, 16
hemispheres, 6
children, 7

lateralization, 17
left-brain, 17-18, 24-25
child development,

19-20

left-handedness, 17-18
right-brain, 17-18
child development,

19-20

profile/vase-vase/
profile drawing
exercise, 23-25
right side up/upside
down drawing
exercise, 26-30

teaching children
right-brain approach
to drawing, 302-303

right-handedness, 17-18

354

chairs, 171

outside, 191
charcoal paper, 128
charcoal pencils, 129
checklists

drawing checklist, 157

Materials Checklist,
345-346

chiaroscuro, 119
children
child development,
19-20
developing both sides
of the brain, 7
drawing, 7
drawing materials, 307
heads and faces, 290
reference materials, 308
symbolic drawing, 301
teaching
drawing exercises,
310-312
encouraging creativ-
ity, 304-305
making drawing a
positive experience,
307-310

problem solving,
310-312

right-brain approach
to drawing, 302-303

visual development,
305

visual learning, 303
chins, 289
circles, 130
circuses, 266
classes

computer art classes,
334

drawing classes, 83
close-up range, 94
clothing, 294-295
cold press paper, 84
colored pencils, 328-330
colors, 328-329

meanings, 147
commitment, 166

Complete Letters of Vincent
van Gogh, 197

complimentary colors,
329

composition, 93
Golden Section, 105
still life, 104-106

computers, 331-334

art and graphic
programs, 333

computer art classes,
334

drawing with, 333-334
e-mailing images, 332
printing images, 332
scanning images, 332
Web sites, 332
conte crayons, 129
contour drawing, 36-41
drawing an object while
looking, 41
drawing an object with-
out looking, 40
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exercises
drawing your hand
while looking, 38-39
drawing your hand
without looking, 37
object arrangements,
96-97

expanding skills, 322
expressive, 147
form, 157, 160
guides, 152

152-153
contrast, 161 viewfinder frames,
creativity, 8 153-154

seeing as a child, 152

viewing work from
a distance, 158

Crick, Francis, 16

cubes, 108

Cubism, 106 13

cylinders, 109 personal touch, 172
practice, 161
prehistoric times, 4

Sheet, 158-159
learning to see, 8
m aterials.See materials

essential materials, 10

plastic picture planes,

out-of-body experience,

transferring drawings
to paper, 54-55
visual concepts,
49-50

viewfinder frames,

59-60

drawing with, 63-65
making, 60-62

Drawing on the Right Side

Learning to Draw Cheat ©f the Brain, 5

drawing state of mind, 36
drawings
caring for, 330-331
drawing from, 341
writers views, 142
dry-erase pens, 174
Dunlop, James M., 338

D preparation, 166
David, 279 reviewing your work, E
deep space, 94 151 e-mailing images (com-
details, 132 right-brain.See right- puters), 332
animals, 267 brain ears, 289
clothes, 294-295 secret of, 5 earth tones, 329

sketchbook journals.
See journals

spontaneous, 148
therapeutic, 147
while traveling, 315
without-looking, 152
Zen approach, 148
drawing boards, 22
drawing classes, 83
drawing devices
picture planes, 48-51

houses, 245-252

landscapes, 225

nature, 133-135
distance viewing, 158
distractions, 166
docks, 232
dolichocephalic faces, 289
Dove, Arthur, 339
drawing, 3

10 Commandments

of Drawing, 143

al fresco, 180 building, 48
artistic liberty, 233 drawing exercise,
52-53

as basis for painting
on furniture, 321

checklist, 157

drawing with, 48-49
grids, setting up,

child development, 7 h?gtzjsrizcal uses of
developing tech- 49-50 '

nigques, 13

ectomorphic, 276

Elements, 105

elephants, 258

ellipses, 107-108, 130

ellipsoids, 108, 277

en plein air, 213

endomorphic, 276

erasers, 22, 85

etching paper, 128

Euclid, 105

exercises

animals, 258-259
contour drawing, 36-41

drawing an object
while looking, 41
drawing an object
without looking, 40
drawing your hand
while looking, 38-39
drawing your hand
without looking, 37

355
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designs for cabinet
fronts or doors, 321

detail, 139
docks, 232
drawing exercises for

portraits, 290

positioning features,
289

proportions, 291

children, 310-312 291-292
figure drawing, 283-284  three-quarter view, 290
illustrations, 318 types, 289

landscapes, 216
negative space, 69-73,
154

farmyards, 231
animals, 264

_ farmhouses, 250

perspective, 204-206  fashion drawings, 322

picture planes, 52-53  feet, 282

profile/vase-vase/profile fences, 230

drawing exercise, figure drawing, 271-284

23-25

right-brain drawing anatomy, 274-277

exercises, 23-30 body types, 276-277

muscles, 275

rofile/vase-vase/
P skeletal system, 274

profile, 23-25 _
right side up/upside body proportion,
down, 26-30 278-280
still life, 156 feet, 282
tones, 119-122 gesture drawings,
viewfinder frames, 272-273
drawing with, 63-65 hands, 281
expressive drawing, 147 head and neck, 283
eye and hand warm-ups, flters, 9
34-35 finding
eye level, 96, 200 inspiration for drawing,
342-343

perspective, 200

still life, 106-108 objects to draw, 91-92

time to draw, 82

eyes, 289
fixative, 129
flow, 36
F flowers, 135, 181
fabrics, 169 additional objects, 183

clothing, 294-295 blooming, 183
fashion drawings wildflowers, 184, 316

322 foliage, 220
drawing challenges, 169fonts, 321

faces, 288 foreshortening, 49
caricatures, 323 form, 157, 160
children, 290 formal perspective,
full frontal view, 290 198-199

houses, 245

shapes and proportions,

one-point perspective,
201

three-point perspective,
202

two-point perspective,
201

frames, 9

framing, 331

Frank, Frederick, 143

fruit and vegetables (still
life), 104

furniture, designs for
future painting, 321

G

gardens, 180
extras, 184
greenhouses, 187
paths, 188

pots, planters, and
tools, 186

seasons, 186

statues and figures, 188

vegetables, 185
gates, 188
geometric shapes, 86-87
gesture

animals, 258

people, 296
gesture drawings, 272-273
giraffes, 258
gloves, 170
Golden Section, 105
graphic images (comput-

ers), 332-333
grasses, 220
greenhouses, 187
ground tones, 128
guidelines for drawing

(Ten Commandments

of Frederick Frank), 344
guides, 152

viewfinder frames,

153-154
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H
hand and eye warm-ups,
34-35
hands, 281
hardness (pencils), 22
hats, 170

heads and faces, 283, 288

children, 290
portraits, 290
positioning facial
features, 289

shapes and proportions,

291-292
Henri, Robert, 3
Hinchman, Hannah, 141
Hippocrates, 276

history of drawing styles,
340

home pages, 332
Homer, Winslow, 340
horizon lines, 200
landscapes, 215
horizontal orientation
(paper), 92
hot press paper, 84
household items, 165
antiques, 171
bathroom, 172
bedroom, 168
categories, 167
chairs, 171
fabrics, 169
hats and gloves, 170
kitchen, 166
living room, 171
patios, 174

pitchers and bowls,
168

shoes, 170
silverware, 167

window arrange-
ments, 173

houses, 241-242
building materials, 248
cityscapes, 247

countryside, 247-248
details, 245-252

drawing at different
times, 243

farmhouses, 250
perspective, 244-245

proportion considera-
tions, 245

unusual houses,
251-252

Victorian houses, 249
human brain, 16
lateralization, 17
left-brain, 17-18, 24-25
child development,
19-20

left-handedness, 17-18

right-brain, 17-18
child development,
19-20
profile/vase-vase/
profile drawing
exercise, 23-25
right side up/upside
down drawing
exercise, 26-30

right-handedness, 17-18

humor, 172

iluminations, 317, 320
illustrations, 317-319
llustrator, 333
imaginative drawing, 315

informal perspective,
198-199

houses, 244-245
measuring, 206-207
insects, 182
inspiration, 337-340
finding, 342-343
what artists say about
their work, 338-340

where artists find inspi-

ration, 338

J-K

journals, 141

approach to, 146
expressive drawing, 147
general, 144

starting, 146

travel, 144

varieties of, 144

kinesics, 275
kitchen items, 166
kneaded erasers, 22, 85

L

landscape space, 94
landscapes, 213

aerial perspective, 216
animals, 257, 262, 268
artistic liberty, 233
beach areas, 221, 225
boats, 233-234
changing view, 213
details, 225

distance, 214

dividing space, 215
essential materials, 213
farmyards, 264
framing the view, 214
horizon lines, 215

human-made elements,
229-232, 235

lighting/shadows, 225
pencils, 216
people, 287-288
action and gesture,
296
clothes, 294-295

scale and positioning,
296

photographs, 217

space considerations,
215

thumbnail sketches,
216

357
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tips for drawing
perspective, 203

trees and shrubs, 217
vines and grasses, 220

water and reflections,
223

lateralization, 17

Lauren Jarrett Web site,
332

learning resources,

erasers, 22, 85
fixative, 129
guides
plastic picture plane,
152

viewfinder frames,
153-154

need for good materials,

142
paper, 21, 83-84

347-348

Learning to Draw Cheat

Sheet, 158-159
learning to see, 8

left-brain, 6, 17-18, 24-25

bristol board, 84
cold press paper, 84

horizontal orienta-
tion, 92

child development,
19-20

left-handedness, 17-18
light (tone), 115-118

3-D objects, drawing,
119
chiaroscuro, 119

drawing exercise,
119-122

tonal charts, creating,

116-118
weight, 119

living room items,
drawing, 171

logical left. See left-brain

M

Marin, John, 338
materials, 21-22, 83-85

al fresco drawing, 180
boards, 85

brushes, care of, 129
charcoal, 129

children's materials,
307

color media, 328
drawing boards, 22

drawing landscapes,
213

hot press paper, 84
newsprint, 84
rough-surfaced
paper, 84
varieties, 128
vellum surface, 84

vertical orientation,
92

watercolor paper, 84

weight, 84
paper stomp, 129
pencils, 22, 84, 129
pens, 129

dry-erase, 174

reference materials for
children, 308

stencils, 322
storing, 85

travel journals, 144
views, 171

plastic picture planes
159

Materials Checklist,
345-346

matting, 331
measuring
angle measures, 207
angles, 132
perspective, 206-207
mechanical pencils, 22, 8
meditation, 36

mesochephalic faces, 289
mesomorphic, 276
mid-range, 94
Monet, Claude, 213
mouths, 289
movement, 236
animals, 257
people, 296
muscles, 275
museums, 340-341
drawing from art, 341
natural history, 263

styles of drawing
through history, 340

N

natural history museums,
263

Natural Way to Draw, The,
8, 37

nature.See outdoor
environment

nature mort, 102

neck, 283

negative space, 67-68, 154
drawing exercises, 69-73
process of drawing, 155

newsprint, 84

Nicolaides, Kimon, 8

noses, 289

o
' O’Keeffe, Georgia, 9, 142,
327-328, 338
objects

arrangement, 92-96,
155-158

contour drawings,
96-97
eye level, 96
range, 93-95
4 siting the image, 96
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composition, 93
detail, 132
finding objects to draw,
91-92
form, 157
household, 165
antiques, 171
bathroom, 172
bedroom, 168
chairs, 171
fabrics, 169
hats and gloves, 170
kitchen, 166
living room, 171
patio, 174
pitchers and bowls,
168
shoes, 170
silverware, 167

window arrange-
ments, 173

isolating with plastic
picture planes, 152

negative space, 155

outdoors, 179-182, 186
animals, 189, 262
chairs, 191

drawing cautions,
188

flowers, 181-184

garden items,
186-188

insects, 183
vegetables, 185
relative angles, 132

scale, 131
surface details, 132

toned 3-D objects,
drawing, 119

one-point perspective, 201
ornamentals, 188

out-of-body experience,
13

outdoor environment

animals, 189, 262
botanical, 179-191

additional objects,
183

cautions, 188
considerations, 180
flowers, 181-184

garden items,
186-188

vegetables, 185
wildflowers, 316

See also landscapes

chairs, 191
considerations, 180
drawing cautions, 188
farmyards, 231
animals, 264
farmhouses, 250
garden items, 186-188
special structures, 232
vehicles, 235
waterfronts, 232

P

PageMaker, 333
paintings, drawing from,
341
Palmer Method writing,
33-34
paper, 21, 83-84, 128
bristol board, 84
charcoal, 128
cold press paper, 84

horizontal orientation,
92

hot press paper, 84
newsprint, 84
pastel, 128

rough-surfaced paper,
84

varieties, 128
vellum surface, 84

vertical orientation, 92
watercolor, 84, 128
weight, 84
paper stomp, 129
parallelogram, 68
paths (gardens), 188
patios, 174
pencils, 22, 84
colored pencils,
328-330

hardness, 22
landscape drawing, 216

mechanical pencils,
22, 84

sharpeners, 129
water-soluble, 129
pens, 129
people, 271-284, 287-288
action and gesture, 296
anatomy, 274-277
body types, 276-277
muscles, 275
skeletal system, 274

body proportion,
278-280

caricatures, 323
clothing, 294-295
feet, 282

gesture drawings,
272-273

hands, 281

heads and faces,
283, 288-292
children, 290
positioning facial
features, 289

shapes and propor-
tions, 292

neck, 283

portraits, 290
self-portraits, 293
setting scenes, 292

scale and positioning,
296
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perspective, 197-209
aerial perspective, 198
drawing, 203-206

planning lines (drawing
still life), 110-111
plastic picture planes, 152

eye level, 200 measuring angles, 131
formal perspective, patio doors, 159
198-199 political satire, 322-323

horizon line, 200
houses, 244-245

informal perspective,
198-199

measuring, 206-207

portraits, 290-293
animals, 265
setting the scene, 292
practicing, 8, 161
beginning techniques,

one-point perspective, 85-87
201 hand and eye warm-
picture plane, 199-202 ups, 34-35
planes in space, Palmer Method writing,
208-209 33-34
three-point perspective, prehistoric drawing, 4
202 Prendergast, Maurice, 340

tips for drawing
outdoors, 203

two-point perspective,

primary colors, 329
print (etching/print), 128
print paper, 128

201 . .
vanishing boints printing images (comput-
200_2029 P , ers), 332
rivacy, 166
views, 203-204 privacy . .
problem solving (teaching
photography drawing to children),

animal portraiture, 267 310-312

landscape drawing, 217 profile/vase-vase/profile
PhotoShop, 333 drawing exercise, 23-25
Phthisic habitus, 276 proportions, 62
picture planes, 48-51 animals, 258-259

building, 48 body proportion,

drawing exercise, 52-53 278-280
drawing with, 48-49 faces, 291
houses, 245

grids, setting up, 50-52
historical uses of, 49-50
perspective, 199-202

transferring drawings to

portraits, 288

paper, 54-55 Q-R
visual concepts, 49-50 Quark, 333
pitchers, 168 range, 93-95

planes in space (perspec- rgarranging objects for
tive), 208-209 drawing, 166

360

receding planes (measur-
ing angles), 132
reflections, 223

relational right.See right-
brain

resources for learning to
draw, 347-348
reviewing drawings, 151
from a distance, 158
right-brain, 6, 17-18
child development,
19-20
developing in children,
7
drawing exercises, 23-30
profile/vase-vase/
profile, 23-25
right side up/upside
down, 26-30
strengthening, 6

teaching children right-
brain approach to
drawing, 302-303

right side up/upside down
drawing exercise, 26-30

right-nandedness, 17-18
roads, 230
rough-surfaced paper, 84

S

safaris, 265
Sargent, John Singer, 339
scale, 131, 199
animals, 268
people, 296
scanners, 332

sculptures, drawing from,
341

seashells, 182
secondary colors, 329
self-conciousness, 151
self-portraits, 293
shadow colors, 329
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shadows, 188
landscapes, 225
tone, 115-118

3-D objects, drawing,
119

chiaroscuro, 119

drawing exercise,
119-122

tonal charts, creating,
116-118

weight, 119
shapes, 67, 119
animals, 258-259
in fabric, 169
faces, 291
flowers, 135
geometric shapes, 86-87
Shapiro, Harry, 343
sharing your work,
341-342
Sheeler, Charles, 338
shipyards, 232
shoes, 170
shrubs, 217
silverware, 167
siting the image, 96
skeletal system, 274

sketchbook journals.
See journals

space, 67, 119
landscapes, 215
negative space, 67-68
planes in space (per-

spective), 208-209

Sperry, Roger W., 17

spontaneous drawing, 148

square, 63

squirrels, 189

statues (garden), 188

Stella, Joseph, 338

stencils, 322

still life, 101-102, 155
antique items, 171
bathroom items, 172

bedroom items,
168-170

checklist, 157

composition, 104-106
Golden Section, 105

cubes, 108

cylinders, 109

drawing in boxes, 110

ellipses, 107-108

eye level, 106-108

form, 158

fruit and vegetables,
104

humor, 172

kitchen items, 168
living room items, 171
patios, 174

planning lines, 110-111

reinventing the world,
321

selecting objects for,
101, 104

vantage point, 106
viewpoint, 106
window arrangements,
173
still life space, 94
storing
drawings, 331
m aterials, 85
story illustrations, 319
structures
houses, 241-242

building materials,
248

cityscapes, 247
countryside, 247-248
details, 245-252

drawing at different
times, 243

farmhouses, 250
perspective, 244-245

proportion considera-
tions, 245

Victorian, 249

special structures, 232

unusual structures,
251-252

studios, 80
reflecting the artist, 142

styles of drawing through
history, 340

surface details, 132
symbolic drawing, 301

T
teaching drawing to
children
children’'s brain devel-
opment, 7
drawing exercises,
310-312
encouraging creativity,
304-305

making drawing a
positive experience,
307-310

problem solving,
310-312

right-brain approach to
drawing, 302-303

visual development,
305
visual learning, 303
techniques, beginning
techniques, 85-87

Ten Commandments of
Frederick Frank, 344

tertiary colors, 329

textures, 132, 158
animals, 261

therapeutic drawing, 147

three dimensional (3-D),
50

three-point perspective,
202

thumbnail sketches
(landscapes), 216

time, finding time to
draw, 82
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tones, 115-118, 158-160
3-D objects, drawing,
119

changing tonal range,
161

chiaroscuro, 119

drawing exercise,
119-122

tonal charts, creating,
116-118

weight, 119
tools (garden), 187
travel journals, 144
traveling, 315
trees, 216-217
trompe l’oeil, 198
two dimensional (2-D), 50
two-point perspective,
201

u-v

unusual structures,
drawing, 251-252

van Gogh, Vincent, 197
vanishing points (per-
spective), 200-202
vantage point, 102, 106
vegetables, 185
still life, 104
vehicles, 235-236
vellum surface (paper), 84
vertical orientation
(paper), 92
Victorian houses, 249

viewfinder frames, 59-60,
152-154

drawing with, 63-65

making, 60-62
viewpoint, 102, 106
views, 171

landscapes, 214

plastic picture planes,
159

vines, 220

virtual sketchbooks,
331-333

visual concepts (picture
planes), 49-50

visual development, 305
visual learning, 303

w-Z
warm-ups (hand and eye
warm-ups), 34-35
water, 223
water-soluble pencils, 129
watercolor paper, 84, 128
waterfronts
animals, 263
special structures, 232
Web sites, 332
Weber, Max, 338
weight, 119
paper, 84
wildflowers, 184, 316
wildlife, 189
window boxes, 187
writing, Palmer Method
writing, 33
Wyeth, Andrew, 339

Zen, 148, 342-343
Zen of Seeing, The, 91
Z0o0s, 266




