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		Notes on the 15th Anniversary Edition

		In a world in which we are surrounded by electronic media, facilitating as well as complicating our communications, drawing remains a unique, compelling, and precious activity. With assistance from simple drawing tools, our hands can express what we feel, think, and are fascinated by in a direct and meaningful manner. Drawing produces joy. It provides us with a way to depict and share a treasure trove of emotions and experiences that might otherwise remain hidden.

		This revised and updated edition of Drawing for the Absolute and Utter Beginner celebrates the love of drawing. Since it was first published, the book has become an art ambassador, traveling beyond my initial expectations to welcome people far and near into the art of drawing. While this revision presents the same linear sequence of accessible, time-tested exercises that characterize the original book, I’m happy to say I’ve added some exciting, new material: how to draw the face in the three-quarter view (a challenging subject that beginners can now take on with positive results), an expanded section on adding spatial dimension to your drawings (a popular topic in my classes), and an exploration of more uses for the small sketch pad (the portability and scale of which allow and encourage beginners to draw wherever they go and make lots of “tryouts”).

		I’ve also incorporated the use of cell phone cameras into drawing practice, following the lead of my beginners, who use them in class to capture close-up views for study, to translate color sources into tonal values, and to record images to help finish drawing projects at home. All this new material has been gathered and tested in my classroom studio since the original book came out.

		I’ve been motivated throughout my years of teaching by the conviction that everyone can learn to draw, and I’ve been privileged to watch beginning students use my methods to create eloquent drawings in a short period of time. Discovering their drawing ability has been life changing for many, and often the realization of a lifelong dream.

		All of us who have made this book wish you a satisfying journey into drawing!

		Enjoy your art!
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				“When I did my hand, I searched for light and dark lines, thin and thick lines, and went back again until I got it right—for me. I must have spent six hours ‘fixing’ my hand, but I loved every minute!”

				—STUDENT KRISTEN NIMR

			

		

	
		Introduction

		Starting Out

		“Every child is an artist. The problem is how to remain an artist once he grows up.”

		—PABLO PICASSO

		Do you want to learn to draw? You may have a feeling that you’re meant to draw, that it could be fun, and that it might even become a significant part of your life. Your desire may even be a passionate one, as though you’re being led to it by an invisible force. Our ancestors drew on cave walls, so there’s a shared family history behind your impulse to draw!

		Now you’re ready to translate your desire to draw into reality. You may be a parent who is stimulated by your child’s love of art and now wants some of that creative joy for yourself. Or perhaps you’re a teacher who wants to help budding artists in the classroom. Or a retiree looking for a rewarding way to spend free time. You may want to learn drawing fundamentals as a way to open the door to other art forms, like painting. There are many paths to art; however, we all turn to this visual language to express what can’t fully be conveyed in words.

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

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

		Although I developed this material expressly for people with no artistic experience, it has also been useful for not-quite beginners—seasoned painters and graphic designers who may have missed a foundation in drawing, or photographers who want to express with their hand on paper what they’ve used a camera to record previously. Other not-quite beginners may have once been aspiring artists who began to develop their artistic potential but were dissuaded from its pursuit or were interrupted midstream. For all those people, drawing remains much like a lost language, awaiting rediscovery.

		Drawing is to our experience of the visual world what handwriting is to our spoken language. If you can read this book and write your name, you can learn to draw.
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				“I’d retired, and I didn’t want to just sit around (and I don’t like bridge). Then my family gave me this drawing course. After the first class, I was so excited that I had drawn something, that I called everyone with the news!”

				—STUDENT ANN PORFILIO (drawing above)

			

		

		If drawing is a universal human capacity, why is it that so few adults can draw? We were all artists in elementary school; remember crayons and glue, scissors and paint? Yet, by adolescence, there are few artists left among us.

		The young child’s expressive, symbolic art evolves naturally into the adolescent’s desire to portray a more accurate representation of the world. Basic drawing instruction can form the technical bridge between these two artistic stages. If such information isn’t available, artistic progress can come to a halt. As adults, our lack of artistic development reflects this gap. However, the drawing techniques presented in this book can provide the necessary bridge that allows you to make a transition from the artistic representations of childhood to a more accurate, three-dimensional view of the world as you experience it in adulthood.

		Beginners are often concerned with the “talent quest.” They have a desire to develop their artistic potential but fear they’re destined to be a person with “no talent” who can “never learn to draw.” But my decades of experience working with beginners has continually reaffirmed my belief that each of us has the ability to activate these skills; drawing is a capacity that is developed, not something that springs fully formed from one’s hands. In fact, the best way to learn how to draw is to forget about the talent quest and even any long-term drawing goal that you might have. Instead, focus only on the next step in each step-by-step sequence—a learning process designed to give you the understanding and skills needed to begin drawing with confidence.

		
			“I had always thought you can either draw or you can’t draw. Now I’ve learned that if you practice drawing, you can get better at it. “

			—STUDENT HELEN LOBRANO
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				“I learned that others often find something beautiful in what we self-judge as less than perfect. So it’s more than learning the art of drawing. It’s also about the art of self-acceptance.”

				—STUDENT ANITA ST. MARIE (drawing above)
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				“I was doing volunteer work at the Whitney Museum and thought it would be so wonderful if I myself could do something in art!”

				—STUDENT BARBARA KOPS (drawing above)

			

		

		How to Use This Book

		Following this book’s methods, a beginner with no previous art experience can quickly gain enough understanding of the basics to draw recognizable subjects and give them the illusion of dimension. It’s important to start at the very beginning of this learn-to-draw process to build a solid foundation in basic concepts and techniques, and also to acquire the confidence that comes from understanding the fundamentals.

		The book is designed as a cumulative learning experience. Each chapter builds on skills acquired in the previous; projects become increasingly challenging while staying within reach. The book maintains a linear sequence from chapters 1 through 4, which provide the necessary preparation to take on exercises in subsequent chapters; you can then pursue the remaining chapters according to your personal interests.

		Along with basic drawing techniques, I’ve also included instruction in another important skill: the ability to evaluate your drawings constructively. This will allow you to accelerate your drawing progress, learn more about yourself and your art, and challenge obstacles to learning like performance anxiety and harsh self-judgment.

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

			—STUDENT SHERRY ARTEMENKO

		

		THE BEGINNERS SPEAK

		I’ve illustrated this book with drawings from beginners who completed the same assignments on which you’ll be working. It has been fascinating to see that beginners show an innate preference for certain shapes, visual contrasts, and rhythms that show up immediately in their drawings. This personal style appears without conscious effort, and is integral to each person’s approach to drawing. You too will learn how to express your own unique style in the most fulfilling way as your technical skills develop.

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

		GETTING ORGANIZED

		Set aside time on a regular basis to exercise your artistic capacity. It doesn’t have to involve a relentless, rigid schedule, where you’ll feel guilty if you don’t abide by it. But recognize that this new part of you needs time to flourish, whenever you can find the opportunity to engage it.

		Do you have a place to draw? Since the practice of art is new to you, it’s likely you’ve borrowed space in the kitchen or in a bedroom. However, to ensure that the people you live with respect your space, it’s a good idea to let them know what you’re up to and where, especially if the apple on the kitchen counter they want to eat is part of your still life!

		Keep your drawings and art supplies within reach, and in one place. To protect your work, I suggest you buy an inexpensive portfolio, large enough to hold your largest sheets of paper. That way you can save your work easily for later review. If you assemble your supplies in a toolbox or even a cardboard shoe box, you can keep all of your pencils, pens, and other supplies out of sight. A card table and chair can provide you with a mobile temporary studio. Searching for the perfect work conditions can be a form of procrastination, so just remember: a drawing can begin with only a piece of paper and a pencil.

		
			“My place used to be so neat until I started doing art. Now there are piles of stuff everywhere!”

			—STUDENT PAT PIZZO

		

		Supply List

		The following materials are those that students have used with success in my classes. Most of these are widely available at art-supply stores. Under “Miscellaneous,” there are items you’ll find at the supermarket, office-supply stores, and hardware stores. The supplies that are needed for the specific exercises that follow are selected from the lists that follow here.

		PAPER

		
			○14" × 17" drawing pad, 80 lb., for dry media and light washes (Strathmore 400 series)

			○6" × 8" or 8" × 10" sketch pad, 80 lb. (Strathmore 400 series)

			○6" x 8" or 9"x 12" mixed media pad, 90 lb. (Strathmore 400 series)

			○18" x 24" or 12" x 18" newsprint pad, rough surface (not smooth)

			○19" × 25" light gray pastel paper

			○Scrap paper (copier/computer/white craft)

		

		DRAWING MEDIA

		
			○2H, 2B, 6H, and 6B drawing pencils

			○Black waterproof drawing pens (such as Uni-ball Vision, micro and fine nibs)

			○Black and white Conté crayons, 2B

			○Vine charcoal (package of 12), soft or extra soft (these look like twigs, not chalk)

			○Black and white charcoal pencils, 2B

		

		WET MEDIA

		
			○Small (.27-ounce) tubes black and white watercolor paint (any brand)

			○#6 soft, round brush with a point (a less expensive brand is fine); see this page for more information on brushes)

		

		ERASERS AND BLENDERS

		
			○Kneaded eraser

			○Pink Pearl eraser

			○2B wooden school pencils with erasers (such as Ticonderoga)

			○Q-tips

		

		MISCELLANEOUS

		
			○1 small roll 22-gauge galvanized steel wire (available in hardware stores)

			○Fixative spray (“workable”) for charcoal

			○Paper towels and facial tissues

			○Water jar

			○Disposable paper painter’s palette (or plastic-coated paper plates or polyvinyl freezer paper, available in supermarkets)

			○Artist’s masking tape

		

		OPTIONAL

		
			○Inexpensive portfolio

			○23" x 27  " drawing board or foam core

			○Clip-on metal light shade, with a maximum 300-watt bulb (available  in hardware stores)

			○Glassine paper
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				“What pulled me into this drawing course was looking  at young children and loving their freedom of expression and thinking, I want to do what they do!”

				—STUDENT T. HAFFNER (drawing above)

			

		

		Homework

		You’ll find a homework assignment at the end of each chapter, suggesting follow-up drawing projects related to material covered in that chapter. Your first assignment: assemble your supplies, find a place to work, and figure out a drawing schedule that suits you!

		Once you’ve done that, you’re prepared to use your dedicated space and scheduled time to draw—and to do your homework to reinforce what you’ve learned about drawing, because mastery of any skill requires practice.

		
			“I’m still trying to find a place that’s comfortable enough to work. I’m working on the dining room table, but then people come over and I keep putting everything away. So then I took it all to the basement, but it’s dark and depressing there. I carry stuff up, and I carry stuff down. So now I’m all over.”

			—STUDENT ANN PORFILIO

		

	
		1.

		Seeing to Draw

		“What I put down in a moment of ardor, I must then critically examine.”

		—PETER ILICH TCHAIKOVSKY

		The exercises in this chapter were designed especially for you, the aspiring artist with no previous art experience. Take an adventurous let’s-see-what-happens attitude in completing them. Here, at the very beginning, you aren’t expected to know anything at all about how to draw—and so you can’t fail. There’s no competition involved, no talent search in your way. And your first exercise is “goof proof!”

		Supplies

		for this chapter

		□14" × 17" drawing pad

		□22–gauge wire

		□Scissors

		□Scrap paper

		□2B pencil

		□Black drawing pen
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				The greatest enjoyment lies in the artistic journey rather than the final destination.

			
		
		Making the Lines

		Let’s get started by getting comfortable drawing lines on paper. Your goal will be to observe the wire shape you make carefully, and then slowly record what you see.

		
			“When we drew the wire, I felt good. I felt like the wire had character and I had captured that in my drawing. I was surprised by that and thought, Maybe this will work for me!”

			—STUDENT RITA WALKER COPPING

		

		EXERCISE
 WIRE DRAWING

		Read these directions through before you begin to draw. After that, don’t read and draw at the same time; refer to the following summary to remind yourself of the exercise sequence:

		
			○Use pencil for drawing #1.

			○Use pen for drawings #2, #3, and onward.

			○Slow down and observe carefully.

			○Use one, slowly executed, continuous dark line.

			○Record every twist and turn in the wire.

			○Change the shape of your wire after each drawing.

		

		1Place your open pad of paper in front of you. Remove a piece of drawing paper and put it on the table next to your pad (to the left for righties, to the right for lefties).

		2With scissors, cut a 15" piece of wire from the roll, and bend it into a shape that appeals to you, leaving the ends loose. Don’t create a recognizable shape, like a flower. If you’ve made a shape that sticks way up, flatten it a little.

		3Put your wire on the loose piece of scrap paper next to your pad to see the wire more clearly. Move the wire around until you find a view that you like. You’re going to draw on the pad. Tilt the pad if it feels more comfortable that way.

		4Look at your wire. You don’t have to memorize the shape; just begin the process of observation, taking in the wire’s bends and bumps from one end to the other.

		5Hold your pencil as you would when writing. Put your pencil point on the paper at a spot that will correspond to one end of your wire. Once your pencil point touches the paper, don’t lift it until you’ve recorded the entire wire, from end to end.

		6Slowly, very slowly, begin to record what you see—every change, every bend in the wire—with one dark, continuous line. If you’re a speed demon who charges through intersections, you’ll have a challenge here. The slower you go, the more you’ll benefit.

		7Look back and forth between your pencil line and the wire as you work, keeping your pencil point on the paper at all times, without lifting it. Proceed v-e-r-r-r-y slowly. You are not going to erase, so make your marks show. Press down and watch a nice dark line emerge from your pencil point. Record the wire until you reach the end.

		8Do at least two more drawings, on one sheet, if there’s room—using your black pen this time. Remember to change the wire shape each time. Maintain a slow pace. Eraser is forbidden—so be bold!

		
			[image: ]
			
				Drawing by student Barbara Kops

			
		
		RE-VIEW YOUR WIRE DRAWING

		Do you see differences between the sets of wire drawings previous and following from fellow beginners—repetition of certain shapes, open lines, or closed ones? Often there’s a consistency of shapes on a page that looks like handwriting. Do you see that on your own page?

		One myth about artists is that artistic creations flow spontaneously from them without much thought; however, art comes principally from the artist’s mind, and numerous techniques are then used to improve the work. To quote Henri Matisse, “A drawing is a line around an idea.” One of the most helpful tricks of the trade for artists is the act of evaluating work from a distance and then developing a strategy for further action based on what is observed. Artwork is routinely re-viewed in every creative field. So put on an artist’s beret, if it gets you more in the mood, and let’s re-view.
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				Drawing by student Anne Ballantyne

			
		
		GAINING PERSPECTIVE ON YOUR DRAWING

		Stand up and look down at your drawings. Do they look somewhat different from that distance and perspective? Did you:

		
			○Slow down (no speed demons here) and observe carefully?

			○Record what you saw as specifically (with no generalities) as you could?

			○Make continuous, dark, firm lines (not sketchy, light, or broken ones) with your pencil and pen?

		

		Did you fulfill any of the above objectives? If you did, then fulfill one more: admit it if you did anything right. Out loud is good!

		Over the years, the wire-drawing exercise has shown me that each person, given a choice from endless possibilities, will tend to replicate certain shapes (with variations). These drawings indicate personal aesthetic preferences, unique to each of us, and they are as individual as our thumbprint. How do you like your own lines? If they are continuous and firm, they will be strong, definite, confident-looking, rhythmic—and handsome.

		The long, bold line you’ve been using has its own form of communication, comparable to a dialect. The artist Edgar Degas wrote that “drawing is the artist’s most direct and spontaneous expression, a species of writing: it reveals better than does painting, his true personality.” As you progress through these pages, you’ll see that different qualities are conveyed by different types of line, similar to nuances in speech. If you hear muffled, hesitant speech, the speaker may seem confused or shy, reluctant to communicate. With drawing, pen lines may seem more confident than pencil lines because they show up more boldly. If the lines are relatively fluid and unbroken, they’re like the words of confident speakers expressing themselves fluently and self-assuredly.

		When you begin to evaluate your work constructively, you’re going to be less afraid of mistakes. Once you learn more about technique and can identify what doesn’t work, you will take an active part in improving your drawing.

		If you didn’t fulfill the objective of the previous exercise, wait a day and try again. Lots of us find it hard to slow down the first time. Beginners often associate a fast, sketchy approach with the ability to draw well, and they equate slowness with incompetence. Sketches improve after we learn to back off and observe with care and precision. When you allow yourself time to look, you give yourself time to learn.

		Once you start to observe closely, record carefully, and appreciate the quality of line that emerges from contour drawing, you’re ready to move to the next step. Keep your wire drawings and all your drawings from now on. We’ll use them for an important exercise at the end of the book.

		Once you’ve finished your first wire drawing, you’ll create a new shape. No one will ever know whether you did a great wire drawing, because your model will be gone forever!
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				Drawing by student Sandy Fitzmaurice

			
		
		Recording Shapes Upside Down

		No, you don’t have to stand on your head to do this next exercise. Copy the upside-down images just as they are, upside down; if you turn them right side up, it will put you at a disadvantage. These images are already exaggerated and somewhat goofy, so don’t be concerned if you make them look strange or out of proportion when you copy them. You’ll probably improve them!

		Avoid identifying parts of the image in words. Imagine what you see as made of wire; think “wire,” if it keeps your mind away from other words. Don’t be concerned if what you produce is larger or smaller than the original. If you happen to run off the page, it means your concentration is focused on the line, which is fine. Forget about proportion, because you don’t have the tools to deal with that yet. Since the original drawing is already out of proportion, yours will be, too. Thinner, fatter, longer, smaller, or even missing lines are fine.

		Maintain a firm, slow line. Stay with “slow and steady.” It wins the race for this exercise. Take time to develop a strategy before you begin.
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				Upside-down drawing is a technique that strengthens your ability to prioritize visual components in order to represent what you see.

			
		
		EXERCISE
 UPSIDE-DOWN DRAWING

		Read the following material through before you start to draw the previous image. Continue working with your pen to help you avoid pale and hesitant lines. To avoid reading while drawing, refer to this:

		
			○Maintain your slow pace.

			○Observe carefully.

			○Record every change you see in the drawings provided.

			○Use as many long lines as you can.

			○Lift your pen when it makes sense to do so.

		

		1Begin with a line at the top of the page that you think you can do. Follow it until you reach the end of that line. If you find intersecting lines or ones that move toward the interior of the image, add those next.

		2Lift your pen from the paper when you reach the end of the line. Sometimes you’ll backtrack over the line a bit. That’s fine. Don’t go back over a line because you’re wondering if you did it correctly though.

		3Draw in clusters. Follow a major line until it ends; then take care of smaller lines that branch out from it. There is no one best way to approach this; simply follow a sequence that makes sense to you in order to replicate the image. It’s usually more difficult to outline the entire image first, or to start up both sides.

		4False starts and dead ends aren’t serious mistakes. Regard them as signposts of momentum. “No mistakes” equals nothing ventured—and you know what that means! So if you get lost or make the wrong line, just stop. Figure out where you have to go, and begin a fresh line where it seems logical. The quality of your line—specific and dark—matters more than perfect placement.

		5When you finish recording the image, turn the page around and compare it with the original—both turned right side up. If you have anything that looks like the original image, congratulate yourself! Remember, you’re looking for ballpark likeness, not perfection.

		Your drawing activity is an ongoing process of depicting what you understand at that moment about what you see, then learning again from what you have drawn.
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				These student upside-down drawings resulted in ballpark representations of the original. Drawings by students Barbara Kops (above left), Amy Miller (above right), Pamela M. Heberton (left)

			
		
		CONSTRUCTIVE EVALUATION

		This time, place your drawing on or against a wall when finished. You need some distance to evaluate your work constructively. Does the page have a new impact when seen at a distance? Were you able to:

		
			○Keep a slow pace and observe carefully?

			○Maintain some continuous lines?

			○Reproduce a comparable image?

		

		If you met those objectives, congratulate yourself! It’s important to your drawing progress to find your success and claim it. It’s not about perfection but about identifying some aspect, no matter how small, that you did right. Remember, you can’t climb the mountain unless you find the next secure foothold.

		The images following show how your fellow beginners did with this exercise. Invariably, I find that beginners are able to replicate the original images—more or less accurately. The resulting drawings vary in scale from small to quite large (an aspect we can’t convey here). While the ability to record an image with precision is a strength, a high degree of accuracy isn’t the only element that makes for a successful drawing. Scale, degree of animation, and desired interaction all play a part in lending interest and excitement to a drawing.

		
			“When I describe my drawing experience, I hope it encourages other beginners. I found out that I could do it, and I saw everyone around me doing it. Also, everyone does it differently, and what begins to come out is a sort of inner truth for each individual, some sort of life theme or life mood.”

			—STUDENT JULIA GARDINER
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				Count the points along the right side of the image to help you navigate. Drawings by students Barbara Kops (above left), Pamela M. Heberton (above center), Amy Miller (above right)

			
		
		Seeing as an Artist

		When you did the upside-down exercises in this chapter, focusing wordlessly on the interlocking puzzle pieces of line and shape—duplicating the pattern you saw—you drew a likeness without quite thinking about it. You were then “seeing as an artist,” or focusing on the parts that make up the visual whole, rather than identifying the image verbally. It’s difficult to identify an upside–down drawing in words, especially a distorted cartoon. This method leads you to give priority to visual elements—shapes and lines—in order to try to make sense of what you see. The result was that you were able to replicate what you saw with relative ease. I encourage you to adopt the visual habit of “seeing as an artist,” and strengthen it as you move ahead in the book, because it will be the key to being able to draw like an artist.

		Avoid doing a verbal play-by-play while you draw. Instead, try to empty your mind of words. You’ll find it easier to draw if you allow time for nonverbal, visual processing.

		PLAYER AND COACH

		You’ve used two different capacities to complete the previous drawing exercises. To borrow an analogy from the sports world, the alternating roles you used are comparable to those of a player and a coach. The player (you) takes an active, physical role (drawing) based on an understanding of the rules and skills required in the game. The coach (also you!) then provides feedback on the player’s game after the play has stopped (constructive review). The mutual goal of this relationship is to improve performance.

		Player and coach fulfill distinct and complementary roles. As you engage with your artwork, you may find that you have become the “player,” immersed in a wordless zone of seemingly effortless activity. This natural process may continue until you run into an issue with your work (or when the phone rings!) that requires stepping back to gain perspective and find resolution. Then you shift gears into “coach” mode as you apply your critical evaluation skills to overcome roadblocks, analyze problems, and creatively imagine improvements to your work. Throughout this book, I’ll encourage you to cultivate both roles in order to enhance your artistic progress.

		
			“If you just look at it and go slowly and keep at it, it will look something like the original.”

			—STUDENT HELEN LOBRANO

		

		Homework

		Once you’ve finished the upside-down exercises on the previous pages, try drawing the following image. Place a piece of blank paper over the results of your fellow beginners (shown this page) while you’re drawing. Once you finish, turn your image and the original right side up to see if you drew a comparable likeness. Then, take a look at the other beginners’ work to see how they did. Keep in mind that everyone replicates an image differently.
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				Complete the shape at the center top of the page; then record the central round shape, before replicating the lines left and right.
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				Enjoy looking at the world in a slightly different way, as these beginners did. Drawings by students Diana M. H. Schultz (top), Ann Porfilio (middle), Barbara Kops (bottom)

			
		
	
		2.

		Turning Lines into Objects

		“In a way, nobody sees a flower really. It is so small, we haven’t time— like to have a friend takes time.”

		—GEORGIA O’KEEFFE

		Now that you can replicate lines and shapes with success, let’s apply that skill to drawing three-dimensional objects. Collect some subject matter that has crisply articulated edges and details. Tools and equipment, fruit and vegetables can all work well. Use the illustrations in this chapter as a guide.

		Choose objects that mean something to you. For instance, if you love to work with plants and flowers, garden tools may cause you to connect with your subject matter more energetically. However, you need to feel an interest in the shapes you see even more than in the activity associated with the subjects you choose.

		On the one hand, avoid plain, smooth objects and also anything very complicated on the other. Finding the subjects you really want to draw can take time. Treat it like a treasure hunt. Objects that are relatively flat (brushes, spatulas) tend to be the most accessible, while those with overlapping parts (scissors, eyeglasses) and greater spatial depth (cookie cutters) will be more challenging to draw.

		
			“I do a lot of work outside, so I find those tools more interesting than kitchen implements, for example. There’s something less domesticated about the clippers and the bolt cutter—something I’d call a bit vicious. But at the same time, I am very fond of them, and they’re fun to draw. Now when I use them, I see them differently. Almost like living things—like fish that have evolved with extreme oddities. I like following their shapes, their construction, putting their pieces together.”

			—STUDENT JULIA GARDINER

		

		Supplies

		for this chapter

		□Scrap paper

		□Black drawing pen

		□14" × 17" drawing pad
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				Drawing by student Patricia P. Spoor

			
		
		Contour Drawing: Look Before You Leap

		Looking at the world with the intention of drawing makes a big difference. A quick glance won’t give you enough information “to draw from.” Instead, slow down enough to observe carefully before you draw. Give yourself time to study your subject. Notice how different aspects of its shape connect. Observe its edges to familiarize yourself with the linear paths they make from start to finish. Then when you begin to draw, they’ll feel familiar to you.

		When does an object become the “subject”? If something—whether an apple or a person—is the focus of your artistic energy, it becomes your subject.

		EXERCISE
 CONTOUR DRAWING

		To avoid reading while drawing, refer to the following summary:

		
			○Draw slowly.

			○Use long, continuous, firm lines.

			○End lines when they come to a logical finish.

			○Turn all crisp edges into line.

		

		1Select the object to which you’re most attracted. I’ve taken to calling this item your “beloved” in my class, because your attraction to it should be strong. Place it on white scrap paper so that you can see its edges clearly. Arrange it in a way that appeals to you. Use pen to make the most of the contour drawing line.

		2Maintain your wire-drawing approach. As your starting point, find a line at the top of the object that you think you can draw. Build on that line, turning any adjoining crisp edges you see into lines—including the sharp edges of highlights. Don’t worry about the predictably wobbly appearance of your lines or the lack of a full three-dimensional appearance. Work slowly and deliberately, observing closely. Keep your lines as long as is logical. Lift up your pen when an edge ends. Fill in solid black areas, if you like.

		
			“Don’t draw for the end product. Enjoy the process. I’d have so much fun, I’d forget to worry about the finished product, and it worked out much better that way.”

			—STUDENT SHERRY ARTEMENKO
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				“I chose this sieve because it reminded me of one my parents have—including the peeling handle, which I did first and worked up from there to the metal rim around the mesh. I drew all the wires in one direction first, to capture the dents in the mesh, then connected the crosswires coming from the opposite direction.”

				—STUDENT RITA WALKER COPPING (drawing above)
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				“I love that coffeepot. It’s from my mother. The stories it could tell! I know the drawing is out of proportion, but part of me loves it because of that. And I love the line and shape of it.”

				—STUDENT T. HAFFNER (drawing above)
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				“When we discuss the ‘beloved’ object in class, for me, that object is something that attracts me. Then I enjoy developing a drawing of it—that special enjoyment of the creative process.”

				—STUDENT PAMELA M. HEBERTON (drawing above)
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				If you’ve selected a machine-made object, position it so that you can see both the top and a side surface. Draw both to add more spatial dimension in your drawing. Contour drawing results in handsome graphic patterns but not much spatial depth, until you add tonal values—a topic you’ll learn about in chapter 3. Drawing above by student Sandy Fitzmaurice
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				Filling in solid black areas adds a bold element to the overall pattern, increasing the dramatic impact of this student’s drawing. Drawing above by student Helen Lobrano

			
		
		Problem Solvers

		You’re likely to encounter at least one of the following problems when making contour drawings. Each of these is a predictable part of learning to see in a new way, for the purpose of drawing. In this section, you’ll find tips to help you address some of these problems.

		
			“One of the things I learned was to just keep going. It was frustrating because I’m doing a leaf outline, and not seeing it yet. I would say to myself, Just forget about it! Just wait until the end. You can always do another one, or start over again.”

			—STUDENT TRACEY M. ROBINSON

		

		GETTING LOST

		If you get lost, just stop, figure out where to resume, and then keep going. Line quality is more significant in contour drawing than the effect of small errors. Once you’re finished, you’ll be surprised how little a few mismarks will matter; what’s seen at viewing distance is different from what you see at “doing distance.”

		TEDIOUS RELATIONSHIPS

		Don’t feel compelled to draw the same object until you “get it right.” Substitute an object that you like better, and start over with new energy. You’ll find that some objects will stimulate you to work in a more focused way. However, if you are feeling connected, but frustrated, persist with your drawing. Practicing patience and coaching yourself through the challenges—as in, “Let’s see what happens if I stick with it”—can produce positive results.

		BENDS

		Your drawings of machine-made objects won’t look like they came from a hardware store catalogue. They’ll look somewhat like animated characters, and that’s part of their charm. You’ll learn techniques for greater accuracy in upcoming chapters. At this point, concentrate on observing and recording edges to get the most out of contour drawing.

		DIFFICULT PARTS

		If you see a detail that you know will give you trouble, practice that portion on scrap paper until you’re familiar with the shapes.
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				Drawing by student Al Roberts

			
		
		NEGATIVE SPACE

		Look at these illustrations following to see how negative space—the empty space within and around objects (the objects being the positive space)—adds visual interest. The negative space between objects becomes charged the closer those objects are to one another. If you can draw the negative-space shapes, it helps you draw the positive space, because they share borders.

		
			“I finally understood that the negative-space shape helps me draw more accurately because of the shared contours.”

			—STUDENT JOHN F. X. PELOSO
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				The finger grip holes in this scissor’s handles are considered negative spaces, as is the space surrounding the scissors. Drawing by student Barbara Kops

			
		
		OVERLAPS

		Superwoman may indeed see traffic right through a highway overpass as she flies by, but you need to draw only what you can see, not what you know is there. Preview your strategy. Draw the part that’s on top first; then add the part that is under it, leaving out what can’t be seen. Note where lines have to stop to avoid the X-ray pitfall. Erase any pencil marks.
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				Drawing by student Trish Vanacore

			
		
		SO-CALLED MISTAKES

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

		CONSTRUCTIVE EVALUATION

		When you’ve completed drawings of two or three objects, put your pages up on a wall and study them. Did you:

		
			○Maintain the contour-drawing technique, going slowly, using pressure?

			○Draw a recognizable object?

			○Draw what you saw, not what you knew was there?

		

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

		
			“I always take breaks now, because I see with new eyes when I come back to my work. They can be short or longer breaks.”

			—STUDENT KIM NIGHTINGALE

		

		
			Break Before You Break

			Take breaks—not in the middle of doing a small drawing, but afterward, and between drawings. Break as often as you need to recharge your energy. Keep in mind that quality, not quantity, is the point.

		

		
			[image: ]
			
				The simple, flowing edge of the flowerpot provides an effective counterpoint to the angular positive and negative shapes of the stems above it. Drawing by student Joan Simonelli
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				Careful observation of contour and shape—from the creases in the leather to the movement of the textured laces—give this boot the specific presence and character of a portrait. Drawing by student Deborah L. Jantz-Sell
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				The placement of objects on this page creates a relationship between them, as well as makes interesting negative-space shapes. Drawings by student Pamela M. Heberton
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				The viewer’s eye follows the flow of interwoven line pathways in this beginner’s work. Drawing by student Kathy Epstein

			
		
		Locating What Works

		During class critiques, I ask students to find and share something they like about a fellow beginner’s work. They always respond with enthusiasm. But when I ask them to share out loud what’s good about their own artwork, they find it far more difficult to do so. Initially, most students only point to what they don’t like about their work. Some argue that they can’t see anything good—a different argument from saying there isn’t anything good to see. And inevitably, beginners will admire qualities in the drawing of another student while not realizing their own work also displays those good qualities.

		
			“Everything seems difficult at first. That feeling vanishes as I just draw.”

			—STUDENT JULIA GARDINER

		

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

		
			“I really enjoy it best when I’m not bothered by my self-critical voices. Then, I just get involved in the work and stop thinking that it’s awful.”

			—STUDENT MARILYN WALD

		

		The ability to locate what works is a practical skill, and it’s more challenging than identifying what’s wrong. Skillful students recognize their own drawing progress and are able to identify the sturdy footholds in their work, so they know how to proceed. This constructive approach helps you to see “the larger picture” in the drawing process. It puts into perspective those imperfect results that are bound to occur as you learn skills you’ve never had before. Incorporate the following into your constructive evaluation:

		
			○Make improvement your focus, not self-criticism.

			○Limit criticism of your artwork to three specific points at a time that need your attention.

			○Develop techniques so that once you’ve identified a problem you know how to fix it.

			○Claim success—no matter how small. Doing this provides the incentive to fix what isn’t working, develops your powers of observation, and helps you identify the specific qualities you want to build on in your work.

			○Nurture your artistic side with kindness and civility, as you would treat a new friend.

		

		This doesn’t mean negative feelings have no place in the process. Get it out there! With every classroom of beginners, I hear a chorus of frustrated grumbles and complaints, so you are not alone or odd if you do the same. However, practicing the constructive approach will help you to “get back on the horse” and keep moving ahead.

		
			“At first when I did the drawings, I would be very critical, but after a while, I said to myself, Well, it’s not that bad. After all, I went from absolute zero to being able to draw something!”

			—STUDENT BARBARA KOPS
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				Everyday objects like these can take on heightened visual appeal once they become the focus of your observation. Drawings by students Tracey M. Robinson (top left), Jane Wolansky (top right), Kathy Epstein (above)

			
		
		Your Drawing Experience Now

		You may have had the experience of locking on to a particular object, committing intense energy and interest to exploring the shapes and edges you saw. You may have felt unaware of time passing. This type of experience is often referred to as “being in the zone,” and it’s a nice “place” to be.

		
			“I thought it took about forty-five minutes to do the drawing, but when I looked up, hours had gone by. Stuff had gone on all around me, but I was just focused on this drawing and everything else fell away.”

			—STUDENT STEPHANIE SEIDEL

		

		The objects you’ve drawn may appear somewhat distorted or out of proportion compared to the real object; however, it’s just this quality that transforms inanimate objects into animated characters. You’re experiencing the fact that line has expressive qualities of its own, aside from its utility in representing recognizable objects. If you’ve drawn more than one image on a page, there may seem to be a bit of drama going on between them. Artists create relationships between objects—fruit, flowers, teacups, wine glasses, and so on—where no real connections exist. They project their own human vitality onto their chosen subject matter. You may see evidence of this creative vitality in the animation of your own objects. The “distortion” isn’t a mistake. It’s a gift.

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

		When you’re drawing, you’re now giving visual elements precedence over verbal designations. During periods of active drawing, you have learned to leave behind the words you used effectively in the past to define your perception of an object—as in, “That’s a beautiful flower”—and give priority to observing and recording the particular patterns that make up the shape of the specific flower that attracts you. In this way, you’re able to create a resemblance of the flower, or of any other subject, that you want to draw.

		
			“When I stood up and saw it, I was like, I just can’t believe that came out of me!”

			—STUDENT JAMIE KEEVER

		

		
			[image: ]
			
				“I love roses, their scent, their shape and color—how straight lines could blend into sharp, jagged curves so fluidly. At first, I was fearful to just let the pen go. Somehow as each line progressed, I felt the rose taking shape. I liked what I saw, even though it wasn’t an exact duplicate. Building on each petal gave me a sense of excitement to see the finished product, and I didn’t mind if it took hours.”

				—STUDENT KRISTEN NIMR (drawing  above)
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				A dramatic encounter between dinosaur-like tools and a reticent radish wasn’t the conscious intent of this artist, but the natural result of the energy transferred to inanimate objects in the drawing process. Drawing by student Ann Porfilio

			
		
		Homework

		The instinct that got you to open this book and start drawing will continue to play a crucial part in the success of your endeavor. I encourage you to keep your go-ahead spirit moving forward by doing homework to reinforce what you’ve learned. Do as much or as little as suits you.

		You can now represent anything you see with contour line, though not yet as accurately as you would like. Apply your skills to subjects that attract you. Take the “drawing mind-set” with you via your small sketch pad and/or by simply looking at the world through an artist’s eyes, and observing it with drawing in mind. Make at least two more contour drawings of three-dimensional objects. Continue to use pen.
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				Drawings by students Susan DiLoreto (top left), Michelle G. Capellieri (right), Jane Wolansky (bottom left)
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				“When I first walked into drawing class, I was seventy years old. I had never drawn anything in my life. And I was sure I couldn’t, but I had always wanted to. I started drawing at the top of the handle and worked my way down. I drew the bristles last, starting on the left-hand side. It was at that point that the pen seemed to take off on its own, and I was amazed and thrilled at the result!”

				—STUDENT SALLY MONAHAN (drawing above)
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				Drawing by student Al Roberts

			
		
	
		3.

		Adding Dimension to Contour Drawings

		“The job of the artist has always been to deepen the mystery.”

		—FRANCIS BACON

		Now that you can draw a convincing representation of a three-dimensional subject, the next step is to learn how to give it more depth, weight, and substance. To increase the illusion of spatial dimension you need to add gray tones, referred to as values or tonal values—the precise terms for “shading” or “shadowing.” You can further develop a pen contour drawing you’ve already made by adding the pencil values introduced in this section, or apply them to your next contour drawing. You’ll learn how to utilize values in a variety of different categories, each of which will have a role to play in giving your drawing a more convincing resemblance to the subject you’re observing.

		
			“When we started doing the shading, it all began to come together. Now I could make something that looked more like it was supposed to look in real life.”

			—STUDENT PUSHPA KAPUR

		

		Supplies

		for this chapter

		□2B and 2H pencils

		□14" x 17" drawing pad

		□Q-tips

		□School pencil eraser

		□Table lamp (or clip-on light)
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				Drawing by student Susan Santero

			
		
		Value Basics

		Values are shades of gray that correspond to the relative darkness or lightness of the colors that you see in the world around you. Imagine how your surroundings would look in a black-and-white photo and you’ll begin to “get the picture.” Imagine that every color has its corresponding gray in a scale ranging from black to white, translated for you by the camera—some as dark values, some as light ones, and others in between the two extremes. Seen in relation to one another, these value puzzle shapes come together to create a recognizable image.

		You’ll use a variety of techniques and media to create values in the coming chapters. In each case, you’ll apply them for the same reason: to increase the impression of resemblance and create the illusion of spatial dimension. You’ll use pencil in this chapter because it’s an ideal tool for creating the full range of gray tones needed to achieve these effects. The fact that this medium is readily erasable is a relief to beginners, and the eraser provides additional valuable techniques that you’ll learn about throughout the chapter.

		Values are defined in comparison to other values. For example, you would describe an eggplant as having a darker value than a lemon, because purple is a darker color overall than yellow.
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				“I concentrated so specifically on the radish outline for quite a bit of time that when I finally looked at the whole radish again I saw it for what seemed like the first time: the colors—vibrant pink and spring greens—the way it lay on the paper and the cast shadow. And I couldn’t wait to fill in the values!”

				—STUDENT DEANA CHAMBERLIN (drawing above)

			

		

		EXERCISE
 MAKING VALUE SCALES

		A value scale is an arrangement of values in a graduated sequence from dark to light. If you’ve sorted laundry, you’ll catch on to this concept quickly. Picture the following: lights belong in one pile, darks in another, and the medium colors go together. Intense colors are challenging to categorize, but they are generally found in the light to medium category.

		Let’s make some value scales to practice “seeing in values.” Try to get a feel for this process, rather than aiming for perfection in the following exercise:

		1Look around at your surroundings—books, objects scattered on the table, fruit from the kitchen counter, and so on. Gather together seven single-colored objects, and put them in a graduated sequence with your darkest object on one end, the lightest on the other, and every other color in position between those two. To help you decide where an object belongs in your scale, hold it next to the rest of the objects, going down the line, squinting to discern its relative value. There may be value gaps in your sequence, depending on the objects you’ve chosen.

		2Make a second value scale based on your first, using a pencil. Draw seven squares; fill them in with what you estimate is the corresponding pencil value for each item in your first value scale.

		Squinting is the most effective technique for identifying both shadow shapes (see this page) and local value differences. Close your eyes nearly shut, or take off your glasses if you’re farsighted, to create a slightly blurred effect when looking at your subjects. Doing so eliminates details, and allows you to focus on the comparative differences in local values and the basic shapes of shadow values.

		
			Value Help from Your Cell Phone Camera

			You can use your cell phone camera to translate color images into grayscale (black and white) values. Find the setting on your cell phone camera that changes color to black and white. Some cameras allow you to change the image to black and white prior to taking the photo, others require you to use the edit function after you’ve taken the photo. Either way, select the mode to translate color into its grayscale equivalents and refer to this image while drawing your subject.
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				The addition of form and cast shadow values (see this page) begins to add a sense of dimension and weight to this contour drawing. Drawing by student P. Atchue
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		Local Values and Shadow Values

		Values fall into two important categories for the artist: local values and shadow values. Local value refers to the value of the overall color of an object, such as red hair. It can also be thought of as the middle value of a subject, unaffected by shadow or bright light. Your first value scale was based on local values. Shadow values, on the other hand, are formed by the effects of light shining across surfaces, and they are always darker than the local value of the surfaces they rest upon. Local values and shadow values together form the value structure of your drawing—a term that refers to the way in which these two kinds of values intersect to lend greater impact and realism to your artwork.

		You can use a finger-painting approach to blend the pencil’s graphite dust on your paper. Observe the surface of your subject. Then let the movement of your finger in the dust echo the contours of the subject as you blend.

		EXERCISE
 PENCIL SAMPLER

		This exercise shows how to create a variety of values and other effects with 2B and 2H pencils. Let the pencil sampler illustration (this page) and the approaches described here guide you. Use as large a piece of paper as needed for your work. When selecting pencils, keep in mind that H pencils have the hardest consistency and make lighter marks; B pencils are softer and make darker marks. In addition, the amount of pressure applied to your pencil point determines how light or dark the values become, and you can modify results by smudging your marks with your finger, a Q-tip, or an eraser. Notice how we’re using fine scribbling here that’s similar to filling in a coloring book.

		1Test your pencils by scribbling to see their value differences.

		2Use your 2B to draw meandering, lazy lines. Let the pressure ebb and flow freely, as it does in handwriting. Lift the pencil point and break the line when that feels natural, resulting in abbreviated contour lines—lines that break up and change emphasis naturally, creating lost and found edges.

		When your pencil line turns alternately soft and crisp as you draw an object, it creates contours that have indistinct (“lost”) or crisp (“found”) edges. This type of line will give a more realistic look to the subjects you draw. We’ll return to a more complete discussion of this concept later on in chapter 5.

		3Draw six small squares, and fill in three with your 2B and three with your 2H. Fill each square with a different value by controlling pressure for dark, medium, and light values. Smudge each square and compare the resulting value range.

		4Draw a square. Fill it in with your 2B pencil, using pressure to make it dark. Then go over half of the square with your 2H to see how it subdues the 2B texture.

		5Make a series of curved lines placed close together.

		6Make a square filled in with horizontal and vertical lines.

		7Using your 2B, make a graduated scribble on your paper. Start with lots of pressure, keeping your strokes close together. Ease pressure gradually into middle values and then light ones. Now do the same with your 2H. You have made two value scales, each with a different range depending on the pencil used. Make a line through both with the edge of your school pencil eraser. You can create highlight shapes this way. Notice which pencil value is easier to erase.

		8Make two small triangles, one with your 2B and one with your 2H. Fill in a value band around each triangle, using the respective pencils you made them with. Merge the value of the contour line into the surrounding value until the triangle becomes the dominant shape, not the outline.

		9Draw a curving line. Fill in a one-inch-wide band next to the line with long, multidirectional scribbles using a middle-gray value. Build up a second, darker band over half of the first one, starting right at the line. Leave the edge soft where it meets the middle value. Add a third, darker band over half of the second one, starting at the line again. Blend all three together using pencil scribbles or smudging techniques.

		CONSTRUCTIVE EVALUATION

		Put your pencil sampler on a vertical surface and step back. Do you see a variety of gray tones—from extremely dark to very pale? If you didn’t make any area really dark, use your 2B to do so now. Your 2B is the most useful overall pencil; however, 2H comes in handy for values that are light, silvery, and low contrast, as seen in light skin or an egg. You can use the two pencils in tandem: 2H to sketch in the basic shape, then 2B to complete the drawing, and 2H again to subdue grainy texture if needed.

		You can create the illusion of a specific surface with your pencil strokes. As you examine your sampler, notice that straight strokes suggest flat surfaces and rounded strokes suggest curved ones. Do the values you applied along the meandering contour line evoke spatial dimension? Three values—dark, medium, and light—with smooth transitions between them can make an object appear three-dimensional.
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				“At first I was distressed that the black pen line seemed too harsh to capture the delicacy of my reading glasses. But after adding cast shadows, I hung the drawing on the wall to take a look. The end product was not at all what I had envisioned. The unusual shadow shapes added depth and mystery and softened the overall effect of the dark pen. I learned the power of shadows in this drawing!”

				—STUDENT EILEEN THERIAULT (drawing above)
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				“It’s hard to get the three-dimensional shape of the Croc with just the outlines. Adding shadow values with pencil helps!”

				—STUDENT CONSTANCE GIBB (drawing above)

			

		

		Identifying Shadows

		Shadow values are the key to giving your drawing that magical illusion of spatial dimension. They fall into specific categories, depending on where you find them. Once you can identify them, you’ll also be able to draw an entire subject more effectively, since shadow shapes and local values on an object interlock to form a visual whole. Let’s get a feel for shadow values in this section and the exercises that follow.

		SPECIFIC SHADOWS AND THEIR FUNCTION

		Light the subject of your pen contour drawing with a table lamp, or clip-on light. (Don’t use natural light; it shifts faster than you can draw.) Place your light in front and slightly to one side of your subject. Turn off or reduce other light sources. Shadows will form on the side of the subject and surrounding surfaces farthest from the light; these shadows will be darker than the local value of the surfaces they fall across. Adjust your lighting until you see clear examples of the following important shadow values. Squint to identify their shapes more easily.

		1Cast shadow: the flat shadow or shadows created on the surface on which your subject rests.

		2Balance-point shadow: found under the subject, within the cast shadow. This shadow “grounds” your subject where it sits in a balanced position on a surface. It’s an accent, the small, darkest areas within any shadow.

		3Form shadow: a shape on the subject (or form) itself. Always darker than the value of the surface it falls across, it gives your subject its greatest sense of dimension.

		4Transitional shadow: the narrow, blended band that forms a transition between form shadow and local value on the subject.

		Each shadow will have a unique shape relative to your particular subject and light conditions. While the form shadow and transitional shadow together convey the illusion of dimension, the cast shadow and balance-point shadow create the impression of weight and gravity. Shadow values can do more than increase the appearance of realism in your drawing; they can add mood, mystery, and dramatic impact to your artwork, depending on the degree of high contrast you create with lighting. Shadow shapes are also effective compositional devices, linking elements of a composition together, a subject covered further in chapter 10.
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				Look for the cast shadow and the darker balance-point shadow within it. These will fall across the surface on which your subject sits. Identify both the sharp and soft transitional edges of form shadows on the purse itself. Drawings by author

			
		
		EXERCISE
 APPLYING SHADOW VALUES TO YOUR DRAWING

		In this exercise, fill in the shapes of your contour drawing with pencil values, much as you would the shapes in a coloring book. Keep your applications in the light- to middle-value range, saving the darkest application until last, since those are the hardest to erase. Follow the sequence here to fill in the shadow values you’ve learned to identify.

		1Start with the cast shadow. Treat this like any other contour drawing shape. Using a light contour line, outline the cast shadow with a 2H pencil. Fill in the shape you’ve drawn neatly with this same pencil, applying it in a somewhat horizontal direction and closing any gaps near crisp contours. If the shadow’s edge is soft, leave the outline out, and make the edge blend into the paper.

		2Fill in the darker shape of the balance-point shadow with a 2B pencil. Use a Q-tip to smudge, making the overall cast shadow smooth.

		3Identify both the crisp and soft, blended edges of the form shadow. Fill in with multidirectional pencil applications. Use a 2B if the shadow is darker than the cast shadow. Pay special attention to the soft edge of the transitional shadow value.

		Put your drawing up on the wall. Has the addition of shadow values given your subject dimensional qualities?

		
			“I tried to use a 2B for everything, but I found I had a heavy hand, so I had to move to the 2H. What I was trying to achieve using the 2B would turn out to be much too dark.”

			—STUDENT RITA WALKER COPPING

		

		EXERCISE
 ADDING LOCAL VALUES TO YOUR CONTOUR DRAWING

		The local value of your subject will represent its basic overall color value. Local values fall into a middle-value range between the dark form shadow and the lightest areas on your subject. Notice how the addition of local values to the boot drawing at the opening of the chapter enhances its resemblance to a real boot. If you decide to add local values, they will further strengthen the similarity between your drawing and what you’re observing. This won’t necessarily make it “better” artwork, but it may make it look more “real.” You can choose to add local values to the drawing you’ve been developing, or leave it alone if you’re satisfied and wait to try this technique out on your next drawing.

		You can routinely add local values before shadow values, as you’ll see in coming chapters.

		1Refer to your pencil sampler to locate the gray value and the 2H or 2B pencil that you’ll need to best approximate your subject’s local or overall value.

		2Apply this value around your shadow values, and over them where needed, to create the impression of a continuous surface.

		3Use straight-ish applications for flat surfaces and a more multidirectional approach for rounded surfaces. Apply long filling-in strokes as a base, making sure to keep the local value lighter than the shadow values.

		4Blend this base, and then add smaller multidirectional strokes that reflect smaller surface changes. Blend again, if needed.

		
			“If the drawing is a bit ‘off,’ I don’t mind, because it shows an attempt and makes me feel that in art there is no ‘perfect’; it’s all an interpretation. There is no right or wrong, ‘should’ or ‘shouldn’t.’ ”

			—STUDENT BROOKE MORELL

		

		
			When “Should” You Stop?

			How far to go with a drawing is always your judgment call, never a “should.” A successful drawing isn’t dependent on including every single thing you could add. You can overwork a drawing, taking the vibrancy out of your picture. Personally, I’m a big fan of contour drawing, with or without values added. Take a break, leave the drawing on a wall where you can pass by it, and see how you feel about it when you come back.
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				This drawing tells us the story of how it was made. We see pencil value scribble tests, a first attempt at the brush’s contour, and the completed pen contour image, enhanced with form shadows and bold local values. Drawing by student Van Wyk Dusenbury

			
		
		Homework

		Contour drawing allows you to make a likeness of anything you see, and with the addition of pencil values you can now give your drawing the impression of greater spatial dimension. Continue to seek out subjects that capture your attention to exercise your new skills!

		If you’re beginning a complex pen drawing, start with some light pencil guidelines. This underdrawing—a light sketch used to provide a guideline for a more finished drawing—can provide you with a safety net, and you can erase the pencil after the ink has dried.
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				“I began taking this drawing class in the autumn. Our first homework assignment was to work on a contour drawing of our choice. Leaves were abundant! Here, I tried to capture their delicate contours, local value, and shadows.”

				—STUDENT JAMI LO (drawings above)
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				“I sketched the vase in 2H pencil, and then went over it in pen to create the contour drawing. Next, I filled the vase in with the 2B pencil, along with more pen, to create shadow values and local values. My favorite part was drawing the precise roping and adding the pencil values. I just lost myself in the drawing and found the whole process was very relaxing, almost meditative.”

				—STUDENT SUSAN JENSEN (drawing above)
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				“My brother-in-law was staying with us and was on the couch watching the World Series. I had to join him since that was where the best light for drawing was. At first I felt a bit self-conscious, but as time went by it was as though the pen and pencil just knew where to go and what to do. And the sandal took on a life of its own. I am so proud of this piece—how embarrassing to admit that, but I truly am.”

				—STUDENT BROOKE MORELL (drawing above)

			

		

	
		4.

		Adding Accuracy

		“All that is required is to release control. Some part of ourselves  will bring us into unison.”

		—OSKAR KOKOSCHKA

		“How do they do that?” You often hear this question posed about art and artists. Accuracy techniques—the artist’s tools of the trade—play a large part in how it’s done. Let’s explore this topic to find out how you can use accuracy techniques to strengthen your own drawings.

		You’ll use sketching to add accuracy to your artwork. This may sound like a contradiction at first; however, you’ll find that the loose, relaxed sketched line is your best friend when it comes to accuracy techniques. And you’re going to use pencil again in this chapter, because it suits the fluidity needed for sketching.

		When you sketch, you draw in a direct, simplified manner in order to convey an impression. Sketching is very different from contour drawing in that way; however, sketches do build on the ability to observe carefully that you developed in contour drawing. Your grip on the pencil will be looser, lines more generalized and less specific than in contour drawing. Sketching is done at a faster pace that reflects a flowing, rhythmic quality. Your goal when you sketch is a serviceable impression, not a precise, single line.

		Supplies

		for this chapter

		□2B pencil

		□Newsprint pad

		□Small sketch pad
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				Drawing by student Deborah L. Jantz-Sell

			
		
		Sketching for Accuracy

		We’ll explore a variety of methods for increasing the accuracy of your artwork, but since all the accuracy techniques in this chapter rely on sketching, let’s warm up with a sketching exercise. This activity is fun and relaxing, and derives from the doodling and scribbling activities with which we’re all familiar.

		You’ll rely on kinesthetic sense—or an awareness of your own movement—along with your eyes and your imagination, when you draw. In the following sketching exercises, pay attention to the tactile sensation of your hand as it moves across the paper surface. It can provide you with valuable feedback to help you assess the accuracy of the shapes you’re making. In the chapter ahead you’ll discover more about using your kinesthetic sense to help you draw with accuracy.

		EXERCISE
 SKETCHING WARM-UP

		Use newsprint and a 2B pencil; take as much paper as you need. Keep the side of your hand (and/ or your pinky) in contact with the paper surface when you sketch. This not only stabilizes your hand, but it also helps you to use touch as an accuracy tool—a way of testing the shape you’re about to record. Use the steps ahead as your guides for exploring a relaxed and rhythmic approach to developing your pencil technique.

		1Hold your pencil with the side of your hand resting on the paper. Make a meandering line. Let your pencil point wander and play.

		2Scribble a line of loops, leaning right or left.

		3Create vertical coils, starting with pancake shapes, narrowing into a tornado shape. Make a quick wind-up slightly above the paper, then let the coils out onto its surface. Make the top coil only, using two and a half swings around the shape.
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		EXERCISE
PREVIEWING

		Have you seen athletes look over the playing field, anticipating their moves before competing? You may have noticed a similar focused concentration from concert pianists when they glance over the keyboard, preparing to play. Artists rehearse this way as well. In fact, much of what contributes to effective drawing never makes a mark on the paper. The artist visualizes an image and then calls on their kinesthetic sense to create a loose practice movement with the hand over the paper, or in the air, before recording any lines.

		1Imagine a simple flower—a central circle with petals—then sketch it loosely in the air.

		2Try the same shape on the paper, without looking down or recording any lines, and feel the flowing shape with your hand as you do so. Then, once again without looking down, draw the shape you’ve previewed, recording it this time with pencil on paper.

		YOUR PAPER COMPASS

		Your drawing paper is another helpful aid to accuracy: it has four right angles and two sets of parallel lines—horizontals and verticals—to guide you. This space represents your artistic universe; any line you place on it is defined by the quadrants set up by your page.

		When you want something that you’ve drawn to appear vertical or horizontal, it needs to be parallel to the sides of your paper. And if you want to draw a Leaning Tower of Pisa, your building must tilt away from the sides of the paper. If you are drawing a bowl, the place where it sits without rolling will be parallel to the bottom of the page—which is equivalent to your artistic level ground.
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				“I found that sketching the horizontal and vertical center lines lightly on the paper, so they could be erased later, helped me a lot in placing my subject in the intended position, not cockeyed.”

				—STUDENT RITA WALKER COPPING (drawing above)

			

		

		EXERCISE
HORIZONTAL AND VERTICAL LINES

		Let’s sketch the proverbial straight line now. Your goal here is to create a believable straight line, not a perfect one. Use a ruler when you need an absolutely straight line; however, a ruler-drawn line in the context of a sketch can look out of place, like a tux at a barn dance, so it’s useful to be able to sketch a convincing straight line freehand.

		1Imagine a vertical line close, and parallel, to the paper’s edge. For righties, focus on the left side of the paper; for lefties, the right side.

		About how long is your imagined vertical line? My guess is that it’s short enough to fit on the paper and that you decided on a top and bottom limit of the line before you visualized it. Try again, but this time, visualize a line that extends off your paper. What you’re exercising here is the ability to project a sight line—an imaginary line that extends from one point to another. The words on the page you’re reading right now line up along horizontal sight lines and along vertical sight lines at the margins.

		2With the side of your hand resting on the paper—but without the pencil point touching it—rehearse sketching a vertical line about three inches long and close to the paper’s edge. Sense the line in the movement of your hand on the paper.

		3When the rehearsed movement feels right, record the line gently with your pencil. Create the line as though you were filling in a straight line, back and forth a few times lightly. If the first few marks aren’t quite vertical, correct as you go, on top of the marks you’ve already made. Think of changing lanes when you drive: keep moving along as you make the adjustment. Try the same approach along the bottom of the page to make horizontal lines, with your hand resting on your drawing table for ease. This line should be parallel to the bottom of the page. Make more horizontals and verticals around the sides of the page.

		4Return to your warm-up exercise on this page. Sketch some straight lines through the bottom of the previous loops. These lines may not be horizontals, but they indicate that you were using your kinesthetic sense even then, to create marks along a sight line.

		5Place your paper on a vertical surface, and observe your sketch. Look for a rectangle of negative space between your vertical line and the paper’s edge. If the space isn’t a rectangle, then your line isn’t vertical. Note where your line leans or curves at the ends and correct. The line will tend to lean right if you’re a righty, left if a lefty. Anticipate this tendency and rein it in from the moment you start to curve the line. Adjust horizontals and verticals based on your evaluation. Try some diagonals as well.

		DISTANCE VIEWING AND CONSTRUCTIVE EVALUATION

		Distance viewing helps you see what’s really going on. Throughout your drawing journey, stepping back to evaluate your art on a vertical surface, from a distance, will be the single most helpful tool for assessing accuracy in your work.

		Sketched lines will be a composite of two to three overlapping, softly applied lines. Avoid aiming for one single line—a common sketching error for beginners.
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		Sketching Symmetrical Shapes

		The following exercises allow you to practice sketching while accumulating tools for drawing symmetrical shapes accurately. Let your hand search for the intended shape. Record with pencil line when the shape feels recognizable. Observe your results and adjust them if necessary. Sketching is all about the search, and the results will show evidence of the quest!

		EXERCISE
CIRCLES

		The key to accuracy and to the fun in sketching circles is to let your hand movement enter into a rhythmic flow. Try this out, rather than focusing consciously on making the beginning and end of the lines meet up.

		1Hold your pencil almost vertically; move your fingers closer to the pencil point. Rest the side of your hand and your little finger on the paper. Rehearse making imaginary circles around imaginary points, without letting the pencil touch the paper. (I find counterclockwise movements more comfortable as a righty. Do whatever works for you.)

		2Lower your pencil point to the paper, and gently record your circular movement. Make more lines, keeping a continuous flow going as you draw. Each circle takes about two and a half swings around a set point. Add a little pressure when it feels right to do so. Cluster the circles. That way, you can’t see your results as clearly but can sense the circles in the swinging movement. Let some circles escape from the group when they’re ready to go public!

		3To create larger circles, move your grip on your pencil back to your normal, handwriting position, and use the same technique as just described.

		4Put your drawings on a vertical surface, and view them from a distance. You may see that your circles tilt, just like your straight lines. Rein in the upswing to correct that tendency. And try this exercise again. Sketches are informal and open to correction. Don’t tidy them up; evidence of process—the search to find artistic solutions—is part of the charm of a sketch.
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		EXERCISE
LEVEL ELLIPSE

		The ellipse comes in handy, especially when you develop a still life. Still lifes often contain bottles, bowls, plates, and cups, along with natural subjects, like fruit, veggies, or flowers. Each one of those symmetrical subjects will contain an ellipse, so be ready to draw them accurately!

		1Preview a horizontal line with the side of your hand. Preview an ellipse around the horizontal line.

		2Record this ellipse with your pencil, allowing the shape to emerge fluidly. Keep the side of your hand in contact with the paper. Bear down a little on your pencil point when the ellipse feels right. Make several ellipses, until you feel comfortable drawing them and your movement is fluid.

		3View your sketch on the wall. Draw a horizontal line through the widest length of your ellipses to check for accuracy. If the horizontal lines look tilted rather than level, your ellipses aren’t level. Adjust.
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				Practice ellipses with a continuous, fluid line, letting them overlap. Patterns on either half of the bottom ellipse highlight a tilt that needs correction.

			
		
		EXERCISE
OVAL

		The oval is more elongated than a circle and rounder than an ellipse. Ovals come in handy when drawing a face.

		1Sketch a vertical line. Draw an oval around it.

		2Starting at the top of the vertical line, sketch half of the oval, down and back. Go back to the top and repeat on the other side. Let your line loop all the way around a few times loosely to consolidate the shape.

		
			“I always look at my drawings from a distance now, to see whether I’ve got it placed where I want it, whether it’s tilted.”

			—STUDENT KIM NIGHTINGALE

		

		EXERCISE
CYLINDER

		Cylinders are composites of vertical lines and ellipses. They provide the basic structure behind most rounded symmetrical containers.

		1Sketch a level ellipse.

		2Sketch two vertical lines from each side of the ellipse.

		3Sketch the bottom ellipse—the same shape as the top one—connected to the vertical lines.

		4Sketch a vertical midine from the middle of the top ellipse to the bottom one. This midline should divide the cylinder into equal halves. If the halves don’t appear to be approximately the same, your cylinder isn’t symmetrical. Horizontal and vertical lines drawn through your ellipse will be at right angles if your cylinder is symmetrical. Check it on a vertical surface.

		
			Ellipse: Circle in Perspective

			An ellipse can be thought of as a circle shown in perspective. Try this experiment to see a circle shifting into an ellipse.

			1Hold a glass in a vertical position with its top edge at eye level; the edge will appear as a straight line.

			2Move the glass farther down from eye level and the ellipse will appear. It grows more circular the farther away you hold it from eye level.

			3Place the glass on the floor; the top of the glass will now be a circle when you look straight down at it. This is an example of perspective—a visual phenomenon that makes what we see appear different from what we know to be true.
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				Sketch cylinders in a variety of sizes. Adding vertical midlines from the center of the top helps you with accuracy. Patterned areas added here highlight where the cylinder isn’t symmetrical.

			
		
		EXERCISE
BOWL

		Bowl shapes can be adapted to create many objects. As you’ll see, the ability to sketch a bottle successfully rests in part on the ability to draw a symmetrical bowl shape with accuracy.

		1Sketch an ellipse.

		2Sketch a vertical midline from the center of the ellipse. The length of this line will determine the depth of the bowl.

		3Sketch a semicircle from either side of the ellipse, aiming to hit the bottom of your vertical line. Adapt this approach to make a funnel shape: draw two diagonal lines from the sides of the ellipse to the bottom of the vertical line.
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				A vertical midline should divide a symmetrical object into equal halves. I added patterns to highlight where shapes are dissimilar when they should be identical.
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				The ability to draw ellipses factors into the underdrawing of this beginner’s study. Drawing above by student Larry Weisman

			
		
		Underdrawings for Symmetrical Objects

		An underdrawing provides a foundation for artwork developed on top of it. Sketch your underdrawing, and check it for accuracy. Then you can use it as a guide for building a more finished, time-consuming project. Erase this artistic tool when you don’t need its help anymore. An underdrawing can appear as:

		
			○A simple vertical or diagonal guideline to provide a straight reference.

			○A general sketch to determine scale, shape, and placement on the page.

			○A complete, detailed drawing.

		

		EXERCISE
BOTTLE

		You’ve practiced sketching some basic shapes with success. Now let’s put those lessons together to create an underdrawing for a more specific, recognizable object—a bottle.

		Bottles, like people, come in various sizes and shapes, and their internal structure is fairly standard. You can adapt the bottle structure as needed by changing the height and slope of the neck, the width of the base, and so on.

		1Sketch a cylinder.

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

		3Sketch an upside-down bowl on top of the cylinder. The mouth of the bowl and the top ellipse will be the same.

		4Sketch a narrow cylinder around the top vertical extension, and voilà!: you have drawn a wine bottle.

		5You can use this underdrawing to provide an accurate structure for a more developed pencil drawing of a bottle if you like.
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		SIGHTING TECHNIQUES

		Sighting refers to techniques that are used to compare the relative size and position of objects, and to estimate angles accurately. Your pencil is a simple but effective tool for sighting. In this section, we’ll explore various sighting techniques.
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				Use your pencil to line up references along a vertical sight line. Drawing by author

			
		
		EXERCISE
LINING UP

		Lining up is a sighting technique that helps you record the patterns you see with greater precision. Your purpose in lining up is to find two or more reference points that fall along a straight line, whether horizontal, vertical, or diagonal.

		Carpenters use a plumb line to determine what’s vertical, and a level to establish what’s horizontal. Level is defined as what’s parallel to the even ground we stand on (which is also represented by the bottom of your page). A plumb line, when “plumb”—or perfectly vertical—will fall at a right angle to a level surface. Use your pencil as an artist’s equivalent for both plumb line and level tools to help you line up features along a sight line.

		1Holding your pencil vertically in front of you, scan your surroundings to find aspects of two or more objects that line up along your pencil edge, as shown in the illustration on this page.

		2Change your pencil to a horizontal position, and holding it in both hands to keep it level, repeat the search for references that line up along the level.

		Lining up references in this way helps you to identify visual patterns more effectively and will be useful to you in drawing the face.

		EXERCISE
RELATIVE SIZE

		Practice the following sighting technique on yourself in a full-length mirror, or ask a friend to model. Alternatively, you can use two objects of different sizes, like an apple and a bottle (see illustration on this page).

		1Close one eye; hold your pencil vertically in front of you with an outstretched arm. Focusing beyond the pencil, align your pencil point with the visible top of the model’s head. If your model is a person who has big hair, pull the point down a bit to align with the true top of the skull, not with the top of the hair (baldness is a plus here!).

		2Keep your pencil point in this position while you shimmy your thumb and forefinger down the pencil to a point aligned with the bottom of your model’s chin. The space between your pencil point and your thumb and forefinger will mark the length of your model’s head as seen from a distance.

		3You now have a unit measuring “one head” (albeit a shrunken one!), on your pencil. Keep your fingers in that position on your pencil. Move the pencil point to the bottom of your model’s chin, and count another length, or “two heads,” and so on.

		4Use that unit to count down the length of your model’s body (whatever part of it you can see). If you can see the complete body, make sure you count to the front of the shoes. An average human being is seven and a half heads high. So, you’re doing fine if you come in at six to seven heads for the entire body, including the head.

		
			“My pencil ‘ruler’ helped me to sketch in the underdrawing first, and then draw [in] using the proper proportions.”

			—STUDENT RITA WALKER COPPING

		

		
			Sighting Essential

			Keep your pencil at right angles to the ground when sighting on a vertical, even if you’re tempted to point at the subject as your arm moves down. Hold your pencil level in both hands, extended at the same distance from your body, to sight on the horizontal.
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				Stand about ten feet away from your subject with a pencil held extended (see apple and bottle example above). Focus beyond the pencil at your subject, while squinting. Align the pencil point at the top of the apple, and your index finger at the bottom to indicate the size of one apple. Use this unit measurement to count how many apples are equal to the vertical height of the bottle. (The lines shown from eye to object in this sketch represent “sight lines.”) Drawing by author
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				Measure a smaller object against a larger one to determine their size relationship. Here, the bottle is a little more than three apples high. The apple is drawn first, and then the bottle is drawn at a height equivalent to around three and one-quarter apples. Drawing by author
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				The label on any curved container will echo the curvature of that surface. Make it similar in curvature to the bottom or top container edge closest to it. Drawing by student Margaret R. Adams

			
		
		EXERCISE
ASSESSING

		Apply the following sighting technique using your level pencil to assess the spatial relationships between objects in a group.

		Gather about seven simple symmetrical objects of differing sizes. Cylindrical shapes—such as oatmeal containers, canned goods, bottles, and drinking glasses—all work; add bowls and spheres—such as tennis balls or oranges—if you have them.

		Start with a group of three to four of these objects. Overlap several slightly. Now, let’s learn how to observe them to identify relationships with greater accuracy.

		1Hold a pencil level in both hands over your grouping; lower it slowly, noting the relative height of each object. Pick up additional references along this level on the way down. For example, the curve of a cup’s edge might line up horizontally with a label on a bottle.

		2Repeat the process, starting from beneath the group this time, to determine the front-to-back progression of the objects. The object that the pencil level touches first will be closest to you in space, the one it touches last will be farthest away. In following this pattern, you are mapping the space occupied by these objects from back to front, as well as determining where they stand relative to one another.

		EXERCISE
 DRAWING THROUGH

		Beginners tend to contract shapes as they disappear behind an overlapping shape (as if to squeeze what we can’t see of them back into sight). Drawing through—or deliberately sketching one shape through another, even if part of that shape isn’t really visible in the arrangement (as seen in the illustration this page), is a technique that helps you to capture the parts of the object that you can see correctly. Let’s explore how that works.

		1Choose an item from your group that’s positioned slightly behind another.

		2To sketch the partially hidden symmetrical object, start with the curve or vertical line that is visible. Using a rapid, fluid line that has momentum behind it, carry this line right through the object in front of it, like the follow-through in a baseball swing. This provides you with a form of underdrawing that you can erase when you’re finished with it.

		3Create a new arrangement, and practice your skills again.
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				Sighting techniques help you to position objects in space; drawing-through techniques add precision to your shapes.

			
		
		Rectangular Subjects: Angles

		Using sighting tools, a beginner can learn to draw rectangular objects with a degree of confidence, without extensive instruction on perspective. To do so, you must first learn to identify whether a rectangular subject is in one- or two-point perspective, and then learn how to draw the angles associated with them accurately. These techniques will later help you draw any rectangular objects, including a convincing tabletop in a still life drawing. You’ll need a pencil and small sketch pad for the following exercises.

		Don’t worry if you’re geometry-phobic! We’re not heading for math class; we’re going to the kitchen—but not to cook. It’s a great place to study angles. The stove itself is a rectangle; the rectangular stove top is a nice substitute for a tabletop and we’ll use it to study angles in one-point perspective.

		EXERCISE
ANGLES IN ONE-POINT PERSPECTIVE

		To experience one-point perspective, stand in front of a rectangle so that there is one flat plane facing you. In that position, you’ll see only one plane on top receding from the vertical plane of your own body. (A plane refers to a flat surface. When you stand upright, your body position can be described as a vertical plane.)

		1Stand directly in the front center part of your stove (no less than four feet away) to observe your “model.” You know the stove top is a rectangle, and like your drawing pad, its parallel sides meet at four right angles. Does it look like a rectangle? Not really. The parallel sides of the stove top, right and left, will appear to angle in slightly toward each other.

		2Let’s use the vertical pencil plumb line to investigate. Remaining in the same position, squint as you line up your pencil’s vertical edge with the stove’s right corner, as illustrated on this page, where the right and front edges of the stove top meet. Compare your pencil vertical to the right edge of the stove top. Notice that that edge appears to angle away from vertical, to the left.

		3Look for a triangular wedge of negative space created between your pencil plumb line and the right side of the stove. This shape captures the angle at which the side of the stove top leans away from vertical. Careful observation of this detail will help you to draw the angle accurately.

		4Apply this technique to look at angles at the left corner of the stove. Notice that the stove’s left edge leans in to the right. From your vantage point directly in front of the stove, the angles of the left and right sides of the stove top will be the same, each leaning in toward the middle of the stove.

		5Sketch both angles in your small sketch pad; connect them with two unequal horizontals lines to represent the front and back edges of the stove top.

		In one-point perspective, parallel edges of the single receding plane, right and left, appear to converge toward each other as they recede.

		Equal horizontals, front and back, appear to be different lengths.

		
			[image: ]
			
				One-Point Perspective

				In one-point perspective the focus is on angles to the right and left of the one receding surface. Use your pencil plumb line to capture the angles effectively. Drawing by author

			
		
		EXERCISE
ANGLES IN TWO-POINT PERSPECTIVE

		Two-point perspective occurs when at least two planes of a rectangular object move away from the vertical plane of your body. If you’re sitting in a room right now, the corners where the walls meet at a right angles provide you with an opportunity to observe and sketch angles in two-point perspective (see the following illustration). Let’s do this now using your pencil level tool.

		1Locate a vertical corner in your living space where two walls meet.

		2Stand at least three feet away from the corner. Holding your pencil in two hands, place your pencil level above the point where two walls meet at the floor. You’ll see two negative-space shapes created between your level pencil and the edges of the walls.

		3Sketch the level line representing your pencil and the angles captured between it and the edges of the walls.

		4Now place the level below the point where two walls meet at the ceiling. Sketch a horizontal line to represent your pencil level and the angles you have captured. Use the schematic drawing on this page to help you identify these angles.

		5You can apply this technique in reverse, where the corner is closer to you than the walls, as you see in the illustration following. In this case, place the level below the corner point where two walls (or planes) meet near the floor; then place the level above the corner point at the ceiling. Sketch the level and the two angles you’ve captured in both cases.
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				Two-Point Perspective

				Hold your pencil level at the corner points to see the angles in two-point perspective.
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				When the corner is closer to you than the walls, place your level below the corner point to observe the angles of the wall. Sketch a line for the level and sketch the angles of the wall above it. Look for rectangles in two–point perspective in rectangular objects smaller than a room—tables, letters, books, and so on. Observe them and sketch the angles that you see. You know how to do it now! Drawing by author
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				All three of these drawings benefit from vertical plumb line underdrawing, drawing through techniques, accurate ellipses, and distance viewing—the best way to assess symmetry. Drawings by students Pamela M. Heberton (above left), Anita St. Marie (above middle), Rita Walker Copping (above right)

			
		
		Sketching Asymmetrical Objects

		Asymmetrical objects often have meandering, rounded, bumpy contours. And it’s easy to get disoriented on a winding path, or around a curve, whether it occurs on your drawing paper or in the woods. Directional lines are great tools to help you strengthen your visual compass on the page. These straight-ish, broken lines represent small sight lines, each one indicating a directional change from point to point around the contour shape you’re sketching.

		EXERCISE
ASYMMETRICAL OBJECTS

		Let’s apply directionals to sketching a real object. Find an asymmetrical subject to draw that has similar characteristics to the one I’ve chosen. You’ll sketch each step on top of the previous one.

		1Describe the outside contour of your subject with loose directional lines to characterize its basic shape and scale, leaving out detail.

		2Use smaller directional lines to more closely characterize changes in contour—both within and on the surface of your subject. Add some significant features to lend greater character and resemblance to the sketch.

		3Smooth down unwanted angles. Add more specificity with local and shadow values, or leave the sketch loose.
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				Directionals

				Sketch some directional lines (or “directionals”) in angles other than vertical or horizontal. Keep them sketchy and loose.
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				Drawing by author

			
		
		Homework

		Continue sketching in your small sketch pad. To quote the artist John Singer Sargent, “Sketch everything, and keep your curiosity fresh.” Explore subjects that interest you, and incorporate some of the accuracy techniques you’ve learned. Exercise your capacity for drawing with your eyes, imagining plumb lines and levels even when you aren’t actively drawing. It can make ordinary events much more interesting!

		Students relied on their ability to assess angles in each one of these drawings of different subjects.
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				“My daughter Louise had her appendix out. Since I can’t sit still and do nothing, I took my sketch pad and pencils to the hospital and worked on this drawing for about four hours while she slept. The fur ball next to her is her favorite stuffed toy—a gorilla she’s had since birth. In a few days, she was fine and back in school. When her classmates saw my drawing, they said all the medical equipment around Louise made her seem small and vulnerable. I hadn’t thought about that. I just framed it the way I would a photo.”

				—STUDENT JIM HOHORST (drawing above)
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				“I sketched the curves of the bridge and the straight line of the aqueduct beneath it lightly. When they looked right, I focused on the central post, and then went on to capture the angles of posts to the left and right. Paying attention to the negative-space shapes helped me do that accurately.”

				—STUDENT JERE THOMSON (drawing above)
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				“I thought this antique inkwell was so pretty it deserved to be sketched. It was a challenge with the different angles and perspectives.”

				—STUDENT BROOKE MORELL (drawing above)
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				“I sat on the patio of our hotel room while I tried to capture the angles of these buildings across the street. I did take some liberties with the scene, so if you’re ever in Evora, Portugal, don’t try to find it!”

				—STUDENT LARRY WEISMAN (drawing above)

			

		

	
		5.

		Expanding Techniques: Pencil

		“Art is the only way to run away without leaving home.”

		—TWYLA THARP

		The pencil is a very basic tool capable of producing a wide variety of expressive effects. You’ve learned how to use it to add accuracy, to lend spatial dimension and to develop likenesses for your drawings. In this chapter, you’ll build on these skills to learn how to make a pencil study.

		As the name suggests, a study involves close observational drawing. They are generally made by artists to gain greater knowledge of a given subject. Before the advent of photography, artists made them to provide a detailed record of individual elements destined to appear in larger, more ambitious pieces of art—usually paintings; however, artists in every era of art history, working with every kind of medium and in varied styles, have used studies to explore their subjects more closely.

		Today we regard the study as a work of art in and of itself. You can use them to develop your own observational drawing skills further. Let’s learn about some of the tools and concepts that are useful in creating your own pencil studies.

		
			“I was hesitant to show what I had done. My drawing was in very light strokes. But as the weeks passed, I noticed a tendency to use bolder strokes.”

			—STUDENT STEPHEN MONAHAN

		

		Supplies

		for this chapter

		□B and H pencils

		□14" × 17" drawing pad

		□Clip-on light

		□Pink Pearl eraser or school pencil eraser

		□Q-tips or tortillons

		□Small sketch pad
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				Drawings by student Stephanie Seidel

			
		
		Extended Value Range: 6B and 6H

		The addition of the richer, darker values of the 6B pencil and the silvery tones of the 6H to those of the 2B and 2H pencils provides you with an expanded palette of gray tones with which to work—both for creating local values and deepening the spatial impact of shadow values. For example, the bold 6B can further darken shadows, thus creating the impression of deeper space, while the lighter range of the 6H helps to convey the illusion of lighter elements—highlights for instance, creating the impression that surfaces are closer to you.
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				Local values, form and cast shadows, light areas, and abbreviated contour lines together create a more realistic impression. Drawings by student Kim Nightingale

			
		
		EXERCISE
PENCIL SAMPLER

		In your drawing pad, try creating this simple sampler to compare the values possible with your four pencils. You’ll see that the value range available to you has expanded with the addition of 6B and 6H, and that there are gray tones shared between the four as well.

		1Make a controlled scribble with each of your four pencils to compare their differing value ranges. Exert pressure as you begin making each one, then release gradually to create a value scale.

		2Stack the scribbles on top of one another, from lightest to darkest: 6H, 2H, 2B, 6B. You should see a value scale emerge from top to bottom, light to dark, as well as the value scale of each pencil itself, from dark to light.

		Lost and Found Edges: Abbreviated Contour Lines

		At first, you relied on contour lines to represent your subjects; however, contour lines are an artistic device, since there are no lines around objects in the real world. In fact, the defining edges of objects vary in sharpness, depending on light conditions and surrounding values. Take a moment to identify the “lost and found” edges in some objects around you—books, a cup, papers, and so on. Notice how light conditions or surrounding values define these contours.

		The abbreviated contour line is well suited for capturing the impression of lost and found edges. This line combines the close observational quality of contour drawing with the looser, searching quality of the sketched line. Creating this type of line is easy. Maintain close observation, while letting your hand revert to the relaxed grip and amount of pressure it’s accustomed to in handwriting—one that that ebbs and flows, with resulting lines that break up naturally. You’ll create your shapes with these and then fill in the value structure you need, just as you have done in the pen and pencil value section.

		REFLECTED LIGHT

		Reflected light can appear as a highlight within light areas or as light areas within a shadow. Reflected light within a shadow needs to remain darker than light areas on the object, or it will pop out of the shadow. Highlights are the brightest spots within reflected light areas. They appear on wet, glossy, smooth, and hard surfaces. Highlights aren’t always present, and they aren’t as crucial in creating dimension as the overall light area will be. Matte, non-reflective surfaces have light areas but not highlights.

		
			Use White to Fix It

			If you can’t get a highlight bright enough using an eraser, use white Conté or the white charcoal pencil to create it. This will work on your upcoming charcoal and Conté projects as well.
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				Notice the reflected light within the form shadow on the pumpkin and the strawberry. Drawings by student Kim Nightingale
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				Abbreviated contour lines in this drawing emphasize one part of the edge and minimize another. Drawing by student Pushpa Kapur
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				Strategy for Depicting Highlights on Clear Glass

				You may think of clear glass as having no color; however, even seemingly “clear” glass will have a light-gray local value. To portray highlights on clear glass, fill in a base of local light gray to provide enough contrast for them to be seen. Lift out the shape of the highlight with your eraser. Or outline the highlight and fill in local value precisely around it, matching the value of the outline. Soften contours, where needed. Drawing by student Kim Nightingale
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				Disguising Pencil Marks

				If you need to disguise the appearance of pencil marks, try this method. It’s easiest to achieve with a 2H pencil. With a loose grip, jiggle the point gently on the paper surface, exerting light pressure in multiple directions to create a web of gray value. These subtle, fine applications of pencil can substitute for blending or work in conjunction with it.
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				The tonal values in this flower study reflect the lighter, silvery range possible with H pencils. Drawing by student Genie Bourne
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				B-value pencils create the dark value scale and bold impact in this tulip arrangement. Drawing by student Pamela M. Heberton

			
		
		Creating a Pencil Study, Step-by-Step

		Following these steps will help you to build up a pencil study in layers, an approach that shares many features with painting (though drawing is largely a dry medium). For instance, pencil allows you to apply broad applications of color value, like a brush will do. You’ll add and subtract pencil layers of varying value and texture to give your subject dimension, greater likeness, and specific character, just as you would in a painting. Similarly, details, accents, and highlights form the final touches. The step-by-step progression you’ll follow here is virtually the same as the one you’ll find in Painting for the Absolute and Utter Beginner, the book I created for beginning painters. And the same cup was my model in that book!

		Every stage in this progression is a blend of steps, including those that involve erasing or sometimes jumping ahead to add an important detail. Avoid the assumption that the development of a drawing has to systematically adhere to rigid order. In fact, you’ll move outside the steps routinely, depending on what you need to do at the time. Art has a life of its own!

		Select an object that holds strong appeal for you, one that seems suited to this exercise. While my subject is a simple symmetrical object, you can work on an asymmetrical subject, or combine the two, as you see students have done in their flower arrangements on this page. Light your subject to bring out dimension. Use 14" × 17" paper, B and H pencils, your preferred blenders, and erasers.

		CONSTRUCTIVE EVALUATION

		Take a look at your work on a vertical surface while it’s still in progress. Compare your subject matter with your drawing; look at it from the same spot where you sat to draw it. What can you do to improve the work? Limit yourself to just three “to-dos.” Squint hard to pick up on any value areas that need attention. Ask yourself:

		
			○Is the value structure accurate so far?

			○Is a degree of dimension emerging?

		

		
			Strategies for Filling in Local Value

			Fill in the local value with two layers of pencil application. First, create a base layer, applying the local value rapidly, using long strokes for filling in, without much concern about the direction of the application. Onto this base, lay down the second layer. Now keep the dimensional shape and specific texture of your subject in mind. Apply pencil applications that echo the contours and three-dimensional surface of your subject, using smaller, multidirectional strokes. Blend the second layer of local value if needed.
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				Step 1: Underdrawing

				Sketch the basic underlying shapes just as you did in the accuracy chapter. Check your drawing out on a vertical surface to make sure you have an accurate structure in place. (For the purpose of instruction, my sketching lines here are darker than yours need to be.) Drawing by author
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				Step 2: Developing

				Erase the underdrawing back to faint guidelines. Refine contours to create lost and found edges. Lightly outline any highlights on light areas and reflected light within shadows. Fill in local value with a base application of long, flattish strokes. Also fill in around highlights. Match local value to the right pencil choice: an H for lighter value and a 2B for everything else. Keep your application in the middle-value range for this step. Next, add the form shadow; keep it darker than the local value, and create the soft transitional value between the two. Outline and fill in the cast shadow, incorporating horizontal strokes to make the shadow look as though it is lying on a flat surface. Develop reflected-light areas within the form shadow, if present; keep them darker than the light value on the object. Drawing by author
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				Step 3: Finalizing

				Based on your evaluation, attend to the areas that need work. Overlay the value structure with finer applications, changing direction often. Smooth out grainy texture if needed: erase back areas that look too dark and adjust contours. Add darker accents where needed. Develop highlights. Create softer and sharper edges where you see them, making sure to hide outlines with surrounding values. Ground your subject with a balance-point shadow. Evaluate your drawing on a vertical wall once more, sitting where you drew it, with your real subject between you and your drawing. Drawing by author

			
		
		Problem Solvers

		Problems routinely occur in art—as in life! We’re not so nervous about making mistakes when we know how to fix them. The following common problems and helpful solutions apply to all value drawings—not only those in pencil and pen, but those done in wash, charcoal, and Conté (media that I’ll introduce in later chapters).
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			Problem Is the cast shadow on your tabletop too active, too dimensional?
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			Solution Horizontal strokes within the cast shadow will flatten it as well as reinforce the level plane of the table surface.
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			Problem Are the highlights on your drawing vague and unconvincing?
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			Solution Camouflage the outlines around highlights. Work over their outlines with fine pencil scribbles. Use your eraser to define their contours.
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			Problem Does the shape of your subject look flat, with abrupt transitions between values?

		

		
			[image: ]
			Solution Apply multidirectional pencil applications to disguise flat pencil applications. Create transitional values between form and local values, and soften these with a Q-tip or your finger.
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			Problem Does your shape look flat and unconvincing as a three-dimensional object? Drawing by Stephanie Seidel
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			Solution Camouflage the outlines around highlights. Work over their outlines with fine pencil scribbles. Use your eraser to define their contours. Drawing by Stephanie Seidel
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			Problem Is the contour line too dominant in relation to the object’s overall value?
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			Solution Create lost and found edges, softening contour lines here and there with an eraser or blending tool.
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			Problem Does your subject seem to float rather than sit solidly on a surface?
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				Solution Add the balance-point shadow beneath the subject to ground it on the table.
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			Problem Does the subject look as though it’s fading away?
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			Solution Develop form shadows. Reinforce contours where they look the most crisply defined.
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			Problem Has the patterned subject lost dimension?
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				Solution The entire subject, including surface pattern, should show the effects of light and shadow in order to achieve a three-dimensional look. Add form shadows over the pattern.

			
		
		BANISH PERFECTIONISM

		Problem  Being too self-critical, expecting perfection.

		Solution  When you worry about whether you have talent, whether you’re “good enough,” think about some of the following perspectives:

		What you consider imperfect in your drawing may be just the part that has your personal stamp on it and that makes it unique. That’s often where “art” is found. Making your art requires the courage to permit yourself to be yourself.

		Don’t judge your abilities based on one drawing. That drawing isn’t the culmination of everything you hope to do. Many more empty pages are waiting to give you many more drawing experiences.

		The success of a work of art isn’t based on perfect technique or a perfect replication of subject matter. No one can achieve perfection. It’s the individual’s take on what is seen, that personal filter through which the world is perceived, that makes drawings or any art form authentically beautiful—a truism that has been recognized throughout the history of art.

		
			“I say to myself, Take your time with this. You have the rest of your life to finish it. My goal is to slow down, to tell myself not to rush.”

			—STUDENT JAMIE KEEVER

		

		Problem  Worrying that you take too long to make your drawing.

		Solution  It’s not how long you take; it’s how long the drawing takes. Just stay with it until it feels and looks finished—to you. Part of the beauty of a drawing is that it captures time. As the artist David Hockney commented, “Drawing takes time. A line has time in it.”

		In my teaching experience, it’s usually not the student with the greatest initial grasp of technique or speed in drawing who develops the furthest. A combination of intense interest and a flexible learning attitude seems to ensure the most positive development. The ability to learn from the drawing experience and to shrug off a disappointing result is a definite accelerator.

		
			“A strong perfectionist bent had prevented me from trying anything I might not be good at. I learned to risk failure, because there was such pleasure in producing small drawings.”

			—STUDENT ANN PORFILIO

		

		SHOW AND TELL—OR DON’T

		Beginners in my classes thrive on the “show and tell” period, a structured evaluation of homework drawing that’s part of every session. Classmates share their experience and tend to be very supportive of their fellow students’ art. When working by yourself with this book, however, you may choose not to share your drawings with others. Some beginners like to show their work to everyone immediately, while others prefer to keep it private. Do what feels best for you.
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				“I eliminate detail by squinting and just saw the shapes. It was really fun, the most fun. I just let myself go.”

				—STUDENT ANNE BALLANTYNE (drawing above)

			

		

		Using Your Small Sketch Pad

		Your small sketch pad is a portable problem solver. If you have trouble scheduling a time and place for your new drawing activity, just take it with you, and draw where you are, making art anywhere and at any time in your everyday life. Keep the sketch pad in your pocket or purse, along with a pencil and pen, and you’ll be ready whenever you have a moment to draw and inspiration arises.

		Some sketch pad drawings are made quickly and others are time intensive. In either case, the mood of the work, the narrative progression of the pages, the choice of subject matter, and the specific setting—from a kitchen table to a hotel room—all play into what makes artwork from this sketch pad so interesting. A gathering of miniature work can be quite wonderful, and as Vincent van Gogh remarked, “Great things are done by a series of small things gathered together.”

		Your sketch pad can be a special, private place to cultivate your drawings and see what blossoms. Its pages can help you “give yourself some space” to explore, practice, have fun, and make mistakes. You can use it in tandem with a larger drawing to try out challenging details, exploring a variety of techniques before adding those elements to the larger work.

		Students regularly take their sketch pad on trips. Use your sketch pad as a travel diary to record impressions of a special time and place. Students usually use pencil or pen because they’re very portable, and don’t smudge easily or require fixative.
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				“I travel often, and I like to draw on the plane, in unfamiliar cities and countries, even hotel rooms. However imperfect a representation it may be, I find there’s something more personal and evocative about a sketch that has your fingerprints on it—literally as well as figuratively—than there is in a photograph.”

				—STUDENT LARRY WEISMAN (drawings above)

			

		

		Homework

		Make studies and sketches, do lots of tryouts—just to see what happens. Continue to be on the lookout for subject matter that engages your interest and gives you the urge to draw, wherever you are.
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				“I had zilch training when I started the course. I began the mushroom in class, and it was so detailed, I was a bit scared but became completely engrossed. We’d been taught to step back every so often, and I realized I’d been sitting there without doing that. I was shocked when I stood back and all the pieces matched up. Usually, things don’t match up, and I have a lot of erasing to do. But the fact that the contour drawing joined up gave me confidence. I took the mushroom home and got more engrossed in the detail. I thought I’d been working for about a half hour, but it was about three hours!”

				—STUDENT HELEN LOBRANO (drawing above)
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				“I had to do some homework for class, so I grabbed a water bottle as I was running out of the house, put it on a glass table by the pool, and drew while the kids swam—then went to many other places, drawing when I could. I didn’t go back and change it, didn’t have any high expectations. I just wanted to do my homework and make some progress.”

				—STUDENT PAMELA SHILLING (drawing above)
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				“My sketch pad has become so important. This was a little vase of flowers I drew at Hay Day market while I was waiting for my car to be fixed. The other morning, I drew a plate of scrambled eggs and toast! I’ve started to do this more—exercising the brain instead of waiting until the kids are asleep and the laundry’s done and I’ve got three hours and I’m not exhausted—because that never happens!”

				—STUDENT KATHLEEN LEITAO (drawing above)

			

		

	
		6.

		Expanding Techniques: Wash with Pencil and Pen

		“I am always doing that which I cannot do in order that I may learn how to do it.”

		—VINCENT VAN GOGH

		You can expand your drawing technique in exciting ways with the addition of just one new ingredient: wash. Use it to accent a drawing, to layer with other media, to expand your value range, and to add a subtle, unifying look to your work.

		What is a wash? Essentially, it’s tinted water, made by mixing a small amount of paint with a larger amount of water. A wash is transparent; you can see the texture of your drawing paper through it. Washes are the basis of the painting technique used by watercolorists.

		You’ll create and apply washes with a soft, round brush—designations that refer to the texture of the brush hairs and the overall brush shape, respectively. Some brushes that are classified as rounds will not make the crisp point that you’ll need to get into nooks and crannies with good control, so shop carefully. A small brush is suited to smaller images. Larger painted areas call for larger brushes. If you use a smaller brush to fill in a large area, streaks will result.

		Your mixed-media 90 lb. paper is a heavier, stronger paper that’s preferable for exercises using washes. Regular 80 lb. drawing paper takes some wash, but will ripple with repeated applications. In this book, washes are intended as accents for drawings.

		Supplies

		for this chapter

		□Water jar

		□Disposable paper painter’s palette, roll of polyvinyl freezer paper, or plastic-coated paper plate

		□Artist’s masking tape

		□1 tube each of black and white watercolor paint

		□#6 soft, round brush

		□Scrap paper

		□14" × 17" drawing pad

		□2B and 2H pencils

		□Facial tissues

		□Q-tips, or paper towels (optional)

		□6" × 8" or 9" x 12" mixed-media pad, 90 lb.

		□Clip-on light (optional)

		□2 waterproof black drawing pens, fine and micro nibs

		□Pink Pearl eraser or school pencil eraser (optional)
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				Drawing by student Jane Wolansky

			
		
		Accenting Pencil Drawings with Wash

		Wash can expand the options available to you for enhancing likeness and adding dimension to your work. This versatile medium can provide subtle, unifying local values to your drawings, as well as deepen shadows and accents. Once you learn how to create a wash and how to make a variety of effects with it, you’ll be prepared to develop a wash-accented drawing of your chosen subject.
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				Refer to the illustration above, but use as much paper as you need.

			
		
		EXERCISE
CREATING A WASH

		Let’s get familiar with some new painting tools and techniques. In this exercise, you’ll learn how to coordinate brush, paint, palette, and water to create a wash.

		1With your water jar filled, position your supplies on your drawing-hand side. If you’re using freezer paper as your palette, cut off a 12"-square piece and tape it down to your work surface. If you’re using a paper palette pad, leave the top piece of paper attached to the pad while you use it. Squeeze a one-inch line of the black paint onto your palette.

		2If your brush is new, it will be stiff with a gel-like coating; remove that by pushing the brush firmly against the bottom of the water jar and then shaking it around in the water. Notice that the hairs will hold water when you lift the brush out, dripping a bit here and there. If it’s too drippy, draw the hairs gently across the jar’s edge to remove excess water.

		3Using your brush, pull off a small amount of pigment from the edge of your paint—not from the middle.

		4Mix the water and paint together, making a puddle of wash on your palette. You won’t see the value of your wash clearly until you test the wash on scrap paper. Do that now.

		5To dilute the paint and lighten its value further, add more water to the paint that’s still on your brush. Move the brush in a small figure eight shape on the palette to mix the wash. As you add more water, the wash will become increasingly diluted; this lightens its value gradually from a dark to the palest gray. Test your wash on paper each time you add more water. Use most of the brush hairs to test the wash value on paper, rather than dabbing with the point.

		When applying a wash, your brush should glide over the paper surface. If it pulls on you, your brush is too dry; give it more wash. If you have too much wash, blot your brush hairs onto a paper towel to absorb some of it.

		
			“I’d been taking a watercolor class and was frustrated because I didn’t draw, and I needed to remedy that.”

			—STUDENT REGINA BRAUER

		

		EXERCISE
WASH SAMPLER

		Use the illustration on this page and text from the previous Exercise to help you experiment with a variety of wash effects. Use the full length of the brush hairs to create broad strokes, and use the tip for making smaller marks. Make the sampler your own; use as many pages of your drawing pad and tryouts as you need to explore the expressive potential of the wash medium.

		1Create a dark wash. Test the wash value on paper.

		2Add more water to the wash already on your brush to change value, making it lighter. Repeat this process, testing your results each time, to create a wash value scale.

		3Make a stroke of pale wash on your drawing paper. Let it dry. (We’ll come back to it later.)

		4Make a little group of dots with your brush’s point.

		5Create a range of pencil values using the 2H and 2B pencils clustered together on the page. Then put a wash of clear water over them. The water will pick up graphite dust from the pencil marks, creating a graphite wash. This wash adds a unifying local value to a drawing. The underlying pencil marks remain visible under the transparent gray wash. Notice how the B pencil marks darken the water more than an H will.

		You can use this approach, or use a light watercolor wash first, and once it’s dry, apply pencil on top of it. Both achieve a similar effect.

		6Tissue makes an effective eraser if used quickly, when the wash is wet. Make a stroke of wash with the point of your wash-filled brush. Blot immediately with a tissue to test.

		7To make a crisp edge along a wash line, draw a vertical pencil line (about two inches long). Position your wash-filled brush point up and parallel to the line you made. Press the point gently down and onto the paper until the brush’s hairs fan out, touching the vertical line on one side. You’ll be creating the crisp edge with the side of your brush. Pull the brush toward you along the line. If the wash runs out, turn the brush over to replenish, and keep going. This is a more efficient technique than using the brush point to paint along a straight edge. Try the same thing along a curved line.

		8Put two wash strokes next to each other, overlapping edges slightly, to see how one flows into the other.

		9Make another stroke of wash, and then shake the color off the brush in the water. (Once your water becomes dark enough to affect your washes, change it.) Add a little clear water to the edge of the wash with your brush. Clear water draws the wash toward it, softening the setting edge.

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

		11Create some small white shapes—such as a triangle, a heart, and so on—by painting around them with a dark wash.

		12Draw several two-inch-wide rectangles in pencil. Create a wash. Tilt your pad up at a slight angle. (Either hold it with a free hand, or better, prop it up on something.) Gravity helps the wash to travel down the page. Keep your pad tilted to avoid a backwash—where your wash flows back over itself. Add a stroke of wash at the top of the rectangle. Quickly add another stroke immediately beneath it, overlapping its edge. Continue down the page, feeding wash to each stroke edge before it sets. When extra wash accumulates at the bottom of the rectangle, these options will absorb it: a Q-Tip; a tissue twisted into a wick; or your brush, blotted first on a paper towel.

		13Keep your paper tilted. Draw an irregular shape with pencil. Moisten it with clear water. Add gray wash at the top of the premoistened shape, and watch it fill out the shape. You can add more wash to nudge it along.

		14Brush over a section of the now-dry wash applied in step 3 with a similar value of wash. You should see a darker value at the crossover.

		Be kind to your brush. It will last longer with some basic tender care. Never leave it to dry full of paint or wash. Keep it in water, hairs down, while working—but don’t leave it that way for a prolonged period or the hairs will curve. (If you forget and that does happen, dip the end in boiling water for a second or two to reshape the hairs.) Wash brushes after each use with warm water. Let them dry, either lying flat or in a jar with hairs up.

		Soften a Dry, Sharp Edge

		Any wash edge will “set” in a fixed position with a sharp edge if you brush it on and leave it alone to dry. To soften a dry edge, rub gently with a wet brush or Q-tip.

		EXERCISE
PENCIL STUDIES WITH WASH

		Use your mixed-media 90 lb. paper and 2H pencil for this exercise. Alternately, you can put two or three studies using only a few light applications of wash on your larger 80 lb. pad. Gather some objects that you’d like to draw, based on selections you see in the illustrations here—all small objects with close, light values.

		1Select one object (your “beloved!”): place it next to you so that you can see its details clearly. Light it if you want to. Begin with a pencil study and complete all value areas, including cast shadows.

		2Create the lightest wash possible. Maintain this value throughout this exercise. Your value patterns are now set by the pencil, and will remain intact and visible through the transparent wash. Be ready to soften edges if necessary. Use only the same light wash.

		3Test your puddle of wash. If it’s dried out or becomes more concentrated, add more water. Keep it very light. Don’t use an overloaded brush. If the wash is too dark or you get a flood, blot with a tissue immediately.

		4Apply the wash over your entire study, except for the highlights. This wash will give a soft connecting local gray value to your drawing. Move your brush with the flow of your object’s surface. Move with purpose and get off the surface before the wash begins to dry, otherwise you’ll begin to lift wash off the paper’s surface as it’s drying. If you’re getting streaks, stop, blot, let it dry, and then add more later to fill in. You can also can work wet in wet—adding more wash while the wash surface is wet and receptive.

		5To maintain a crisp edge, let the wash dry before putting wash next to it, since wet flows into wet.

		6Allow your wash to dry for a few minutes. Surfaces will be cool to the touch while still wet and slightly warm when dry. Once your drawing is dribble-proof, put it up on a vertical surface, and sit down with your subject between you and your picture. Use the same criteria for critiquing this as for any value drawing.

		7Try this exercise more than once. The first time familiarizes you with the materials and how they work. The second time, you can be more relaxed.

		
			“I wanted to draw a peanut, a bell, and other basic shapes (apple, egg, block). The pattern/texture of the peanut and the exotic nature of the antique bell are what attracted me to them. As to placement on the pages, they just fit. No pressure, just fun!”

			—STUDENT MICHELLE G. CAPPELLIERI
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				Due to their close, light values, pencil and wash drawings usually have a quiet and subdued mood. Drawings by students Pamela Shilling (top left), Sherry Artemenko (all others above)
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				Drawings by students Nancy Opgaard (top left), Michelle G. Cappellieri (all others above)

			
		
		CONSTRUCTIVE EVALUATION

		Observe your work on a vertical surface. Is there additional detail that you can add to bring out dimension? You can’t erase, since the wash seals in the surface pencil work; however, you can layer pencil, wash, or pen on top of the wash surface once it’s completely dry to deepen values, add accents, or define edges.

		
			Previewing Washes

			Test the value of your wash on a sheet of mixed media you set aside for tests before you apply it to your drawings. The value will dry a little darker than you anticipate. Have a clear idea about where you’ll apply the wash before you make it. If you don’t, the wash will dry while you’re thinking about it. Plan first, make your wash, and then take action!
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				Drawing by student Linda Fitzgerald

			
		
		WHAT IF IT DOESN’T COME OUT?

		The drawings by beginners shown on this page are examples of what works. For every success, there are many drawings that aren’t as strong. As one beginner describes it, “Sometimes I put a line up there and I knew it wasn’t right (and I was right). Yet, other times, it all added up and the time just flew by.” Be tolerant of your not-so-successful drawings. They’re all part of the process that brings forth the special ones. Keep them all so that you’ll have a record of your progress.

		Take a break when you need it. Return refreshed and ready to begin again.

		
			Use White to Fix It

			To further brighten a highlight, use opaque white watercolor. Make sure surfaces are dry when applying dry media over them. Layer a transparent white wash over high-value areas to reduce unwanted contrast.

		

		Pen Techniques

		Now that you’re familiar with adding wash to pencil, let’s learn how to add another medium, pen, to your drawings. In this section, you’ll take your familiarity with contour drawing in pen to another level with some new pen techniques.

		You can sketch with pen, using a technique similar to that used for pencil drawing. Observe and record contours both on the inside and outside of your subject, allowing your lines to break naturally and spontaneously into abbreviated contour lines. Add as much texture and detail as you want. You can use a spontaneous, intuitive approach by filling in values with quick marks or even scribbles. Or, use a more controlled approach: filling in with precision, adding more detail, and creating values with cross-hatching.

		To create value changes, reduce or expand the spaces between marks. The closer the marks, the darker the values will be. Although pressure can produce somewhat darker marks, reducing the space between them is the key.

		You can create pen values through three basic techniques:

		1Hatching: making a series of closely set parallel lines.

		2Cross-hatching: making sets of close, parallel lines crossed over one another, at right angles, diagonals, or a mix of the two.

		3Stippling: making a group of small dots, dabs, or other marks to produce a dappled effect.

		A pen line is best suited for boldly defined, detailed objects with crisp edges and segments. Outlines work best with a fine nib, while shadow areas are more effective with the micro. Micro nibs create a finer mesh of marks that are less pronounced than a fine nib makes.

		For more control, create a pencil underdrawing—either a simple notation of shape or a complete, detailed version of subject—which can be erased in a minute or so, after the pen ink is dry.
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				Drawing by student Anne Osso Porco
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		EXERCISE
PEN SAMPLER

		Make your own pen sampler now to get a feel for pen techniques. Use the illustration on this page as a starting point for your own exploration of this medium.

		1Working on your 14" × 17" pad, test both micro and fine pen nibs with scribbles to see their different value ranges.

		2Experiment with spontaneous hatching marks and doodling lines.

		3Make a scribble with each pen. Start with close, tight coils, and gradually make them looser and farther apart at the ends. Your values will move from dark to lighter in tone.

		4Draw three squares. Fill in the first with vertical strokes, leaving obvious spaces between your marks. Make strokes closer together in subsequent squares. As spaces contract, you need more strokes to fill the same size square, and the squares get darker. Make lots of these. Play with this until it feels quick and automatic.

		5Repeat the previous steps with horizontal strokes. To get into the repetition, do it quickly. Listen to the sound your pen makes. There’s a rhythm to it. You can hear it as the pen touches paper with increasing speed.

		6Overlap vertical and horizontal lines, keeping the space between them approximately the same. Add a row of diagonals.

		7Make a square as dark as you can with lots of fast, close strokes. Use diagonals as well.

		8Outline two small squares, and fill them with small marks. Use dots for the first, any marks you want for the second. As noted earlier, stippling is a way to create values out of small dots, but you can also make up your own tiny marks to create a dappled pattern. Make the corner of each square a darker value by reducing the space between marks.

		9Quickly make a vertical coil shape. Let it spiral into an increasingly narrow coil—like a tornado’s funnel shape. Build up your energy by making a quick scribble coil gesture above the paper before you begin. Make lots of them!

		10Make some semicircular marks that look like croquet wickets. Do them rapidly, automatic-pilot style. Let go into the centrifugal pull as your hand moves quickly around with each shape.

		11Note that the small-value hatches along tornadoes and wicket shapes in the pen sampler examples reflect the same curvature as the associated larger shape, but are not as wide. Apply these hatches down each side of the larger shapes; start each hatch on the outside edge of the larger shape, moving toward the middle of the shape. Overlay another narrower column of hatches at the outside edge to darken values, increasing dimension.

		12Make a small, free-form shape. Fill it with dashes that mimic the contour shape, as though your strokes described streams of water flowing over rock. Use both pens to help you create value differences here.

		13Make a similar shape. Fill it in again, but this time make one side of the shape darker than the other by filling in the spaces between marks. See if you can make a clear value transition by gradually decreasing white spaces.

		
			Strategies for Drawing with Pen

			
				1Don’t strive for perfection in each stroke. It’s the overall accumulation that counts. Pen applications can be precise or loose once you’re familiar with them. Enjoy and experiment!

				2Mimic the shape of your subject with your pen strokes, just as you did filling in with the pencil. Move your pen in more than one direction. Crossing over your strokes in another direction helps create a three-dimensional effect. If a cylinder is both round and tall, use strokes in both directions.

				3Crosshatch quickly. Don’t apply marks with your whole arm. Let your hand and fingers do the work. Figure out where you’re going, put your hand on autopilot, and start making marks. A rapid approach works better than a slow one.
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				Drawing by student M. E. Olson
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				“I used pen to capture the value contrast between the lighter tips of the antlers and the darker lower ‘branches,’ with a little pencil sketch underneath to start.”

				—STUDENT ALLAN P. GIBB (drawing above)
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				Practice making patterns with pen; they can be an effective addition to pen and wash drawings. Drawing by student Rita Walker Copping
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				The artist said of the drawing above, “I ate the potato.” Drawings by student Rita Walker Copping

			
		
		Accenting Pen Drawings with Wash

		Adding wash to a pen drawing creates effects comparable to those you achieved in chapter 3. You’ll be able to retain the bold contours and graphic patterns of your pen drawing, while taking advantage of the subtle effects and increased dimension that a variety of wash values can provide. While pencil takes a back seat in this process, you can add it as an underdrawing or layer pen, pencil, and wash in any manner you like. Just remember to use a waterproof pen and heavier, 90 lb. paper (as indicated on the supplies list), and let each layer dry thoroughly between applications.
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				Drawings by students Mary E. Tangney (above left), Jami Lo (above right), Kim Nightingale (bottom)
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				These two drawings reflect the subtle low-contrast qualities of pencil and wash (top), and the more assertive impact of pen and wash (bottom). Drawings by student Anne Osso Porco

			
		
		EXERCISE
ADDING WASH TO PEN

		You may choose to add wash to a casual pencil underdrawing, letting it act as a local value which you can add pen to after it’s dry. Or proceed with your pen first, then add wash afterwards as a local value, or simply to reinforce shadow values. As you explore the myriad possibilities of this medium you’ll find your own favorite ways to use it.

		1Arrange your chosen subject. Begin with a pencil underdrawing, applied according to the effect you want to achieve. Applying the pencil first will increase your technical control, before you add ink and wash. In a casual drawing, retain your pencil marks if you like the look. With a formal pen drawing, erase your pencil underdrawing after the ink dries.

		2Create your pen drawing. Put in as much detail as you want. Washes placed over pen lines can subdue the bold look of the pen as well.

		3Squint to see the shadow-value pattern. Use your micro nib for those areas.

		4Wait for a few seconds to let the pen ink dry. Test a small area with wash. Place a very light wash over all value areas, reserving lightest areas—highlights in particular—as blank paper and building up washes gradually, as you did before.

		
			“When someone in class said she took two hours to do a drawing, I felt much better, because I always feel that I take too long.”

			—STUDENT KATHLEEN LEITAO

		

		CONSTRUCTIVE EVALUATION

		Evaluate as you would for any value drawing, from a distance, once your wash has set. Ask yourself if any areas need darker values. You can put more pen work over areas to deepen values, adding more contrast. You can also put washes over the pen work—but don’t use the waterproof pen on a wet surface or you’ll damage the pen. Use a wash of white watercolor to subdue areas that are too dark or too bold.
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				Layer light washes gradually to achieve darker values with greater control. Remember to let the wash dry thoroughly between applications. Drawings by students Sandy Fitzmaurice (above left), A. Gaston (right), Jim Hohorst (bottom)

			
		
		Homework

		Play with techniques and materials. Now that you’re familiar with wash, experiment with direct mixing and application of darker washes. Let friends in on your activity through social media, if you like. Photocopy your work (using the black-and-white setting on a color laser printer to get a full range of grays) to send friends a piece of “mail art.” Use a postcard-size format, or if larger, apply a first-class stamp.
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				“I hadn’t taken a real art class since I was a kid. I was afraid to try, intimidated by all the details. So when we had the assignment to do the pen and wash, I wanted to do the cattails, but I was so worried about the wash and all those overlapping leaves and all those shadows to draw. I used a pencil sketch underdrawing for overall shape and placement, then just started at one end and worked my way to the other. No stopping or erasing. I realized it wasn’t like this was going to be taken out and put on a public wall for critique. I could just start over if I wanted to, but I had to keep going until I finished. I was so happy when I saw that it was actually recognizable as cattails!”

				—STUDENT TRACEY M. ROBINSON (drawing above)

			

		

	
		7.

		Expanding Techniques: Charcoal

		“Grace, or the Tao, always surrounds us; whenever we are open for a moment,  it enters into us.”

		—HERMANN HESSE

		The keys for creating dimension and resemblance are shared by all the media you’ll use in this book, including vine charcoal; however, this versatile medium also has its own unique qualities. Not only can you draw lines with its tip, but you can also create lovely swaths of gray by rubbing it lengthwise on your paper. Whether used on its side or tip, vine charcoal produces a grainy, textural effect, which you can leave as is or blend. Vine charcoal is often referred to as “forgiving” because it is easily erased. The surface of a charcoal drawing is easy to alter. This feature allows you, the artist, to lift charcoal dust off the surface with your eraser or the ever-handy Q-tip, to create light areas and highlights, and to soften edges with ease. Beginners also enjoy using their fingers to blend it. Tortillons, or blending stumps—pointed cardboard cylinders that come in a variety of diameters—can be used for fine blending.

		Charcoal pencils can be effective companions to vine charcoal. They provide high-contrast options and sharper points for drawing than vine charcoal. You can fill in shapes with them pencil-style; however, they can’t create the broad applications possible with the side of a piece of vine charcoal. Both charcoal pencils and tortillons need to be sharpened with a matte knife.

		
			“I liked working in pencil, but I didn’t like it as much as drawing in charcoal. I can’t get the drama out of my pencil that I can out of the charcoal.”

			—STUDENT JAMIE KEEVER

		

		Supplies

		for this chapter

		□5 sticks vine charcoal, soft or extra soft

		□Newsprint pad

		□Kneaded eraser

		□Charcoal pencils, black and white, 2B

		□Plain cloth

		□14" × 17" drawing pad

		□Paper towels

		□Fixative spray

		Optional:

		□Q-tips

		□School pencil eraser

		□Tortillons

		□Scrap paper
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				Drawing by student John F. X. Peloso

			
		
		Using Charcoal

		A simple piece of charcoal can create so many intriguing drawing effects. You’ll learn about these by making a charcoal sampler, which will prepare you for creating studies in charcoal of your chosen subject matter. You’ll make the shapes you want with the tip of the charcoal stick. You’ll create the values you need by adding charcoal with the side of the vine charcoal stick, and subtracting it with your eraser, or your fingers.

		Since vine charcoal produces a fragile surface, take care not to brush against or lean across your drawing. You can place a piece of drawing paper—or better, glassine paper (a smooth paper used to protect delicate surfaces like charcoal)—over an area you’ve drawn, to protect it while you’re working. We’ll discuss ways to protect the surface in a more permanent manner at the end of this chapter.

		School Pencil Eraser Tips

		The eraser on a school pencil is a useful tool when working with charcoal—especially for creating small precise marks—but it’s not the renewable resource the kneaded eraser is. Both kinds of erasers are effective for feathering edges and defining crisp ones.

		
			“I came to drawing class with the idea of painting—eventually. I found I loved the way charcoal went on in layers. It reminded me of painting.”

			—STUDENT JANE WOLANSKY
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				Drawing by student Kathleen Leitao

			
		
		EXERCISE
CHARCOAL SAMPLER

		Let’s get a feel for how vine charcoal and blending tools—kneaded eraser, your fingers, Q-tips, or tortillons—as well as the techniques of layering and alternating pressure work with this medium. Use your newsprint pad and spread your work over as many pages as you’d like.

		1Snap off a one-and-a-half-inch piece of charcoal. Hold this piece of charcoal between your thumb and first two fingers. Rub it back and forth on its side to make some square-ish marks. Next, try to erase through the mark you’ve made, and use your finger to blend. Blow any buildup of charcoal dust off the drawing surface.

		2Make a long, serpentine, ribbon-candy mark by alternating pressure off and on the side of the charcoal as you move down the page.

		3Create two value scales. For the first one, scrub back and forth, making a dark square. Continue to scrub, moving off the square, while decreasing pressure to make charcoal values gradually grow lighter. For the second scale, fill in five squares of different values, starting with the darkest and moving sequentially to the lightest. Smooth each one, reapplying charcoal to adjust values.

		4Apply pressure to see how dark a charcoal mark you can make. If such pressure results in only scratchy, pale marks, you may have a faulty stick. Try another piece to get darker grays.

		5Stack two marks, both made with the side of the charcoal. Blend one into the other with your your finger, a Q-tip, eraser, or other blending tool (like a tortillon).

		6To create a crisp edge, move your grip to one end of your charcoal; press down while pulling it over the paper toward you. Move your grip to the middle of the stick and do the same, with no pressure on either end, to create a softer edge.

		7Make three two-inch squares of a dark, middle-gray value. Smooth the surfaces.

		8Pinch up a small nub of clean kneaded eraser, without pulling it from the whole. Use this eraser tool to create a small, light area in the midst of the first dark gray square you prepared for this exercise. Push down on the eraser tool, and wiggle, rather than wipe, to make your desired shape. Repeat if you want a lighter mark. This is a great technique for creating bright, crisp highlights.

		Use small strokes with your eraser tool to break down the edge of this small, light area. Break down one side of your square this way as well.

		9Reduce the size of your second square by erasing a column of charcoal from three sides. Maintain a firm pressure while you drag the eraser in the appropriate direction. You might have to scrub a little to get the surface thoroughly erased. You can create a curvy edge this way as well. Try that on the fourth side. When the eraser surface becomes darkened by charcoal buildup, fold that darkened area back into the eraser to uncover a clean surface.

		10Bear down firmly and drag the eraser diagonally to make a triangle out of the third square.

		11With the sharp edge at the end of your charcoal, draw contour lines—some dark, some light. Soften them with a blending tool. Use this technique when an outline is too prominent. Try this with your charcoal pencil.

		12Make a gray value square. Wipe it with the flat side of your eraser to subdue its texture.

		13Draw some irregular shapes with the tip of your charcoal. Use the side of your charcoal to fill in these shapes with multidirectional, flowing strokes that echo the irregular contour of those shapes. In one of these shapes, use horizontal strokes, parallel to the level bottom of your page, to smooth down the active strokes you’ve made; this technique will come in handy when you create cast shadows.

		14When you’ve completed this exercise, view all your pages at a distance in order to appreciate the texture and dimensional quality inherent in the charcoal medium.
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				Overly active cast shadows (left) can be tamed with level strokes that mimic the horizontal level of the table surface.

			
		
		Preparing to Make a Charcoal Study

		Now that you’ve explored the expressive qualities of vine charcoal with your sampler, let’s get ready to make a charcoal study. You know how to blend, layer, lift out charcoal dust with an eraser, and vary the amounts of pressure on the charcoal to get the effects that you need for this project. The fact that you can make a broad application of grays with this medium, as well as layer with it, explains why you often hear the phrase “charcoal painting,” just as you do “pencil painting.” See how you like “painting” with vine charcoal. But first, find your subject!

		FIND YOUR SUBJECT

		Subjects with simple, sculptural shapes in one color are good choices for your first drawing in charcoal. For this reason, the grocery store is an ideal place to find subjects (and you can always eat what you don’t draw). Use the illustrations on the following pages to help you with your selections.

		Tips for Challenging Subjects

		When you begin your charcoal drawing, here are some helpful tips to keep in mind related to commonly chosen subjects:

		
			•Count the number of segments in subject matter like pumpkins, acorn squash, or bell peppers. Each highlight shape is specific to the particular segment surface it sits on. Record these precisely to create the underlying shape accurately.

			•Draw stems carefully; record both sides.

			•Observe carefully; note, for example, that the lower portion of an apple stem is hidden in the valley behind the rounded frontal shape of the apple. It doesn’t hover in space.

			•Keep in mind that dark subjects—like eggplants or Red Delicious apples—have a variety of dark values, not just one.

			•Lemons and cabbages need a light local value against which lighter features, like ribs and pores, can be seen. Create a selection of lighter features with an eraser, or add them with a white charcoal pencil. The overall shape, rather than lots of pores, conveys it’s a lemon.
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				Drawing by student Pamela M. Heberton

			
		
		Value Relationship between Subject and Ground

		A ground is an overall background value, such as you’ll learn more about on the next page. It supplies a middle value against which you can better judge other values. once you draw the shape of your subject on the ground, you’ll need to differentiate the local value and texture of your subject from that of the ground. This will keep your subject looking three-dimensional and not transparent. Let’s see how that works using subject matter with different values.
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				1. If your subject is darker, fill in its overall local value until it’s darker than the ground
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				2. If your subject is lighter on one side and darker on the other, apply a middle local value. Differentiate values on either side.
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				3. If your subject and ground are the same value, change the texture inside your subject with your finger until it differs from that of the ground.
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				4. If your subject is lighter, lift off charcoal with a Q-tip or an eraser until the subject is lighter than the ground.

			
		
		Creating a Charcoal Study, Step by Step

		Select your “beloved.” Put it on a single-value table surface or cloth. Adjust your subject’s position and lighting to create clearly identifiable form and cast shadows. Turn off other light sources than the clip-on light to create more dimensional impact. Squint to see the shadow shapes more clearly. Look for the interlocked local- and shadow-value shapes on your subject. Where dark meets light, the transitional shadow will be soft, blended.

		
			“I discovered that if I could find just one thing and change that—meaning, fix it—then I could see the next thing that I could change.”

			—STUDENT NANCY OPGAARD
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				Step 1: Creating a Ground

				Cover your drawing pad paper with the same value ground as that of your resting surface. Apply charcoal in vertical and horizontal directions, or in a flowing manner if you prefer. You don’t need to fill the entire page. A border of white paper can remain. Keep strokes close enough together to avoid a striped effect. Rub them down with a paper towel to get a soft overall gray with a suede-like finish.
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				Step 2: Drawing the Subject

				With the point of your charcoal, make a slow, careful contour drawing of your subject. Include any edge, outside or inside (such as the grooves of a pumpkin), that can be turned into a contour line. Put specific character into your drawing by recording what you see, not a generalization. Note that stems have volume, like miniature tubes. Practice any challenging areas on a separate piece of scrap paper. If you don’t like your contour drawing, wipe it out, lay on more ground, and smooth it with a paper towel. Are you sure you want to use this subject? You can change your mind!
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				Step 3: Determining Relative Value

				Determine the local value of your subject relative to the ground. Add to, subtract from, or change the texture of the charcoal inside your drawing to capture that value. (You can apply your local values over contour drawing lines inside your subject; it won’t erase them.) The pear I drew here had a local value that was the same as the ground. I finger-painted the inside of the pear to differentiate it from the ground. I applied form shadows on top of that and softened transitional shadow edges. I added both the cast shadow and the value changes I observed in the negative space around my subject, to make the pear contour stand out.
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				Step 4: Finishing

				Use your charcoal techniques to reach the degree of finish you like. I used the kneaded eraser for many final effects: dabbing at the local-value surface to replicate the mottled surface of the pear, erasing charcoal in front of the pear to give the table surface a more substantial feel, lifting out charcoal to create reflected light within the shadow, and lightening areas in the background to define the pear’s shape. I added charcoal to further soften the transitional values between the form shadow and local values, and redrew the contour of the pear at the bottom. Drawing by author

			
		
		
			“I was thinking later on that the reason it came out so well is I enjoyed what I was drawing. Plus, I wasn’t in a hurry. I didn’t mind if I sat there, because that’s what I wanted to draw.”

			—STUDENT JAMIE KEEVER

		

		
			“With charcoal, you can do a contour drawing, fill it in, then easily change lines you don’t want. By putting in the ground, you can go up and down the value scale from there.”

			—STUDENT PAMELA M. HEBERTON
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				Skillfully rendered values combined with careful contour drawings create the illusion of dimension in these charcoal studies. Drawings by students Anne Ballantyne (top), Susan DiLoreto (above left), Jane Wolansky (above right)
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				“When I did this charcoal, chaos was all around me. My son was doing his homework, my daughter was in and out, the dog was doing what she does—so it was a surprise that the drawing came out at all.”

				—STUDENT STEPHANIE SEIDEL (drawing above)
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				Apply values with the side of your charcoal to reflect the surface changes of your subject. Drawings by students Diane M. H. Schultz (above left), Mary Jo Fusaro (above right)

			
		
		CONSTRUCTIVE EVALUATION

		The more value detail you observe and add to your drawing over time, the more closely you replicate the spatial dimension in front of you; however, some beginners make charcoal studies rapidly, in a more direct fashion. Fast finishers in class will glance around, wondering if they should keep going, even though they feel finished with their drawing. If that sounds like your experience, examine your work at a distance to help you decide. If you like it, it’s complete. If you aren’t satisfied, follow the evaluation procedure until you are. Sometimes a nice drawing pops out quickly. If it does, accept the gift! Each drawing in this chapter, whether created quickly or with a time-intensive approach, has its own distinct appeal.

		Put your drawing on a vertical surface. Look at it and your subject from the place where you made the drawing. Review the following information on improving your charcoal drawing to help you decide whether your work feels finished.
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				“I had three different colored peppers, so I got those out. I put the outline in first, to see where they were in space, then the local values. For lighter areas, I picked up layers of charcoal, mostly with my finger. The yellow pepper was hardest.”

				—STUDENT STEPHANIE SEIDEL (drawing above)

			

		

		IMPROVING YOUR CHARCOAL DRAWING

		You can use the same approach to finding and fixing problems to improve your charcoal drawings that you used in pencil drawing; however, due to the differences in the two media, techniques used to correct problems are somewhat different. Use your sampler to help you to identify what approach you need to apply.

		
			○If your subject looks flat, you may need to add form shadows. If you have drawn contours with uniform pressure, then create lost and found edges. Soften lines with a blending tool here and there to modulate them. Reinforce a line if needed; blend a crisp contour line neatly into the local value for a more representational impact.

			○If an object looks fragmented, it may need a middle value; transitions between values may be too abrupt and require softening with a blending tool.

			○If an object appears to be fading away, you may need to add more value contrasts, well defined edges, and a balance-point shadow. You can define a shape with the addition of local value applied crisply along the contour line. Alternately, do the same by adding charcoal in the negative space around your object.

			○If your highlights aren’t convincing, make sure you’re using a clean eraser tool. If you can’t get an area light enough, supplement your eraser with white charcoal pencil or white Conté. You may need to darken the values around the highlight. Don’t forget to add dark accents; they will make your highlights look brighter in contrast. One of these will be the balance-point shadow. If vine charcoal doesn’t provide enough dark value, use the black charcoal pencil.
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				“What I loved about this drawing was how physical it was working with the charcoal. Rubbing and redrawing, using the eraser to pick up a bit here and there. My whole body could get involved when I put in the ground. I could dance it!”

				—STUDENT PATRICIA P. SPOOR (drawing above)

			

		

		Protecting Your Charcoal Drawing

		Vine charcoal produces a fragile surface that needs protection. If you brush against it accidentally, your work can be altered. For this reason, charcoal drawings are sealed with fixative, which must be handled with care because the fumes are toxic. Follow the cautionary instructions on the fixative container. Spray outdoors if possible. Indoor spraying needs to be done in a well-ventilated area—like an open garage. Never spray inside your living space. If you’re uncomfortable using spray, and aren’t ready to frame, store your drawings in a portfolio separated by glassine paper, which won’t lift off surface charcoal dust.

		
			“I discovered a medium that I loved, charcoal, where I could be messy, spontaneous, and less precise.”

			—STUDENT SHERRY ARTEMENKO
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				Effectively applied cast shadows anchor items to the surface on which they sit and enhance a drawing’s overall visual appeal. Drawings by students Mary Jo Fusaro (top), Sherry Artemenko (bottom)

			
		
		Homework

		After you finish your first piece on a charcoal ground, you can forego the ground if you like and draw directly with your charcoal point from that moment forward. Fill in values to the extent you want. Expand your choice of subject matter, but stay with dimensional objects, and light them if you want a spatial impact.

		Do what works to make your drawing interesting and satisfying. Experiment with this new medium and enjoy yourself!
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				“I signed up for a five-hour workshop. As the day unfolded, I followed each step of instruction, each little success giving me the courage to continue. When I first looked at the array of fruit and vegetables, the cabbage seemed to wink at me. I thought, No you don’t—I’ll do an apple. Then I thought, What’s the worst that can happen? It won’t turn out, and I’ll try something else. As the cabbage began to take shape on my paper, it was working. I just followed the lines, drew what I saw, erased the charcoal to show the light. I relaxed, didn’t worry, had fun. I nearly cried several times during the day—not from fear, but from the joy of knowing that this part of me was being accessed. I could actually learn how to draw!”

				—STUDENT NANCY OPGAARD (drawing above)

			

		

	
		8.

		Drawing the Face, Frontal View

		“Every man’s work—in literature, music, or pictures—is always a portrait of himself, and the more he tries to conceal himself, the more clearly will his character appear…”

		—SAMUEL BUTLER

		Luckily for anyone who wants to draw the face, the relationships between the facial features and the rest of the head are set in bone. These relationships are surface manifestations of the underlying skull structure, something that, except for the mobility of the jaws, is rigid. This is good news for the beginning artist, since there are fewer variables to deal with.

		The biggest challenge in drawing the frontal face is a perceptual, rather than technical, one. By now you have all the technical skills you need to draw this subject. In order to see the face in a new, more accurate way, you’ll need to replace the face symbol most of us have stored in our minds since childhood with new, more accurate information.

		What do I mean by a “face symbol”? Picture a lollipop-shaped head on the stick neck. Large, staring eyes rimmed with spiky lashes. The nose with ball-bearing nostrils. A hairstyle worn simply but efficiently on the tip-top of the head. A rigidly outlined, free-floating mouth. It worked; it said “face” in an efficient, shorthand method. The following pages will provide you with the guidance you need to replace that symbol face and draw a more realistic version of the frontal face.

		
			“I started taking drawing because I wanted to do still life. It felt like the safest thing, and then I started with the face and it was like—an epiphany!”

			—STUDENT ANNE OSSO PORCO

		

		Supplies

		for this chapter

		□H and B drawing pencils

		□14" × 17" drawing pad

		□Pink Pearl eraser and school pencil eraser

		□Black-and-white photocopies of source image, one in high contrast setting

		□Scrap paper (optional)
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				Drawing by student Sherry Artemenk

			
		
		Studying the Frontal Face

		Let’s start by making some basic observations of the frontal face, using the pencil tool familiar to you from chapter 4. You’ll be your own best model for this exercise, since you’re the one most likely to be generous with your time! Stand in front of a vertically mounted mirror that allows you to see the reflection of your whole head.

		
			“When I draw, it takes me a long, long time. I know I’ll never get anyone else to sit still long enough—so I draw myself.”

			—STUDENT JIM HOHORST

		

		EXERCISE
START WITH YOUR OWN FACE

		For this exercise, you’ll simply observe your face in a frontal pose, using techniques that you’re familiar with from the accuracy chapter. Be careful not to tilt your head up when you do this, as it will throw off proportions.

		1Extend your pencil vertically until it lines up with the middle of your chin and the top of your head. Close one eye, and focus on the features beyond your extended pencil. Notice that your face is bilaterally symmetrical, meaning that it can be divided by a midline into two equal halves.

		2Hold your pencil vertically, and measure from eye level to chin level. Note that this measurement is the same as that from eye level to top of the head. Your eyes will be halfway down your head.

		3Hold your pencil vertically to line up the following features: pupils to the sides of the mouth, and tear ducts to the sides of the nose. You’ll discover that these features will line up approximately along vertical sight lines.

		4Let’s locate areas of the face that express emotion. You don’t need your pencil for this. We know our feelings can be readily communicated with the eyes and mouth; however, other areas of the face have a part to play in expressing emotion. Observe yourself in the mirror while making a face to act out each reaction below. (Ham it up to get the full benefit of this exercise!)

		“I couldn’t be more surprised!”

		“Ick, this tastes awful!”

		“That was wonderful!”

		5Repeat these responses with your eyes closed and both hands covering your face from forehead to chin. You’ll feel your facial muscles move with the changing emotions. Although we’re going to study the face in a composed state (at least you’ll attempt to remain composed!), it’s helpful to be aware of the additional expressive role played by the brows, the chin, and the cheek area close to the mouth. Look for directional changes in contours and changes in value shapes in those areas.

		
			Cell Phone Camera Tips

			Use the grayscale setting on your cell phone camera for help capturing the value structure of your model’s face and hair. Print the photo out at a size you can work with comfortably. Zoom in on the screen image while you draw to give yourself helpful close-ups of each facial feature. Your cell phone will also allow you to “step back” from your work and gain a new perspective. To do this, take a picture of your work in progress. View it on your cell phone screen to see the drawing reduced to its essence—line, shape, and value. This summary view helps you to identify which essentials need adjusting.
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				This symbol character lurks in all of us, until we replace it by observing and recording new information about the face.

			
		
		FIND YOUR MODEL

		When you’re ready to draw, you can continue as your own model or find someone who has the time to pose for you. Alternately, ask someone to take your picture, or take one of someone you want to draw, expressly for this purpose. You can use the photograph to supplement working directly from life or simply work exclusively from the photograph. Photocopying color photo sources using the black-and-white setting on a laser copier will reproduce gray tones most accurately. A photocopy made on a high-contrast copier setting will give you a schematic view of shadow patterns. Copying a painting or drawing of a subject in a frontal view from an art history book is another option. However, photographs can’t replace actual observation and familiarity with a three-dimensional face. Whether you work from photographs or not, observe from real life as a foundation for your experience.

		
			“I set up a mirror on a small table, angled a light from the right, closed the shades, and sat two feet from it. I posed several times and tried to sit in the same place but probably was a little off. I took close-up pictures of my eyes, nose, mouth, and ears to help me with the details.”

			—STUDENT JIM KELSEY

		

		Drawing the Frontal View, Step by Step

		The relationships you observed on your own face will be true for all other human beings, regardless of gender, ethnicity, or age—with the exception of young children, whose facial bones are still developing. The following instructions will guide you in drawing the frontal view of the face in a step-by-step sequence. You can modify this information according to the specifics of your model’s face. When you realize that something is “off” in your drawing, return to the basic information in the stages ahead to help you.

		
			○Stage One: Blocking in Proportions

			○Stage Two: Developing Features, Parts One and Two

			○Stage Three: Shaping the Face

			○Stage Four: Adding Dimension

		

		
			“Something clicked inside my mind, and I was able to see things differently. Instead of looking at what I was drawing as a whole, I looked at its parts.”

			—STUDENT TRACEY M. ROBINSON

		

		EXERCISE
STAGE ONE: BLOCKING IN PROPORTIONS

		Copy the universal template on this page for the proportions of the face and position of the facial features. Use a 2H pencil to make a light, erasable sketch. You’ll draw each step on top of the previous one.

		1Sketch an oval about eight inches high to represent the head. You’ll use this shape as a foundation that you’ll modify later. (Practice your ovals on newsprint paper if needed, until you warm up.)

		2Sketch horizontal lines at the top and bottom of the oval to indicate the top of the head and the chin levels. Sketch a vertical line between these two levels that divides the oval evenly in half. This line represents the midline of the face, and it divides the face into two symmetrical sides. Check this image on a vertical surface to make sure the midline is parallel to the sides of your page before going to the next step.

		3Sketch a horizontal line halfway down the oval and at right angles to the midline to mark eye level.

		4Sketch five horizontal ovals bisected by the eye-level line to determine the location of the eyeballs. The eye-level line will pass through the center of the pupils when the eyes are looking straight ahead. Adjust the size of your ovals to make them all equal. You’re representing the whole eyeball at this stage, not just the part visible between the lids.

		5Sketch a horizontal line on the midline halfway between eye- and chin-level lines to locate the nose level. This line represents the base, not the tip, of the nose.

		6Sketch two vertical lines from the right and left side of the middle eyeball to nose level. Extend the nose-level mark to meet them. This new horizontal line equals the approximate width of the bottom of the nose and is also the length of an eyeball, end to end.

		7Sketch a horizontal line a third of the way down between the nose- and chin-level lines to locate the lip level. The lip mark is variable, but in general, lips are closer to the base of the nose than to the chin.

		8Sketch two vertical lines from the middle of eye ovals two and four to the lip level. Doing so establishes the approximate width of the mouth. The level lines at the chin and top-of-the-head, eye-, nose-, and mouth-level lines are parallel to one another, and positioned at right angles to the midline.

		
			Avoid

			Be careful not to make:

			
				○A circle for the head

				○Circles for eyes

				○A midline that’s not vertical

				○An eye level that’s not horizontal or that’s too high

				○A nose level that’s too high

				○Eye ovals above the eye-level line

				○Dark, unbroken blocking-in lines
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				This image illustrates the accurate position of features on the face. Use it as an underdrawing for your drawing.

			
		
		CONSTRUCTIVE EVALUATION

		Place your drawing on the wall, and view it from a distance. Make sure the relative positions of the features on the oval are correct and that the midline and feature lines are at right angles to each other.

		
			“One of my favorite moments was instruction on drawing a face. I was amazed that what I thought was beyond my scant ability was well within reach—just an oval, bisected, five eye-widths across, and so on. Miraculously, a well-proportioned face emerged.”

			—STUDENT MARGARET ROSS

		

		
			Avoid

			Be careful not to make:

			
				○Oval too wide or too long

				○Eyes too large, irises too big, or the eyes too small for the oval

				○Sides of the nose attached to the tear ducts

				○Nose too long or too short and its bottom too small

				○Mouth too high

				○Mouth stretched
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			[image: ]
			
				Creating a resemblance between your model and your drawing begins with the development of specific features on the structure you’ve created.

			
		
		EXERCISE
STAGE TWO, PART ONE: DEVELOPING FEATURES—UNDERDRAWING

		You’ll approach this stage in two parts. First, you’ll use light directional lines to sketch underdrawings for the features. Second, you’ll develop your sketches by adding details.

		Use the illustration on this page as general reference for developing the individual features of your chosen model. Read through the following section before drawing, observing yourself or your model as you read. When it’s time to draw, refer to your model’s face. Focus on the contour shapes that make up each feature; take in their relationship to the larger symmetrical facial structure while you work.

		1Establish the bridge of the nose with two lines placed within the middle eye oval that bisect the eye-level line. The bridge anchors the middle of the face and is never wider than the bottom width of the nose.

		2Sketch the tear ducts as triangular shapes pointing in at the bridge from within eye ovals two and four. Sketch lids within these two eye ovals. Link them to the tear ducts. Bring the lower lid up near the eye-level line. Sketch the irises.

		3Sketch the brow angles. The crease, where the eyeball nestles into the bony orbit of the skull, usually mirrors the rise and fall of the upper eyelid. Focus on capturing the shape between the crease of the eyes and brow to draw both features accurately. Use the upper lid lash line as a reference if no crease is visible.

		4Block in the nose column from the bridge to the tip and nostrils. Position nostril openings above the nose-level mark at the base of the nose, not on it. Note their angles; leave space between them. Sketch the angles of fleshy nostril coverings. Verify that your model’s nostrils line up with the tear ducts, or if the reference is an area of the iris, indicating a wider nose, and then adjust your line.

		5Sketch the mouth, with its undulating centerline.
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				Use directional lines to develop an oval into an eye.

			
		
		
			Avoid

			Be careful not to make:

			
				○Whites of the eyes too large

				○Irises too large and fully visible

				○Lids too large and drawn around the original ovals

				○Spiky lash fringe
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					Drawing by the author
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				If you wear glasses while you work on a self-portrait, treat them as just another shape. Create lighting without direct highlights on the lens surface. Drawing by student Stephanie Seidel
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				Use light, directional lines to block in the basic parts of the nose.

			
		
		Draw the nose the way you see it in order to create a likeness. Beginners are often concerned that it will look too large or too strange. A nose can be an exotic shape. It will likely be larger than you expected; however, the eyes of your subject will naturally attract the viewer’s attention more than the nose.

		
			Avoid

			
				Be sure not to draw the end of the nose (from top to bottom) like:

				○The canary-beak nose

				○The synchronized-swimmer’s pinched nose

				○The Miss Piggy nose

				○The frilly-apron nose
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			“At first, I was afraid of the self-portrait. But I ended up liking it, because it afforded me unlimited ‘stare time.’ We’re conditioned to think staring is rude, particularly staring at individual facial features. The freedom to study a human face, to draw wrinkles and blemishes with abandon, came as a relief.”

			—STUDENT MARGARET ROSS
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				Capture the directional changes in the midline and upper-lip contour to capture a likeness.

			
		
		
			Avoid

			Be careful not to make:

			
				○The lip outline as dark as the midline

				○Rigid, unbroken dark lines
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		EXERCISE
STAGE TWO, PART TWO: DEVELOPING FEATURES—ADDING DETAIL

		Let’s work with abbreviated contour lines to develop the features, adding details to your underdrawings. Refer to the illustrations of the eyes, nose, and mouth in this section and in the section on adding values. You can do this stage and the next one (on adding values) simultaneously, if that works for you.

		1Erase back eye ovals three and five. Refine the particular shape of the bridge of your model’s nose. It may be somewhat triangular or column-shaped.

		2Refine the steep angle of the upper lid that leads up from the tear duct, continues above the iris, and descends to overlap the lower lid at the outside corners. This angle is significant for creating an accurate eye shape. This fact is often surprising to beginners, who assume the eye has a rounded shape. The fleshy inner portion of the lower lid, not the lash line, rests against the eyeball.

		3Record any differences in the shape of the eyes. The eyes are fraternal, not identical, twins. You’ll often see size and shape discrepancies. Sometimes, tilted eye levels are not quite at right angles to the midline.

		4Adjust the eyes if you’ve made them too large—a common error, given their importance to us. If they seem large, make sure you haven’t drawn the lids around the eyeball or haven’t elongated the lids. If your eyes are longer from side to side than the length of the nose, they are likely too big. (Sight the length of your model’s eye on the horizontal. Compare that to the length of your nose on a vertical. This will be the general proportion to maintain in your drawing.) If needed, redraw the lids to reduce the white shapes of the eyes.

		5Refine the shape of the iris to a slightly rounded cube. We often imagine we see the iris as a full circle, and mistakenly draw it that way. Only when the eye expresses intense emotion do we see the entire iris. (In my own close-up drawing of this feature on this page, the fact that I was staring in a concentrated fashion made more of my iris visible than is standard.) Much of the upper rim of the iris is covered by the upper eyelid. The lower rim of the iris is usually slightly overlapped by the lower lid.

		6Check on the pupil value. Beginners often make it too dark at this point. Notice that the pupil will appear closer to the upper lid than to the lower lid.

		7Develop each eyebrow as an individually angled value shape, not as lots of hairs. Feel your own orbital ridge—the bony brow line that juts out over your eyes—to get a sense of the downward curve the brows follow.

		8Develop the nose at the baseline. Make sure you’ve placed the nostril openings above, and not on, the baseline, or you’ll elongate the nose, throwing off the proportions of the lower half of the face. Notice that the fleshy margin along the nose baseline continues around into the sides of the nose. Review the specific shape of both nostril openings. They can vary from almost horizontal to quite diagonal. Compare their angles to a vertical sight line. Record the fleshy area between the nostril openings carefully; doing so will help you to draw the nostril openings more accurately, too, because they share contours.

		In some models, the tip of the nose extends below the baseline; however, nostril openings do not. Some noses will be naturally shorter than the nose baseline. In those cases, the upper lip will look longer and the mouth will appear closer to halfway between nose level and chin level. Refine the shape of the fleshy outer contours of the nostrils at the widest part of the nose.

		9Refine the contour shape of your model’s mouth. The center of the upper lip may protrude slightly, producing a small overhang that fits into the center of the lower lip. The upper lip contour is comparable to a mountain-range elevation map. At times, you’ll see high peaks and low valleys, gently rolling hills, and a fairly level surface. Note that the lower lip is defined more by the light on it and the form shadow just under it than by a rigid contour line.

		If a challenging area leads you to overly darken and reinforce your lines, practice the feature on scrap paper to avoid doing that.

		
			“The main thing I had to get over was trying to make myself look like what I want to look like instead of drawing exactly what I saw. I got past that by looking at the forms. My nose is just a shape, the way the handle of a cup is a shape.”

			—STUDENT SUSAN PARSONS
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				The nose is captured in this portrait with a few well-chosen lines to suggest its important shapes. Drawing by student Anne Ballantyne

			
		
		
			[image: ]
			
				As each carefully observed featured is developed on the oval structure, a unique individual begins to emerge. Values and face shape specific to the subject are then added to create further likeness. Drawing by student Amy Miller

			
		
		EXERCISE
STAGE THREE: SHAPING THE FACE

		Start with a general assessment of the face shape you’re studying. Is it square-ish, rectangular, heart-shaped, or something else? Is it wider at the jaw than at the forehead or just the opposite? Some people have narrow, chiseled faces, others have rounder ones. Each person has a unique face shape.

		1Erase blocking-in lines. Use directional lines to redefine the contours of the face relative to the features drawn. As you reshape the oval, you’ll bring the revised, more angular contour closer to the features (especially just above the brow line at the temples, below the cheekbones on a level with the bottom of the nose, and at the chin line on a level with the lower lip). Block in the shape of your model’s hair only after the face has been shaped.

		2Sketch in the shape of the ears from eyebrow level to the middle of the upper lip.

		3Use directional lines to block in the overall shape of the hair—as though it was an interesting hat—and relate its shape to the modified face shape.

		4Refine the shape of the forehead. Approach it as a puzzle shape that shares borders with the hairline and brows.

		5Refine the shape of the chin.

		6Add the neck or else you’ll have a disembodied head (like Oz the Great and Powerful!). Sketch the neck column starting where it becomes visible along the chin line. Sketch shoulders as sloping diagonals that emerge toward the middle of the neck. (A shirt collar would begin at this point, as well.) To avoid diverting attention from the face, keep lines light. Don’t draw the shoulder to the edge of the page or else the eye will follow it away from the face. A slightly asymmetrical rendering generally looks better. Follow through slightly more on one side of the shoulder contour than the other.

		
			“I began to realize that if I concentrated on the little pieces and got them right, without even thinking about the fact that I was doing a head, when I was finished and stepped back to look: Shazam! There was the face.”

			—STUDENT AL ROBERTS

		

		
			Teeth

			It’s best to avoid including teeth in your portraits as a beginner. If you’re determined to include teeth, treat them as an overall shape with only a few individual teeth defined.
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				Your model’s face may be wider at the cheekbones or the jaws, or it may be rectangular in shape.
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				With features and face shape refined, the addition of values to your portrait can enhance dimensionality, as well as give greater resemblance and vitality to the face. Drawing by author

			
		
		EXERCISE
STAGE FOUR: ADDING DIMENSION

		It’s time to give more dimension, resemblance to the subject, and vitality to the face with the addition of values. To do so you’ll want to capture the distinct value structure of your model’s face by adding the specific local value of hair, eyes, and skin, as well as form shadows that will add spatial dimension. Your high-contrast photocopy can be helpful as a map of the dominant shadow patterns of the face.

		H pencils are a good choice for light skin values. For darker skin tones, use a 2B pencil. Fill in the local value of darker skin tones partially, rather than completely—with just enough to suggest overall skin value. In light skin, the value of the paper is accepted as an equivalent for local value. If skin values look too grainy, smooth with blending tools, or subdue with a 2H pencil. Select H and B pencils according to the values you need to replicate the value structure of your model’s face.

		When you work, keep in mind that the “happy face” self-portrait is seldom seen in art. What you’re more likely to see is the artist’s expression of deep concentration captured as the self-portrait was created. This would likely be true of your own self-portrait. While the value rendering of your model’s eyes go the furthest to create a sense of human vitality, subtle changes in the following areas can play a part in capturing your model’s mood.

		
			○The amount of white visible in the eye

			○The angle of each brow, and distance of the brow line to the eyes

			○The midline of the lips

			○The depth and angle of the crease between the nose and mouth

			○The shape of the nostrils

			○Value shapes in the cheek area next to the sides of the mouth

		

		1Add aliveness to the eyes. Treat the value pieces of the iris as though they were an abstract puzzle; some of these will be highlights. Outline these mosaic-like shapes lightly; fill in the accurate surrounding iris value, merging the value with highlight contour value. Notice that the pupil merges with the local value in extremely dark eyes.

		2Fill in form shadows on either side of the bridge and beneath the inside corner of each eye. These values lend depth to the face and mark a space for keeping the eye at an accurate distance from the nose. Sometimes students think these shadows, and the so-called “bags” under the eyes, add unflattering age to a face, so they omit them. But even children’s faces have some degree of shadow in both areas. Add them; just don’t overdo them. The fullness under the eye corresponds to the lower half of the eyeball, and the shadow, to the recessed orbit. The entire eye orbit from brow to under-eye area can be filled in with a light shadow value to add further dimension.

		3Fill in lashes and brows as value shapes, with a few individual hairs visible.

		4Squint to find the form shadows along the side of the nose column farthest from the light source. Add form shadows to define the tip of the nose, and at the base between the nostrils to recess this area and make the end of the nose seem to protrude.

		5Fill in the overall value of the mouth, before adding shadow values. The upper lip is usually darker in value than the lower lip—which catches more light. For a more expressive result, make the midline more like a long, slender value shape than a narrow line. Notice how the sides of the mouth press into the flesh of the cheeks. Indicate this important area with two soft value shapes. This is an area to observe carefully in order to capture expression.

		6Squint to isolate form shadows on the sides of the face, adding them with a fine multidirectional application to avoid flattening the face.

		7A head of hair is a three-dimensional shape. Fill in its overall local value with long, straight-ish strokes. Blend. Many beginners fill in the contour shape of the hair with a gazillion strokes to represent each individual hair. If you do that, the local value of the hair won’t emerge. Add darker shadows at the crown near the roots, along the part line, behind the ears, and near the neck. Add lines with your pencil point on the local value to suggest straight, wavy, or curly hair. Add some loose tendrils to break the overall outline. Use your erasers to create selected light areas and highlights. The edge of the school pencil eraser is especially useful for “drawing” in light hairs. This overall approach works for blond, white, or gray hair, with more use of the two erasers.

		The nose is by far the most dramatically dimensional facial feature. Feel your own nose, starting at the bridge, to get a better sense of the shape of this feature. You’ll find a bony ridge below the bridge. The column narrows, then transitions into the wider, malleable tip of the nose. The basic structure of the column appears thicker or thinner depending on the individual. Some faces have flatter noses with only subtle value indications of this ridge area, while others have angular and more prominent noses. Use form shadows to bring out the sculptural impact of the nose.

		CONSTRUCTIVE EVALUATION

		Place your face drawing on a wall near your source image (or near a mirror if you were the subject) so that you can see both your drawing and chosen model in one glance. Congratulations on your first frontal face drawing! If you have also achieved a resemblance to your model, even better!

		Decide if there’s anything you want to do to improve the work. Do you need to adjust the value structure or emphasize contours? Is the face alive and expressive? Do you need to distribute the dark accents more effectively, or add them? If your gaze wanders away from the face to the hair or the nice earrings you might have added, you may need to soften those elements. If the neck, shoulders, and collar look rigid, break up the contours, and lighten the lines. Identify any issues and refer to the instructions for remedies.
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				Fill in the local value precisely around the highlight shapes. Add shadow values to the eye orbit area to give the face dimension. Balance pupil value with lash and brow values. Drawing by author
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				Form shadows define the end of the nose, giving this feature dimension. Drawing by author
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			Shadow values under the lower lip and cheek at the corners of the mouth add dimension. Light areas are generally found on the lower lip, which makes it appear to protrude. Drawing by author
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				Sketch the overall shape of the hair. Fill in its local value; add both shadow and light values, characteristic movement, and some individual hairs.
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				Dimension and definition are developed in this self-portrait with the addition of local- and form-shadow values. Drawing by student Bob Pingarron
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				With values in the eye, vitality begins to emerge in this portrait. Drawing by student Pamela Shilling
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				An adjustment to the shoulder added accuracy to this self-portrait. Drawings by student Kathy Epstein
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				“The essential differences between the two self-portraits are drawing experience (four months between them), consistency of light and perspective (live in a mirror vs. from a photo), and repetition. I was drawing a familiar subject the second time. I look in the mirror every day to shave but only looked in the mirror to draw myself once in my life. I was forced to see everything. It made it easier ‘seeing’ things the second time.”

				—STUDENT JIM KELSEY (drawing above)
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				This self-portrait reflects careful observation of shape, local value, specific texture, and shadow values of the hair, all of which contribute to a successful representation. Drawing by student Mimi Weakley
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				“I had never analyzed anyone’s face with such scrutiny before. What power I held in my pencil—to create age or youth!”

				—STUDENT GAIL K. ROBINSON (drawing above)

			

		

		Homework

		Draw a frontal face again in a couple of weeks, either from life, from a photograph, or from a photocopy. You can draw a self-portrait or draw from reproductions in art books. Or get someone to pose for you. Pairs of students in my class work simultaneously on portraits of each other, alternating between posing and drawing. Each person poses for about four minutes, then the other person takes a turn, and so on. They use their cell phone cameras to take photos that help them finish their drawings at home. This option may work for you. Remember that the more you draw, the more you grow. Enjoy observing and drawing this rich and varied subject!
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				“I carried my self-portrait further than any of my other drawings. I was willing to redo. I did the eyes four times, the nose three times, the mouth twice.”

				—STUDENT BARBARA KOPS (drawing above)
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				“The first time, it didn’t look like a real person. As I went along, I’d get an eye right or part of the nose right. Finally, at number five, I got it to look like me.”

				—STUDENT TRACEY M. ROBINSON (drawing above)
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				“I turned out all the lights in the room and just used a single lightbulb, then set up a big mirror where I could sit and look at myself. I worked on my portrait three or four times. The first time, I did most of the drawing, over four or five hours. Then I put it on the mantel in my bedroom. I’d wake up and see the things that needed to be fixed. The nose didn’t look right, and I’d go back and work on that with the mirror. The values changed a lot, but I started out very light. This was my first drawing course since seventh grade. I didn’t expect to see it come out and look like someone I recognized—so I was pleased when other people knew it was me. There wasn’t any conscious thought about the border. I have a lot of pent-up energy, and it needed someplace to go. As a self-portrait, it looked too calm without it.”

				—STUDENT JIM HOHORST (drawing above)

			

		

	
		9.

		Drawing the Face, Profile View

		“It seems to be a law of nature that no man is ever loath to sit for his portrait.”

		—SIR MAX BEERBOHM

		Good news! You can use the same basic proportions for drawing a profile as you did for the frontal view of the face. The major difference is that profile features are placed on either the right or left side of the oval, depending on the pose you’re drawing. The two key ingredients for creating an effective profile view are: (1) matching top and bottom references accurately and (2) accepting the reduced amount you see of the facial features and recording them as you see them.

		Facial features still line up at right angles to the midline. The eyes are placed halfway down the oval, the base of the nose (not the tip) is halfway between eye and chin levels, and the midline of the mouth remains at about a third of the distance between the nose and chin.

		Supplies

		for this chapter

		□H and B drawing pencils

		□14" × 17" drawing pad

		□Pink Pearl eraser or school pencil eraser

		□Black-and-white photocopies of source image, one in high contrast (optional)
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				Drawing by student Jere Thomson after Hans Holbein, Portrait of Erasmus of Rotterdam, 1523

			
		
		Finding Your Model and Observing the Profile View

		As usual, your energy will be stimulated by a good subject, so choose a face that appeals to you. You may have relatives and friends who would be happy to sit for their portrait; but you’ll need a patient model if you want to work from life. Otherwise, photograph them to draw from the photo source or in combination with working from life. Or search for a profile painting or drawing from art history at the library or online that has accurately rendered features. If your library has photography magazines and annuals, that’s great. These are also a good source to check. In choosing a good picture to copy, keep in mind that right-facing profiles work best for lefties, and the reverse for righties.

		Use the black-and-white setting on the laser copier to get a photocopy that reproduces gray tones accurately. Or use the grayscale on your cell phone camera to take a photo, if possible, and print it out. Doing so will help you to judge values accurately.

		Look at your model and take in what you see. Most significantly, consider what you don’t see. For example, how much do you actually see of the eye in profile? It’s really only one small piece of the white of the eyeball, only a slim portion of the iris, almost nothing of the pupil, and little, if anything, of the tear duct. The mouth can appear pretty minimal as well, in contrast to what you see in the frontal view.

		What about the nose? Well, you can see a great deal, but only half of it. And what do you see in the center of your profile source image? Not much, just the sideburn area in front of the ear. Take a look at both your model and the illustrations in this chapter to verify these observations.

		Drawing the Profile, Step by Step

		We’ll draw the face using a sequence of exercises in three stages:

		
			○Stage One: Blocking in Proportions

			○Stage Two: Developing Features

			○Stage Three: Finishing Up

		

		EXERCISE
STAGE ONE: BLOCKING IN PROPORTIONS

		Even though the profile view looks angular rather than rounded, sketching a light oval is still a useful way to begin. Just as in frontal view, you’ll use the same series of level lines to position the features in correct proportion to one another. Block in your profile features to the left or right of the oval edge, depending on the direction your subject is facing.

		1Begin with a lightly sketched oval. Sketch in an eye-level line halfway down the oval.

		2Sketch in the bridge of the nose, slightly indented into the oval on the eye-level line.

		3Sketch in the chin level and extend it out beyond the oval.

		4Sketch a vertical line from the bridge indentation down to the chin-level line. This vertical represents the midline, and it provides an important boundary to keep you from recessing mouth and chin features back too far onto the oval.

		5Sketch both nose- and mouth-level lines beyond the oval to meet the vertical midline at right angles. Both the base of the nose (not the tip) and the center of the teeth are now marked on the midline, where nose and chin lines meet it.

		
			Avoid

			Be careful not to:

			
				○Use the frontal-view eye

				○Place the mouth and chin on the oval

				○Use half of the frontal-view mouth

				○Create a shallow head, placing the ear too close to the eyes
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				Watch out for these common profile pitfalls! The tendency for beginners is to superimpose the features from the frontal view onto the profile view and to position the lower facial features back onto the original oval.

			
		
		EXERCISE
STAGE TWO: DEVELOPING FEATURES

		Facial features in profile line up on vertical sight lines in the same way they do in the frontal view. The fleshy contour of the nostril lines up with the tear duct on a vertical, and the corner of the mouth lines up with the iris. The tear ducts and pupils, however, are difficult to see in profile. So how can you draw correctly what you can’t see clearly? Line up general shape references for these key features using your vertical pencil to help you. The sides of the mouth will line up with the front surface of the profile eye (though you can’t see the iris clearly). The contour sides of the nostril will line up with the area slightly in front of, but not on, the surface of the eye.

		Your challenge is to accept the limits of what you can see of the profile features, especially the eye and mouth, in order to best convey the reduced shapes that are actually visible. This an ideal time to zoom in on the profile eye with a cell phone camera in order to closely observe this facial feature.

		If your model’s chin tilts up or down, as in the Holbein study at the opening of the chapter, your profile structure remains the same. Start blocking in at the bridge, and tilt the midline to reflect your model’s tilt. Sketch your feature lines at right angles to it.

		1Draw the eyeball as an oval bisected by the eye-level line. Leave a space about the size of one eyeball between the front of the eyeball and the contour edge of the bridge of the nose. This is a variable space. Assess its size based on your model. Sketch diagonal lines within the eye oval to indicate upper and lower lids. The lower lid will come close to the eye-level line. Note that the surface of the eyeball is set back under the lids, which create a protective awning that closes over it.

		2Draw the iris as a slim, flat disk within, and not on top of, the eye oval. Position the iris’s top edge so that it’s hidden by the upper lid. The pupil lies within the iris, on the contour edge and closer to the upper lid, rather than in the middle of the visible portion of the eyeball. You’ll see only a small section of the white of the eye.

		3The eyebrow is generally seen in two parts: one being the sharp angle rising from close to the bridge and the other being the longer line that mirrors the angle of the upper lid line. Treat the brow as a value shape, rather than as lots of individual hairs.

		4The distance from the back contour of the eyeball to the back of the ear is the same as from eye level to chin level. Measure the length from eye level to chin level on your drawing. Using this length, start at the back contour of the eye to find and mark the position of the ear.

		5Observe the contour line from under the nose to the upper lip. An accurate rendering of this area plays an important part in keeping the upper and lower halves of the face in the right alignment. Sketch it in from underneath the nostril openings, and not farther back behind the fleshy nostril covering—a common mistake in this area. Notice that the angle of this contour is variable from model to model, as is visible in the illustrations you see in this chapter; it may protrude forward or angle back.

		6Hold your pencil vertically to line up the profile features relative to the midline. This will help you avoid another common pitfall—recessing the features in the lower half of the face back onto the original oval.

		In a left-facing model, such as I’ve drawn on this page, the tip of the nose, front of the lips, and chin will protrude into space beyond the oval to the left of the midline. The eye, brow, most of the mouth, ear, jawline, neck, and hair fall on the other side, while the bridge of the nose, some of the forehead, and the area under the lower lip line up on the midline.

		7Look for the diagonal sight line from the tip of the nose to the contour of the chin. The angle of this sight line varies depending on your model.

		In profile, make sure the fleshy contour of the profile nostril doesn’t recede farther back into the interior of the oval than the mouth or else you will have shifted the bottom and top of the profile out of alignment.
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				Make your oval drawing light, and keep blocking in lines sketchy. You’ll draw over them as you develop individual features.
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				Drawing by author

			
		
		EXERCISE
 STAGE THREE: FINISHING UP

		Look at your drawing and model or source image from a distance to compare them. If you kept your lines sketchy, you can adjust wandering features. Following are possible errors and how to fix them:

		Problem  Does the eye seem too large, too much like the frontal view of the eye?

		Solution  Bring upper and lower lash lines closer together to reduce the white area.

		Problem  Does the eyeball seem to bulge?

		Solution  Place the iris within the eye oval; make sure the eyelids protrude beyond the surface of the eyeball.

		Problem  Are the mouth and nose too far back onto the original oval?

		Solution  Line up key features (the side of the mouth, the front of the eye) along a vertical sight line to ensure accuracy. Begin the upper lip contour under the nostril opening, not at the back of it.

		Problem  Do the lips look too full?

		Solution  Make sure you haven’t mixed in the frontal view here.

		Once you feel satisfied with this stage, add local values and form-shadow values to bring dimension to your profile drawing, following the techniques you learned for the frontal view. Keep your accents and detail work focused on the profile features, using a less detailed approach for the ear and the hair at the back of the head. Give your drawing a final evaluation from a distance, comparing your model or source image side by side with your drawing to see how you feel about the work and to identify any improvements you want to make.

		
			“I’ve learned that it all has to do with the shapes. It’s not, ‘This is my son,’ or anything like that. Just start to look at what’s there in front of you.”

			—STUDENT KATHLEEN LEITAO
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				Notice how variable the contour lines of each person’s profile can be. Drawings by students Rebecca Smith (above left), Patricia P. Spoor (above right)

			
		
		Homework

		Look for profile sources that inspire you. Drawing from reproductions or from photographs is easier than working from a live model; however, drawing from both two- and three-dimensional models is fun and productive. Get family members to model while they’re watching television. The profile face in a still and classic pose is what you need, so avoid drawing during sports play-offs (too many excited expressions there!).
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				“This is the first formal art course I’ve ever taken. My prior experience was limited to drawing my favorite cartoon character in elementary school. Once I entered high school, because of scheduling conflicts, I never took advantage of the art course offered. Now, in this class, the written guidelines to drawing a profile were a real help. I drew an oval and then ran a vertical line down the right side to guide me in drawing the facial features, then proceeded according to guideline and instruction. Being a novice, I was very pleased with the outcome of this drawing.”

				—STUDENT BOB PINGARRON (drawing above)

			

		

	
		10.

		Drawing the Face, Three-Quarter View

		“It’s not what you look at that matters, it’s what you see.”

		—HENRY DAVID THOREAU

		The three-quarter view is the most commonly seen view of the face, and the one most often portrayed throughout the history of art as well. Any face that isn’t in a frontal or profile position qualifies as a three-quarter view. In contrast to the frontal view or profile—where you get only one pose—a three-quarter view provides multiple poses from which to choose. The asymmetry that characterizes the three-quarter face makes it both challenging and fun to observe—and to draw.

		Supplies

		for this chapter

		□Three 8½" x 11" black-and- white photocopies of source image, one in high contrast

		□H and B drawing pencils

		□14" x 17" drawing pad

		□Straightedge or ruler

		□Pink Pearl or school pencil eraser
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				Drawing by student Constance Gibb

			
		
		Studying the Three-Quarter-View Face

		You’ve studied the head in two views now, the frontal and profile, so you’re familiar with the face’s basic proportions and how to give it a lifelike appearance. You’ll rely on that experience as you expand your knowledge to include the three-quarter view. Let’s start once again with close observation.

		EXERCISE
FIRST LOOK

		Let’s take time to observe the face in a three-quarter view before you start to draw. A good way to do that is to look at the illustrations in this chapter. Doing so helps you to absorb three key elements from still images before you observe a three-dimensional face in this view:

		1Notice that the eye level is tilted in all the drawings, bringing the near eye (the one closer to you) higher, whether the model faces right or left.

		2Observe the unequal halves of the faces; note that the features and size of the face and head appear smaller on the far side, and different in shape from their larger counterparts on the near side. Here “near” side will refer to the features and side of the face closest to the viewer, while the “far” side is the one farthest from the viewer.

		3Note the tilted midline. Look ahead to this page and study the photocopy image of my model that indicates the tilted midline at right angles to the tilted eye level.

		EXERCISE
 YOUR FACE IN THREE-QUARTER VIEW

		Now let’s get a more dimensional look at the three-quarter view. To do so, you’ll use the most patient model available to you once again. Stand in front of a mirror mounted on a vertical surface, where you can see your whole head.

		1Move your head around into any view other than a profile or frontal view, observing the reflection of your face as you do so. Notice that your eye level remains at a right angle to the midline of your face and parallel to your nose, mouth, brow, and chin levels, no matter how your face turns or dips.

		2Next, start with a frontal view. Keep your head vertical and your chin in a level position. Turn your head just slightly to the left, away from the frontal view, and observe your face in the mirror. Turn more, and stop to observe your face before you reach a profile pose. Now do the same, turning to the right.

		What do you see? Or, more to the point, what don’t you see? As you turn, the shape of your head and its features will appear different at each new position. The size of the face and the features on the far side will look increasingly smaller in comparison to those on the near side.

		3Turn your head either to the right or left to a comfortable three-quarter pose, with your head held upright. Focus on your eye level. Do you notice that your near eye and brow seem slightly higher to you than your far eye and brow, just as you’ve seen in the illustrations? Looking at the peak of the brow makes it easiest to spot this. This is the characteristic tilt upward of the near eye level that occurs in a classic three-quarter view when the head is held upright and isn’t nodding or tilting.

		PERSPECTIVE AND THE THREE-QUARTER VIEW

		When you look at the face in a frontal or profile position, you see a flat face plane (with protruding features); however, in three-quarter view, that flat face plane is turned away from you at an angle, much as we saw occur in two-point perspective. This triggers the effects of perspective in a way that doesn’t happen in a frontal or profile view.

		You understand from observing an object—whether it be a glass, a stove top, or a face—that the appearance of what you’re looking at changes depending on your unique position, your perspective, when looking at it. Multiple views of the same object can coexist when perspective comes into play. And this is also true of your face. The photographer Berenice Abbott describes her own attempts to portray the world around her: “The challenge for me has first been to see things as they are, whether a portrait, a city street, or a bouncing ball. In a word, I have tried to be objective.”
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				The right-angle cross in the middle of the face stays intact when you vary your pose in three-quarter view.

			
		
		Find Your Model

		I recommend working from a black-and-white photograph or photocopy for your first three-quarter face drawing experience. Ask a friend or family member to pose for you. Photograph them, or have a friend photograph you. Print out your photographs, and make black-and-white photocopies. Continue to use your cell phone camera, if you have one, to get close-up views of the facial features and as an aid for converting color into tonal values.

		Alternately, search through art history books at the library or images online to find your model. Look for a clearly defined portrait of an adult from a master drawing or painting in the classic representational tradition. Find a face with shapes and character that attract you (aka the “beloved”). Your model’s head should be posed in an upright position.

		A photograph from life of you or a friend will be anatomically correct, because it hasn’t been filtered through another artist’s vision, where errors in anatomy may occur; however, copying the work of historical artists is very instructive. Both paths work. For now, avoid poses in which the head is tilted down or up, or in which the expression is exaggerated (intense expressions can obscure underlying anatomical structures).

		For my instruction, I worked from a photograph of a person turned to my left. Keep that in mind when you search for your model, because a model in a similar position will make the following learning sequence easier. In all variations of this view, maintain the right angle cross of the midline at eye level to ensure accuracy. Trust your observations; use my instructions to help you observe your model, allowing room for those inevitable exceptions to the rules: wider noses, one eye a bit larger than the other, and so on. Remember to check your drawing side by side with your model source on a vertical surface frequently throughout your drawing process.
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				This study of van Gogh’s expressive self-portrait reflects his knowledge of the anatomy of the three-quarter view. Drawing by student Constance Gibb after Vincent van Gogh, Self-Portrait, 1889
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				“I took a photo with my phone of a black-and-white photo from a wedding album. I referred to both, enlarging the photo on my phone when I wanted to study areas of it more closely.”

				—STUDENT EILEEN THERIAULT (drawing above)

			

		

		Drawing the Three-Quarter Face, Step by Step

		The following material will help you reconcile what you know to be true about the face with what you observe of it in a three-quarter view. You’ll take a step-by-step approach to creating a drawing of the face in this position, just as we did in frontal and profile views. The first time going through these stages gives you an understanding of what to look for and how to translate your observations on paper.

		You’ll learn how to draw the three-quarter face using exercises in these four stages:

		
			○Stage One: Blocking in Proportions

			○Stage Two: Developing the Near Features

			○Stage Three: Developing the Far Features

			○Stage Four: Adding Dimension

		

		Right-handed artists find models turned left more accessible; for lefties, the opposite is true. However, look at the Mona Lisa to see that Leonardo da Vinci, a lefty, didn’t worry about that!

		EXERCISE
STAGE ONE: BLOCKING IN PROPORTIONS

		Proportions of the facial features in a three-quarter view are just the same as they were for the frontal or profile views. You’ll begin to draw this view in a similar way as well, with a lightly sketched oval and the addition of features in familiar frontal positions. The right-angle relationships of midline to feature lines remain intact. The sides of the mouth and the pupils, the tear ducts, and the sides of the nose still line up along vertical sight lines. The difference is that the three-quarter facial structure sits on the page at a slightly tilted angle to allow for the effect of perspective on the three-quarter face.

		1Using a 2H pencil, sketch an oval for scale. Sketch parallel lines to mark the eyes, nose, and mouth in the same position on the oval as you would for a frontal or profile view.

		2From this point forward, refer to the specifics of your model’s face. Based on whether your model is turned to the right or left, sketch in the contour of the bridge of the nose to the right or left of the middle of the oval, bisecting the eye-level line.

		3Add the tilt. Sketch an adjusted eye-level line at a slight tilt, right over the eye-level line underdrawing.

		4Next to the contour of the bridge of the nose, cross your tilted eye-level line with a vertical midline at a right angle to it. This permanent right-angle cross marks the middle of the face.

		5Extend the right-angle cross to the top and bottom of the oval. Doing so will create a slightly tilted midline.

		The midline shifts toward the far side visually, just as all the features do in this view. In most three-quarter views, it is very close to the far contour of the bridge of the nose. In a slight turn, the midline shifts only slightly: it will appear close to the middle of the bridge. Make an assessment as to the extent of your model’s turn in order to place the midline accordingly.

		6At the top and bottom of the midline and at right angles to it, sketch in lines to mark the chin and top of the head. Adjust feature lines for the base of the nose and the middle of the mouth on the midline to make them parallel to the eye-level-line tilt and at right angles to the midline. At this point we see the familiar right-angle structure of the midline and the feature lines appear, on a slightly tilted axis.

		7Starting at the bridge contour, sketch two eye ovals side by side, bisecting the new eye-level line. Estimate their scale based on the size of the head oval you’ve drawn. The first eye oval will be erased later; it acts to provide adequate space between the nose and second eye oval—which is the one you will develop. Sketch a line above eye level and parallel to it to represent the brow line.

		8To indicate the tear duct, draw a triangular shape on the eye-level line from the second oval into the first and directed toward the nose.

		9Sketch a line from the tear duct to the bottom of the oval, parallel to the midline. Make a mark corresponding to the nose level on this descending line.

		10Sketch a line to the top (or bottom) of the oval from eye level. Use that same length, from the tear duct along the eye line to mark the back of the ear.

		11Sketch a curve from the top of the oval to just behind the ear; you will develop your model’s head in that area. As you develop your drawing, you’ll reduce the far side of the oval and expand the near side to reflect the dissimilar sides of the face.
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			Confirm the Tilt

			Try this helpful test to confirm whether your model is in the classic three-quarter position with the near eye higher, or in a reversed three-quarter position in which the near eye is lower: Use a straightedge or ruler on one of your photocopies to draw two parallel straight lines, one through the model’s pupils and the other through the peaks of both brows. The result will make the direction of the “tilt” clear. (See photo following.)

		

		
			[image: ]
		

		EXERCISE
STAGE TWO: DEVELOPING THE NEAR FEATURES

		The resemblance between the model and your drawing begins with the development of specific features on the structure you’ve created. You’ll start on the near side, the larger and more familiar looking part of the face, first, and then you’ll develop the far side of the face in relation to this foundation.

		1Sketch eyelids within your second eye oval. Pay attention to the diagonal angles of the upper lid. They should be more acute at both ends of the eye than in the eye in a frontal view. Bring the lower lid up onto the oval and almost congruent with the eye line.

		2Sketch in a line from the pupil to side of the mouth, parallel to the tilted midline. Your model would be staring straight ahead, and not at the viewer, in this case.

		3Mark the beginning point of your model’s eyebrow—close to the bridge and lower than the brow line. Notice if this mark lines up with the tear duct on a diagonal or is closer to the bridge.

		4Review the fleshy shape between the crease of the eye and brow line to more accurately draw the angles of the eyebrow. The descending portion of the eyebrow generally runs parallel to the slope of the upper lid line.

		5Estimate the angle of your model’s nose contour. Notice whether the tip of your model’s nose falls above or below nose level. Sketch the angle of the nose from the bridge contour to the estimated tip of his or her nose. Keep in mind that the tip of the nose doesn’t fall on the midline. Sketch an angle to connect the tip to the area near the nose-level line.

		6Sketch the shape of the nostril opening, above the base of the nose. Sketch in the fleshy nostril covering. Its contour will align with the mark you made earlier indicating the nose level on the sight line from the tear duct. The distance from this mark to the tip of the nose equals the width of the bottom of the nose.

		7Record the shape of each half of the mouth. Locate the contour of the fleshy area from the base of the nose to the upper lip to help you sketch the shape of the far half of the lips. Use directional lines to sketch in the specific rise and fall of the middle of the lips.

		8Refine the contour shape of the ear. Extend it from eyebrow level to mid-lip. Shape the jawline, and connect it at an upward angle from the chin to under the earlobe. Sketch in the angles of the neck column from where they appear behind the ear and under the chin. If you find your model has a longer or shorter chin than the standard, stay true to your observations, as I did to portray my model’s assertive jawline.
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				The position of the iris and pupil in profile, three-quarter, and frontal views of the eye, respectively, in a model looking straight ahead of herself, are noticeably different. Drawing by author

			
		
		EXERCISE
STAGE THREE: DEVELOPING THE FAR FEATURES

		Shaping the face and head strengthens your ability to create an accurate resemblance. Once you’ve blocked in the features, you have an overall basis for comparison between what you’ve drawn and your source image.

		1Sketch in the shortened shape of the far eyebrow. Its contour edge will mark the beginning of the new, far contour of the face. Note on your model that the far eyebrow is located on the protruding ledge of the orbital ridge, which overhangs the eye. Sketch in the angle of the forehead contour from this point. Develop the nose and the far contour of the face next, before you sketch the far eye.

		2Refine the contour shape of the nose from the bridge down to make it look more like that of your model. The contour is often bumpy. Each change in direction reflects the underlying structure of the nose.

		3Focus on the shape created between the far contour of your model’s face and the nose and mouth. This shape will be distinct, resembling a small continent. It can be partially hidden by the end of the nose in some poses. You’re replicating this shape by carving it out of the oval, and by discarding much of the original far oval shape.

		Use directional lines to sketch in the far contour of the face from eyebrow to chin. As you work, think about whether to make your contour come closer to or farther away from nearby features.

		4Develop the far eye within the shape you created in the previous step. Create it in relationship to the nose contour, which it will touch. In the three-quarter view, a portion of the far eye is usually hidden by the protruding shape of the nose. Sometimes the far tear duct is visible and at other times almost the entire eye is hidden. The extent of that disappearing act depends on how far your model is turned from a frontal view. Treat the eye primarily as a shape, not as an “eye” symbol. If possible, use your camera to observe this eye in close-up.
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			Common Errors in the Three-Quarter View

			A funny thing happens to beginners on their way to drawing the three-quarter view. They frequently flip the view, and make features on the far side larger than those on the near side. Remember how perspective acts to replace what we know to be true with what we see before us? You’re incorporating new information now, but your mind often revolts against the notion that part of the face has gone missing! We want it back, and we become perceptually confused. So if you’ve made any of the errors on the previous page, your response is a predictable part of the learning curve.

		

		
			Avoid

			Be careful not to make:

			
				○The face and features larger on the far side but smaller on the near side

				○The far eye stretched to meet the far contour

				○The near eye too close to the nose

				○The tip of the nose flattened on the midline

				○The midline and feature lines askew, not at right angles

				○The near ear too close to the eye

				○The pupil in the middle of a turned-away iris

			

			Review your work to find these errors, and adjust.
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		EXERCISE
STAGE FOUR: ADDING DIMENSION

		Now it’s time to add a value structure—local values and shadow values—to your three-quarter drawing and see it come to life. Apply the techniques you learned in drawing the frontal and profile views of the face to enhance the dimension, emotional vitality, and resemblance of your three-quarter face drawing.

		Once you’ve filled in values, there’s less active drawing to be done in the final stage and more small touches to attend to. You’ll focus on details, such as adding value accents, correcting angles, and refining shapes in order to arrive at a final version that satisfies you.

		Compare your drawing and photocopy source side by side on a vertical surface to help you make the image more closely match your subject. Take your time and observe. If you created a three-quarter view of a human face, congratulate yourself! If your result has a strong resemblance to your model, that’s even better. This view is not only the most common view of the face, it is the most challenging to draw. And, you did it!
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				Preserve the curved surface of both the far eye and mouth contours in a three-quarter pose.
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				This student artist created a bold three-quarter portrait drawing from a live model. Drawing by student Peggy Tso
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				Drawing by author

			
		
		
			Cut Down Erasing Time

			Try this technique to make corrections and cut down on erasing time. Make two photocopies of your own drawing. Cut the features and far side of the face out of one copy. Move these pieces around on the other copy of your drawing until it resembles your source picture more closely. Tape these pieces down on the complete copy. Use this to help you make corrections and to more effectively align your source with your drawing.
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				“Drawing this face—my first attempt at a three-quarter view, proved more difficult for me than drawing an object. However, it was gratifying to see it come to life as it went down on paper. I used the camera on my phone to take a photo of my drawing in process. Then I compared the Degas artwork to my sketch on the phone, and this really helped me. I could see where some lines were too dark or if a feature wasn’t correct or the shadow values weren’t working. It was also helpful to use a pencil to compare the position of features along sight lines, for example the eyes in relation to mouth and neck.”

				—STUDENT SUSAN SPENSER, DRAWING AFTER EDGAR DEGAS, PORTRAIT OF A YOUNG WOMAN, 1867 (above)
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				Final adjustment to the angle of the nose, development of form shadows, and reshaping of the eye opening brought greater dimension and vitality to this drawing. Drawings by student Allan P. Gibb after Sculpture Bust of Caesar, 104–44 BCE”

			
		
		Homework

		Observe the people around you in a three-quarter view. Draw from a photo or from life until the process flows more naturally and you feel less concerned about scrupulously following the steps outlined here. Visit museums to enjoy and learn from the work of artists who have used the three-quarter view to create memorable artwork and who employed the same skills you yourself are now learning in order to do so.
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				“My takeaway from this assignment was that the eraser is my second favorite ‘pencil,’ and that really small adjustments make huge differences. Initially my drawing had a resemblance to my subject but it wasn’t ‘her,’ and the hair looked flat. As suggested, I made several copies of my drawing, then cut pieces (mouth, nose, eyes, ears, contour, etc.), and moved them slightly up, down, right, and left on my drawing. This helped me realize her lips were too low, her far cheek was too shallow, and her neck was too thick. I used the edge of a household eraser to ‘draw’ the shimmers in her blonde hair. After making these adjustments, she looked more like ‘her,’ and less like her sister!”

				—STUDENT JIM KELSEY, DRAWING AFTER DOMENICO GHIRLANDAIO, PORTRAIT OF A LADY, 1490 (above)
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		Expanding Techniques: Conté

		“Right now, a moment of time is fleeing by. Capture its reality!”

		—PAUL CÉZANNE

		Conté crayons are square-shaped sticks composed of powdered graphite or charcoal bound with wax or clay. They’re similar to pastel, but thinner and harder than traditional pastels. A popular, long-established brand, Conté feels like a more durable, dense charcoal. You can use Conté to create a lovely, gauzy mark with a richer, darker value range than vine charcoal. Conté is also more permanent and less easily erased. Luckily, you can rely on your experience with charcoal when working with Conté, because the two media are similar. For example, you’ll use the side of the Conté stick to create broad applications of gray on your paper, and you’ll use the point to draw contour lines, just as you did with charcoal.

		Drapery is the subject matter we use for Conté class, a choice that is often met with a chorus of groans from students: “Cloth has wrinkles, and it’s going to be so hard to draw!” But beginners soon find that their drapery phobia disappears as shapes come to the forefront. Not every crinkle and wrinkle has to be depicted and fabric is so variable that if you miss a few shapes here and there, it isn’t noticeable. Students soon find Conté very expressive and more accessible than they thought it would be.

		
			“Once I got going, I liked Conté a bit more than charcoal because it didn’t go away on you. It didn’t smudge and smear.”

			—STUDENT ANN PORFILIO

		

		Supplies

		for this chapter

		□Conté crayons, both black and white

		□Newsprint pad

		□Clip-on light

		□Drawing board

		□14" × 17" drawing pad (optional)

		□Vine charcoal (optional)

		□Pink Pearl eraser

		□19" x 25" light gray pastel paper
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				Drawing by student Jim Hohorst

			
		
		Using Conté

		Conté crayon can create unique textural effects on paper; the broad range of values it provides—from velvety black to the most subtle light grays—makes exploring this new medium rewarding. Though Conté  is similar to vine charcoal, it takes a little practice to use it with confidence. Let’s start by making a Conté sampler on newsprint to get a feel for this new medium before moving on to our drapery subject matter.

		Conté strokes can be applied with subtle scrubbing movements using the softened side of the stick.

		EXERCISE
CONTÉ SAMPLER

		The Conté applications shown on this page are described in the accompanying exercises. Refer to them when you create your own sampler. Take as much paper as you need to explore the possibilities available to you with Conté .

		1Break the Conté stick into a piece about two-and-a-half inches long. Grip it on both sides, right and left. Rub the bottom side on the paper to soften it. Use this small piece for the rest of the exercises.

		2Draw with one of the four front corners of the stick to produce delicate lines.

		3Remember the ribbon-candy exercise in the charcoal sampler? Try that here, alternating pressure using the side of the Conté. Try erasing with the Pink Pearl eraser. Bear down hard and wiggle, rather than wiping at the surface layer. Conté will erase, but not so easily as vine charcoal.

		4To make a value scale, put pressure on the flat side of the stick, rubbing up and down to make a very black square. As you move away from the square, gradually release pressure. Make two more value scales: one with side-to-side application and one with a diagonal slant.

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

		6For a soft, expressive line, move your index finger to the center front edge of your stick and tilt it up a bit. Then draw with the front corner of the stick.

		7Move your grip toward one end of the stick, press down, and pull to make a crisp edge. Shift pressure to the middle of the stick and lessen pressure to leave a softer edge.

		8Make a rectangular shape of soft gray with the stick’s flat side. Rub in a darker, more crisply defined edge on one side. Soften the other side with small, diagonal scrubbing.

		9Draw two parallel lines about two inches apart and two inches long. Apply Conté crisply and with more pressure on the inside of each line; soften edges toward the center. Leave the paper untouched between the two. This creates effects that are the basis for dimension in folds.
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		Developing a Conté Drawing

		Imagine you’re taking a walk on a foggy day. In the distance, something approaches. At first, all you see is a pale, indistinct gray shape. As it comes closer, you see a contrast in the middle range and enough definition to recognize a person. By the time the person is closer, high-contrast values, sharp edges, and specific details have emerged. This visual progression may be helpful to keep in mind when you work with Conté.
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				Dark accents, along with light and transitional values, give a sculptural look to these student drawings. Drawings by students Kristen Nimr (above left), Pamela M. Heberton (above right)

			
		
		EXERCISE
CONTÉ DRAWING OF FABRIC

		Work on newsprint paper for this exercise. If you’re more comfortable using charcoal to draw fabric for the first time, do so and switch to Conté when you’re ready. Choose a solid-colored cloth, in a middle value, one that you can drape easily. Try out a few arrangements of your fabric, keeping the folds simple. When you find an arrangement that works for you, light it to bring out the cloth’s dimension. If you can’t pin fabric to a wall, hang it on a hook, doorknob, or even over a chair. Once you have created your setup, take a photograph, if you can, on black-and-white or tonal setting. The viewfinder image provides you with a thumbnail of important shapes and values.

		A drawing board is helpful for this exercise. Clip several pieces of newsprint to the board as a cushion; rest the bottom edge of the board on your lap and its back against a table edge. If you don’t have a drawing board, substitute your foam core or newsprint pad.

		1Sketch the contour shapes lightly to create an underdrawing with charcoal or Conté. Charcoal is a useful way to start a Conté drawing, given that Conté isn’t a forgiving medium. Students and many artists often start with charcoal because it can be adjusted more easily.

		2Notice how shapes radiate from tension points where the fabric is hung or pinned. Use Conté to further develop the specific contours of these folds. Start with a contour line that you think you can replicate (just as you did for the upside-down drawings). Focus more on the way these shapes interlock and less on the “fabric.” Let gravity pull your hand gradually down your paper as you “go with the flow,” transcribing edges. If you get lost, begin again where you can find a clear line to follow, and build up that area.

		You don’t need to record all the shapes and shadows, just the major ones. If some folds are completed and others just suggested, as in some of the most interesting drawings, the viewer’s imagination is engaged.

		3Place your drawing next to the fabric, and then step back to evaluate. If you’ve kept the Conté light, you can erase and redraw to correct.

		4Use the flat side of the Conté to apply major shadow shapes in a light-to-middle range. Press the stick precisely against contours to define sharp-edged shadow shapes. Step back to evaluate.

		5Build up darker values and accents. Evaluate. Do more fabric studies when you’re ready.

		EXERCISE
BLACK-AND-WHITE CONTÉ DRAWING ON GRAY PAPER

		Gray pastel paper provides you with a middle or local value, comparable to the ground you created previously with charcoal. Your challenge will be to let that middle value work as your local value, rather than fill it in too much.

		1Use small pieces of Conté. Test your paper in the margin by rubbing the flat side of both black and white Conté sticks on both sides of the paper.

		You’ll notice that the paper has a slight texture with a raised upper layer—or tooth—on each side: one side smoother, the other rougher. The smoother surface tends to be easier for beginners to start on; choose the one you prefer. When you apply Conté along the top layer of the tooth, a gauzy effect results; increased pressure forces Conté to the bottom surface of the paper, creating an opaque effect. In making your choice, refer to the Conté drawing at the opening of the chapter. Here you see the student has effectively used the more textured side of the pastel paper. You may enjoy that or opt to use the smoother side.

		2Your pastel sheet (19" × 25") needs support. Use a half-sheet on your drawing board with a newsprint cushion, or trim the sheet down to fit into your drawing pad (14" × 17"), and then tape your pastel paper to the inside of the pad. Don’t use the cardboard backing or the slick cover alone.

		3Arrange and light your fabric.

		4Sketch an underdrawing with charcoal or Conté.

		5Use abbreviated contour lines to record the shapes of major folds. Add shadow values lightly, preserving gray paper between light areas and shadow shapes. Evaluate from a distance.

		6Develop shadows values further. Apply them crisply where they fall next to sharply defined edges. Squinting, pick out three areas on your fabric where the light strikes most strongly. Apply white Conté along on the top level of the paper’s tooth to create a look comparable to veiling. Step back to see how this appears.

		7Add small dark accents and the brightest highlights. Apply pressure to make them opaque.
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				“First I played a lot on scrap paper, because the pastel paper dismayed me. I did one on the rough side and was frustrated because I couldn’t control it as much. Switching to the smoother side was much better.”

				—STUDENT ANN PORFILIO (drawing above)

			

		

		CONSTRUCTIVE EVALUATION

		Step back to identify areas where the Conté has worked to create the expressive surface and three-dimensional impact you want. You can go back into the work to deepen shadows or pull out light areas. Treat your drawing as a learning tool. There may be areas you didn’t get quite right, but there may be successful areas as well. Be sure to notice your progress, too.

		
			“When you’re up close, it can look funny, like it’s not anything, but standing back, you see the parts come together—from one shape to another.”

			—STUDENT AMY MILLER

		

		
			“You need to think, It’s only art. My feelings are important here! It’s like: I’m in charge!”

			—STUDENT ISABEL TORBERT
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				Drawing by student Sherry Artemenko

			
		
		Homework

		Once you’re familiar with Conté, extend your subject matter to a favorite item made of plain cloth. After that, don’t limit your subject matter. This expressive medium suits as many subjects as you can come up with.

		You can reinvent a drawing with the intense black values that Conté can provide. Press the side of the stick forcefully into the paper to create a more dynamic application of Conté values over a drawing you don’t care for. Or try “painting” over the shapes in your drawing with a moistened paper towel, as though using a brush. The Conté will dissolve into a sort of wet paint. You can also use your Pink Pearl eraser vigorously on Conté to create a painterly look.
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				A precious daughter’s favorite dress, a favorite coat, or even a washcloth observed during a bubble bath (this student completed that drawing sitting in her empty tub) can provide inspiration, as they did for these three artists. Drawings by students Sherry Artemenko (this page), Angela Lowy (above right), Nancy Opgaard (above left)
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		Still Life

		“The object isn’t to make art, it’s to be in that wonderful state which  makes art inevitable.”

		—ROBERT HENRI

		A still life is a work of art depicting a group of inanimate objects—such as fruit, flowers, bowls, and bottles. For this still life project, you’re free to choose subjects that are as simple or complex, stately or funky, as your personal taste dictates. You can opt for a meticulous, detailed approach or keep your drawing casual, and you can use any drawing media you desire.

		Your still life drawing is really comprised of several individual drawings of your subjects. Your challenge will be to make this assembly of drawings hold together so that they appear to be part of a unified work of art. This is where the skills of composition—the arrangement of positive and negative space in a work of art—become invaluable. This chapter will introduce you to the compositional tools you need to create a successful still life, as well as give you a chance to tap into all the basics you’ve practiced in the preceding chapters.

		Supplies

		for this chapter

		□Vine charcoal

		□Newsprint pad

		□Drawing board (foam core or back of a newsprint pad)

		□14” × 17” drawing pad

		□Timer

		□Additional light source or clip-on light

		□H and B drawing pencils

		□Pink Pearl eraser or school pencil eraser

		□Artist’s masking tape
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				Drawing by student Genie Bourne

			
		
		Seeing to Compose

		An effective composition will help you create artwork that’s engaging and pleasurable to view. It will stimulate the viewer’s eye to explore your drawing with ease and interest, and to return frequently to your designated focal area—where you’ve placed those visual elements that interest you the most. In that sense, you don’t want your still life to be a “still” experience at all!

		Balance and harmony go hand in hand in a successful piece of art. When we refer to harmony in an artistic context, it doesn’t refer to a relaxing mood; it simply means that the visual elements in the artwork have been distributed effectively, that they are balanced within the drawing. If this isn’t the case, and the balance is off, it disrupts the harmonious perception of your artwork. Think of ballast in a boat. You don’t put all that weight in the front or the back, or you may tip over the boat.

		Certain visual elements are “heavyweights”; they demand attention, and our eyes are unable to resist them. Let’s learn more about these important visual elements in the following exercise.

		Shift the central focal area slightly to right or left of center to create dissimilar, less predictable, and therefore more interesting negative space shapes.

		EXERCISE
OBSERVING YOUR GAZE

		As human beings, our vision is hardwired physiologically so that our gaze is naturally attracted more to some visual elements than to others. These significant attention grabbers are:

		
			○Strongly accented, crisply defined contour lines, or compositional lines, rather than soft, light ones

			○High-contrast areas, rather than low-contrast ones

			○Large areas of defined blank negative space, rather than loosely defined ones with varied values

		

		To confirm this for yourself, gather together three or four magazines, or any printed matter with interesting imagery. Put these in front of you, upside down, and notice what visual elements capture your gaze most strongly. (Strong, bright colors, like red, will also fight for your attention.)

		Does your experience correspond with the points in the bulleted list above? After this exercise, it may be clearer to you why it’s important to take this visual power of attraction into account when you create artwork. Take a photo with your cell phone set on a black-and-white or tonal setting to confirm your discoveries.

		YOUR FOCUS

		As human beings, we’re also visually oriented to look toward the center of things. We have binocular vision: our brain combines information from both eyes and blends it into one central image. As artists we put our focal area in the approximate center of our artwork, where viewers instinctively search for the most significant subject matter. To bring attention to this area, we distribute “weighty” elements within the drawing in such a way as to keep our gaze returning to center, while freely exploring the rest of the artwork.

		You’ve been accustomed to drawing individual subjects, where your eyes are naturally directed in one particular area. When you have a group of subjects to draw, as you do in a still life, you have to decide what your focus will be from among many options.

		The focus of your drawing will be on the arrangement of subjects most interesting to you. For example, if three people are presented with a vase of flowers, one might select several flowers to draw, another a butterfly on a flower, and the third might draw the entire bouquet. None are the wrong choice; it’s a personal preference.

		Discovering what subjects belong in your focal area may involve a search to explore the possibilities. While this can be fun, it’s also nice to do this efficiently. And that’s where the thumbnail sketch comes in—the quick, casual sketch that has been part of the artist’s tool kit for centuries and can play a helpful role in yours as well.
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				This beginner found a detail in her sketch (left) that she developed into a second drawing (right). Drawings by student Barbara Kops

			
		
		Thumbnails: Your Best Compositional Tool

		The thumbnail sketch is a shortcut method to your best compositional ideas. Drawn in visual shorthand, thumbnails allow you to preview your intended composition in abbreviated form. They’re an efficient way to develop visual plans before spending time on larger, time-intensive drawings.

		Like its namesake, the thumbnail sketch is small—3" x 4" to 4" x 6"; however, these aren’t miniature drawings, full of details. Instead, they include only the most significant visual elements—important values and strong contour lines. They also include the position of four framing lines, which define the boundaries of the composition and indicate whether a drawing will appear in a horizontal or vertical position. Charcoal is the preferred medium for creating them because it’s direct, decisive, and easy to alter.

		
			“I use charcoal to figure out where to put everything, because I keep changing where I want to place things.”

			—STUDENT KATHY EPSTEIN

		

		
			“I forced myself to work fast, even thought it was really hard, because I was into doing detail. Everyone wound up liking those fast ones best.”

			—STUDENT HELEN LOBRANO
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				Here we see that a bold charcoal composition was developed after the artist explored it first with a thumbnail sketch in pencil. Drawings by student Rita Walker Copping

			
		
		EXERCISE
THUMBNAILS: CHARCOAL SKETCHING

		Sketching thumbnails with charcoal has additional benefits. This process often elicits a lively, spontaneous drawing approach in beginners who previously had been concentrating more on detail and control. Whether sketching in charcoal results in a new idea or adds an enjoyable, expressive element to your drawing experience, it’s all good!

		The following steps will help you to explore the benefits of creating thumbnail sketches in charcoal. Use charcoal and newsprint on top of your drawing board or your 14" × 17" pad for this exercise. A timer will help you keep your drawings quick, simple, and focused on the essentials, rather than on details. Sketching quickly within a time limit will encourage you to let go of conscious control and explore a more immediate approach.

		1Set up a casual still life of at least three objects, something that interests you but not so much that you’ll be tempted to get caught up in its detail. Light the still life to create shadow patterns. If you set up a still life in a more vertical or horizontal arrangement, your thumbnail orientation should reflect that.

		2Set your timer for fifteen minutes. Draw your first thumbnail on about half a sheet of paper. Include the whole still life, emphasizing the weighty elements.

		3After the timer goes off, draw a frame around your work. Take your time with this part. As a general rule, reducing excess negative space strengthens a composition and brings attention to the drawing’s focal area. Step back. See if you need to adjust the frame to trim unnecessary negative space.

		4Set your timer for ten minutes. Draw your second thumbnail on about a quarter of a sheet of paper. Find an interesting aspect within the previous thumbnail, not the whole setup. Add framing lines, and evaluate and adjust.

		5Set your timer for ten minutes or less. Choose an unusual view of the still life—perhaps cropped at an odd place—and draw it.

		6Step back. Look for areas within your thumbnails that have compositional potential. Use your camera to help you find them. Make thumbnails of these discoveries. This practice is a valuable way to find appealing subject matter.

		
			“Charcoal let me get down on paper quickly what I was seeing.”

			—STUDENT ANN PORFILIO
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				Framing Lines

				Framing lines establish decisive borders that define negative- and positive-space shapes in a thumbnail sketch. In effect, you, the artist, determine the borders of your composition rather than accept the edges of the paper as a boundary authority. Artists often experiment with many framing lines to see which boundaries work best for a drawing. Drawing above by student Sherry Artemenko

			
		
		CONSTRUCTIVE EVALUATION

		Step back to get perspective on your thumbnails. Pay attention to where your gaze is naturally pulled. Do you find your eyes attracted to any elements that draw attention away from your focal area? Or, does your gaze circulate easily?

		If you find evidence that your composition is out of balance, there’s a way to fix that. Redistribute the heavyweight items throughout your drawing, in areas large and small. Their power pulls the eye back into circulation. Redraw framing lines to adjust the positive- and negative-space balance, if needed.

		Additionally, ask yourself if your thumbnails reflect the value structure of your still life adequately. Adjust, if needed. Use the following information to address specific problems you may discover.

		
			“I worry that my painstaking, meticulous approach sacrifices spontaneity and flair. I admire some of my classmates’ works that would not have received high grades for accuracy, but that have a real pizzazz.”

			—STUDENT GEORGE E. STEVENS
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				“I actually really like these drawings, because when I look at all of my work together, they have more energy. The others were more static.”

				—STUDENT KIM NIGHTINGALE (drawings above)
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				This beginner has cropped out a section of a larger thumbnail to see how she likes it as a close-up (right). Which do you prefer? Drawings by student Sherry Artemenko
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				An adjustment of the framing lines redefines the amount of negative space in this artist’s thumbnail sketch. Drawing by student Stephanie Seidel

			
		
		
			“I was more successful in timed exercises where I had to react and not think too much. I find if I am reworking something too much, I need to set it aside and start over.”

			—STUDENT JIM HOHORST

		

		
			Cell Phone Thumbnails

			Take a photo with your cell phone camera on the grayscale setting to see the value scale of a proposed still life. Use the zoom feature and the built-in framing lines of the camera’s viewfinder to help you discover unique compositions.

		

		SPACE AND MOOD PROBLEM SOLVERS

		Your compositional arrangement can create a mood, depending on how you use the space. You can do this unintentionally or with purpose. The following illustrations show you how to identify and then shift a mood in your work.

		
			[image: ]
			
				Problem Large spaces around an object make it look lonely and isolated.
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				Solution Reduce the negative space, if that’s not your intent.
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				Problem Tight negative space seems to pressure the subject or make it look squeezed.
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				Solution Increase negative space or let the subject exit cleanly. Avoid ending just at the edge or cropping out only a tiny bit of the subject.
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				Problem Equal spaces look boring and predictable. The eye wants to be entertained!
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				Solution Place your subject matter off center. Apply a value cloud (“schmutz,” below) to create asymmetry.

			
		
		FILLING THE VOID

		If you’ve edited the surrounding negative space down to an interesting shape, you may still find the results to be flat, lifeless, and, in short, boring. You can remedy this by adding subtle value shapes (nicknamed “schmutz” in my class!) in the negative space to enhance interest. A subtle, light application of values is all that’s needed to make your negative space look vibrant and interesting.

		Look at your still life: Imagine that the objects in it emit a light-gray magnetic field in the negative space. The shape of the field would be like an asymmetrical halo around the objects, echoing their contours, with a slightly lighter value border between it and surrounding shapes. Suddenly, there’s something interesting going on there as this energetic shape vitalizes static negative space. It can act as an overarching bridge to connect still life objects as well.
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				The effective use of gray value shapes in both the table surface and background in this sketch helps to balance this composition. Drawing by student Anne Osso Porco
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				“My son is seven and just started playing the saxophone, so I had a special feeling about it. I like the way the mood is conveyed in the negative space, because it adds so much to the drawing—almost like a halo around things—more atmosphere, more presence.”

				—STUDENT JANE WOLANSKY (drawing above)

			

		

		EXERCISE
MAKING CONNECTIONS

		Rearrange your still life. Light your setup with shadow patterns in mind. Use some of the suggestions on this page to create compositional unity. Take some risks. (Do something zany!)

		You’re developing relationships between objects that don’t actually have any connection—other than the aesthetic one you’re putting in place. Here are some elements to help you achieve connection:

		
			○Your light source adds an underlying unity when each object is affected by light coming from the same direction.

			○Cast shadows create interesting patterns that can link still life elements together. Have you used your shadow structure effectively in your sketch?

			○Proximity can connect the elements in your still life. The amount of space between objects becomes increasingly charged the closer those objects are to one another. If they touch, the relationships become more intimate.
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				Here, the cast shadow creates a compositional link between objects. Drawing by student Mary Jo Fusaro
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				Proximity, overlapping shapes, and cast shadows bring three separate objects into a visual unity. Drawing by student Sherry Artemenko
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				“This was my first art course. When we got to still life, my big problem was deciding what to do. I made six different setups and tried them out first in charcoal. My final setup related to the type of food I cook regularly, and was pleasing to me. Over time, I studied, erased, and redrew. My tool of choice, the pencil, is a gracious medium, accommodating precision while tolerating changes. At this point, it suits me perfectly. I was surprised and pleased with the result.”

				—STUDENT ANN PORTFILIO (drawing above)

			

		

		Still Life Reminders

		Following are reminders of some of the techniques you’ve learned about in previous chapters that have particular bearing on still life projects.

		TABLETOP ANGLES

		If you’re including a tabletop in your still life, review information in chapter 4 on drawing angles in one- and two-point perspective. Apply this information to the tabletop in your still life. Use the illustrations on this page and this page to help you.

		UNDERDRAWING

		When their homework goes up on the wall, beginners are often surprised to see that the wonderfully rendered still life they spent so much time on appears to be listing like lunch on the Titanic! Use an underdrawing and evaluate it on a vertical surface to be sure to avoid that fate. Assess the relative position of your subjects, both top and bottom, along a level to make sure you’ve captured their position in space.

		FOCAL AREA

		Your drawing represents one single view of this group of objects. Though you bring each element into sharp focus while drawing it, not everything can remain in equally sharp focus for the final piece or each element will fight for attention. Keep your drawing selectively sharp toward the center of your work; use crisper definition and more detail in that area, and less on the periphery.
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				Problem  A common error in one-point perspective is to draw parallel right and left sides of a tabletop as if they diverge, or move increasingly farther away from each other. Doing so distorts its shape and makes it appear to flip forward. To test for this error, extend lines along your table’s left and right edge, as shown. Dotted lines point out that the distance between these extensions grows wider, something to avoid.

			
		
		
			[image: ]
			
				Solution Make the parallel sides, right and left, move slightly closer together, as though they might eventually meet. The top horizontal will then be slightly shorter than the bottom one.
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				Problem A common error in drawing two-point perspective also causes the tabletop to flip up, with parallel sides that seem to grow farther apart from each other. To test for this error, extend the parallel lines on the four sides of the tabletop. Dotted lines show the unwanted divergence of these lines; they should be parallel or growing closer to each other—as though they might eventually meet.
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				Solution Make parallel sides either parallel or as if they are moving slightly closer to each other. The tabletop will look somewhat diamond shaped.

			
		
		Creating a Still Life, Step by Step

		Although the steps ahead pertain to any medium—pen, wash, charcoal, or Conté, alone or in combination—using pencil may make the following information easier to absorb the first time. Use the following steps to help you develop your own still life.

		Search for “beloved” subject matter—but in a still life, also choose objects that are pleasing to you as a group.

		EXERCISE
STILL LIFE PRELIMINARY

		Arrange your still life. Light it to bring out dimension and interesting patterns. Make some quick, simple thumbnails to help organize and select your composition. Your thumbnail should reflect whether your drawing will have a vertical or horizontal format. If you want to create a frame guideline that reflects your framing lines, use an 6H pencil (which makes a very light mark), or substitute artist’s masking tape, which can be peeled off after you finish.

		CONSTRUCTIVE EVALUATION

		Put your artwork on a vertical surface. Sit where you can see your still life setup between you and your artwork from your drawing position.

		
			○Does your eye get stuck in surrounding negative space, the back table edge, or areas less important than your focus?

			○Do the objects look isolated from one another, rather than related?

			○Do you need to adjust your value structure? Could you improve your drawing with dark accents?
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				Step 1: Underdrawing

				Lightly sketch your still life objects. I used a 2H pencil to search out shapes, focusing on their relationships to one another along both horizontal and vertical sight lines. Drawing through is helpful here. Check for scale and symmetry so that you won’t build on a faulty foundation. Once you settle on shapes, clean up underdrawing lines with an eraser to prepare for the next step.
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				Step 2: Developing

				Develop abbreviated contour lines, adding specific details. Lightly indicate highlights. Fill in local values; add form shadows on objects and reflected light, if there are any. Erase local value to create light areas; fill in carefully around crisp highlights. I added 2B here to all areas but the empty portions of the wineglass, where I filled in with 2H. (Use a 6H for lighter glass.) Surfaces and transitions are still rough at this point.
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				Step 3: Finalizing

				Refine surfaces and value transitions with finer, multidirectional pencil applications, adding details and value contrasts as needed. I used 6B here, concentrating on the dark wine bottle, and added 6B accents elsewhere to provide balance, working on top of foundation values with fine scribbling to reflect the objects’ surfaces. Surfaces were smoothed out and value transitions refined. Note how the value shapes are added in negative spaces to energize those. Drawing by author

			
		
		Additional Strategies for Improvement

		In this section you’ll find suggestions about how to further strengthen your still life drawing or solve a problem you may be having with it.

		ADDING DARKER VALUES

		When you add darker values, consider the value structure of the drawing as a whole, especially with the bold capacity of the 6B at your disposal. If you darken one area with it, avoid isolating that spot, because it will become the focus of your drawing, pulling the viewer’s eye where it shouldn’t be. For balance, add dark accents to a few other areas—in edges or shadows—to bring attention to other parts of your drawing. Compare step 3 with step 2 in my still life drawing on the previous page to see how the addition of the 6B adds impact, and notice how these darker-value areas are distributed in both large areas and small accents throughout the drawing. Work in small steps, limiting the darkest darks to three areas at a time. Similarly, distribute lighter areas and those brightest values—the highlights, if present. Rely on your erasers to lift out graphite dust, or turn to your white Conté or charcoal pencil to increase the brightness with balance in mind.
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				Drawings by student Jane Wolansky

			
		
		THE ARTIST’S HAND

		One of my students was dissatisfied that the objects in her still life didn’t seem to relate to one another. To solve this issue, she added local values to the background, tabletop and still life objects, as well as local, form, and cast shadows. (See previous images.) As a result, her subjects appear grounded in the same environment, and both positive and negative shapes are transformed into a cohesive still life.

		The touch of the “artist’s hand” also unifies a drawing. It expresses itself through your caring and involvement, translated directly through the way you touch the paper when you draw. You can still use quick and casual lines, even within a polished still life; however, it will be your engagement that is decisive in making the elements of a still life connect harmoniously and become an aesthetic family.

		CONTROL THE EXITS

		An effective still life keeps high-contrast areas and emphatic lines in the central area. Think of your paper’s edges as electrified fences: harmless until you draw near them, and if you do (and if you touch them), they come alive. Strong exit lines can be like a highway leading out of town, impossible not to follow with the eye. Soften contour lines and value contrasts near the drawing’s edges to return attention to your focal area. As the artist, that decision is yours. It doesn’t matter if the object doesn’t actually fade out in reality.

		Beginners tend to emphasize the back edge of a tabletop behind the still life grouping. This draws the eye away from the intended focus and brings the table edge forward to the same plane as your subjects. It also rivets the eye to the back of the drawing. To maintain central focus, soften that tabletop line; diminish it where it wanders close to the edges of the paper.
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				A faint value shape is more effective than a single horizontal line to indicate a table edge. Drawing by student Jim Hohorst

			
		
		When Are You Finished?

		“Am I finished?” When you ask yourself that question, it’s a gut reaction worth listening to—and probably means you’re nearly there. Though, according to Leonardo da Vinci, “A work of art is never finished, merely abandoned.” Many beginners spend days focused on the development of a single drawing, enjoying the process of getting lost in their work. If that’s your pleasure, just beware of overworking a drawing. Others will take a faster, more spontaneous approach and may need to stand back to consider returning to the work. Neither way is better, wrong, or preferable. The best approach is simply to take your still life project to whatever level of finish works best for you.

		Take your time finishing. Leave your drawing where it is on the wall so you can revisit it from time to time to decide if and when it’s finished. While you’re deciding, take photographs of your still life from which to work, especially if you’ve included perishables.

		Before going to the final step in your still life, another option to consider is leaving part of it deliberately unfinished. That approach can allow some spacious counterpoint to the finished areas of the drawing, and also invites viewers to be in on the process of completing your picture with their own imaginations.

		Are you satisfied with your still life drawing? If that’s the case, congratulations! On the other hand, if you aren’t entirely satisfied, search for aspects of the piece that do “work.”

		The drawings you’ve just made were a learning exercise, not the culmination of everything there is to know about still life. You’re in the midst of a creative process that unfolds over time and this process involves learning what appeals to you and what doesn’t. Give yourself the room to discover just what that is.

		In your ongoing development as an artist working in any two-dimensional art—painting for instance—composition will play an increasingly significant role. As a bonus, understanding of the great art of the world, seen in museums and art books, will open up to you now that you can speak the same compositional language that noted artists have been using for centuries.

		
			“I have come to realize that if I try to draw an exact rendition, I set myself up for failure and frustration. What I try to do now is draw my best interpretation of what I see.”

			—STUDENT RITA WALKER COPPING

		

		Homework

		Take your drawing mind-set along by carrying your small sketch pad with you. Use it with composition in mind. The format of the pad itself will remind you of the boundaries needed to create an interesting composition. You can alter the basic pad format to any size just by drawing new borders. If you like the process of developing a polished still life, thumbnails can help you work through possibilities using a visual shorthand. Maybe you’ll find an arrangement you’d like to explore in a more developed drawing. Or you may find a small thumbnail gem that you like just the way it is.
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				The composition of this small sketch pad drawing gives us a fresh, intimate look at everyday objects. Drawing by student Allan P. Gibb
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				“When you’re raising children, you never actually get to finish anything. To actually do something and complete it and get a result is mind-blowing! It’s the first time in twelve years I’ve gotten to do something like that.”

				—STUDENT HELEN LOBRANO (drawing above)
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					“Even though I may have problems with aspects of all of the pieces, it’s still fulfilling to have something there that I could never have done before. It gives me hope that I may be able to learn more and get better.”

					—STUDENT KIM NIGHTINGALE (drawing above)
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					“I thought about things I would do when I got the time. At the top of my wish list was learning to draw. It was time to move to something that gave some space to the soul.”

					—STUDENT AL ROBERTS (drawing above)

				

			

		

	
		Finishing Up

		Your Inner Aesthetic

		“I celebrate myself, and sing myself,

		And what I assume you shall assume,

		For every atom belonging to me as good belongs to you.”

		—WALT WHITMAN

		In my class, we do the following exercise as homework; then we discuss our discoveries and impressions in the last class, while celebrating with food and drink. After you’ve followed the same assignment, fix yourself a snack and celebrate as well! You may want to jot down observations about your work on paper.

		EXERCISE
FIND YOURSELF IN YOUR ART

		An aesthetic profile will appear once you have a body of work to review, even if you hadn’t consciously attempted to create one. This will emerge without intent on your part when you do the work that interests you and develop the skills to express it. And this is the premise of our final review. What you see in your drawing collection reflects who you are as an artist now, and the same exercise can be used in the future to indicate the artist you have become. When you study the work of artists in galleries and museums, you’ll discover similar stylistic signatures such as you’re discovering in your own work. To quote the writer Anaïs Nin, “We don’t see things as they are, we see them as we are.” That’s the unique stylistic signature to look for in your art.

		1Place all your drawings on the floor in sequence from the beginning wire drawings to the final pieces. Look over the progression to see how your work developed.

		2Reduce the collection to seven favorites. Place these on the wall, if possible, or on the floor in an arrangement that appeals to you—not in a horizontal line.

		3Ask yourself if this arrangement tells a story. For example, is your favorite drawing in the middle? Drawings to the left or right of your favorite may indicate, respectively, where you have been and where you want to go.

		4What were your discoveries, either about yourself, a technique, or a medium? Locate your favorite piece. Why do you like it best? What medium would you like to continue exploring? Do you prefer drawing faces or still lifes?

		Consider viewing the work upside down for the next step, though it isn’t necessary. This helps you to bypass literal identities and focus more on the underlying aesthetic preferences for particular lines, shapes, and values revealed in your drawing collection. Ask yourself:

		
			○Is there consistency in value range? Do you see dramatic high contrast or serene low contrast?

			○Is your work usually large, medium, or small in scale?

			○Do you see any repetition of shapes? Are your drawings still and composed or active and bold? Is there any noticeable rhythm to your work?

		

		
			“When I reviewed all my projects, I was surprised to identify a common mood: quiet, contemplative, subdued.”

			—STUDENT GEORGE E. STEVENS

		

		ONGOING EXPLORATIONS IN ART

		This book opened with “Starting Out,” so it seemed appropriate to end with “Finishing Up”—but I hope that your finish here will simply mark the beginning of your ongoing explorations in art. When you set a clear goal, just as you did at the start of this book (“I want to learn to draw”), it will be easier to attain further artistic goals. Consider taking an art class now that you have skills that allow you to engage at a more confident level. The structure of a formal class will help you to schedule the time to develop and enjoy your emerging art. Whatever your path may be, all the beginners who helped with this book join me in wishing you good luck! Enjoy your art!
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				Examine this representative grouping of one student’s work. Locate the aesthetic aspects that echo through these five drawings. Compare your findings with the answers in the box on this page. Drawings by student Anita St. Marie

			
		
		
			Answers

			
				○A scallop-shaped contour is repeated in shadow shapes, the lacy edges of the pottery, the contours of cherry groupings and garlic cloves, and even in the cookie cutter—which at first seems different.

				○A rounded bull’s-eye motif echoes in the cherry shapes; it can be seen in the middle of the onion, the mango in the bowl, and within the cup and strawberry decoration.

				○There’s similarity in the cast-shadow shapes of the napkin and the cookie cutter.

				○Observe the consistency of value structure in the collection—with one exception: the pen technique, which creates greater contrast.
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